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ANALYSIS OF CONTENTS

CHAPTER 1

ENGLISH ROMANTIC DRAMA

Its history limited to the period between the defeat of the Spanish
Armada and the closing of the theatres in 1642,

Embryonic character of the drama in the antecedent period.

Changed character of the drama after the Restoration.

OPPOSITE METHODS OF HISTORIANS IN TRACING THE DEVELOP-
MENT OF THE DRAMA

The English method : Malone, Collier.

Restricted to record of external facts : absence of philosophical criticism.
Dr. Ward’s History of Englisk Dramatic Literature.

The German @ préor¢ method.

Augustus Schlegel’s philosophical theory.

Fundamental error of a priori < sesthetic ” criticism.

Defective rnethod of comparison.

COMPARISON OF THE GREEK AND ENGLISH STAGES

Similarity of epic and lyric origin in the Greek and English dramas.
Point at which these dramas diverge in character.

The Greek Myth.

Influence of the Church on the form of the early English drama.
Transition from the Miracle Play to the Morality.

Inadequacy of the Morality as a vehicle for national sentiment.

THE EARLY ROMANTIC DRAMA

Anti-Catholic spirit in England in the reign of Elizabeth.
Christopher Marlowe: his departure from the dramatic principle and
form of the Morality.
Absence of patriotic feeling in Marlowe.
vil
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THE EPIC AND LYRIC FORM OF THE ROMANTIC DRAMA

Want of organic form in Marlowe’s plays.

Marlowe’s influence on the form of Greene’s dramas.

Romantic element added by Greene : excess of the epic principle in his
plays.

Peele : his effective stage rhetoric: want of spiritual imagination and
knowledge of character.

Kyd : his superiority in constructive power, and his vulgarity

Audacity and freshness of conception in the work of the early romantic
dramatists.

CHAPTER II
LYRICAL ELEMENT IN SHAKESPEARE’'S PLAYS

Divergent methods of interpreting Shakespearc.
The German ¢ eesthetic ” method.

Specimens of criticism by Gervinus and Ulrici.
Defective sense of humour in the German critics.
English analytical method.

Grant White and his criticism of the Germans.
How far the German method is justified.

SHAKESPEARE’'S BIOGRAPHERS

Mr. Haliwell Phillips: Professor Dowden : Dr. Brandes: Mr. Sidney Lee.
Shakespeare’s birth, education, and history.

SHAKESPEARE’'S SONNETS

Opposite methods of interpretation.

Literal method : conjectural speculation as to the persons alluded to in
the Sonnets.

Theories of Professor Minto, Mr. Gerald Massey, Mr. Thomas Tyler.

Allegorical method : various theories.

Mr. Lee’s conclusions examined.

Necessity of applying the historical principle to the interpretation of the
Sonnets.

Reality of emotion in the Sonnets.

The medizval tradition of the sonnet : Woman-Worship.

Shakespeare modifies the medieval tradition to suit the tradition of
Humanism.

Platonic element in the Sonnets.

Analysis of the situation imagined in the Sonnets.

Connection hetween the second division of the Sonnets and the Dramas.
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Predominance of certain veins of feeling in the Sonnets, illustrated by
reference to the Dramas and to 7%e Rape of Lucrece.

Inferences to be drawn from these facts with regard to Shakespeare’s
poetical motives.

No positive biographical conclusion legitimate.

CHAPTER II1

SHAKESPEARE’S EARLY TRAGEDIES: INFLUENCE
OF MARLOWE

Meres’ mention of Shakespeare’s pre-eminence in tragedy and comedy.

Early originals of King Jokn, King Henry V1., and The Taming of the
Shrew.

Controversy as to the authorship of the originals.

Assumption that they were the early work of Shakespeare.

¢ TITU6 ANDRONICUS.”

Imitation of Kyd and Marlowe.

Power of pathos exhibited in the play.

¢““THE TROUBLESOME RAIGNE OF KING JOHN.”

Mixed Machiavellian and Protestant motive.

Original sketch of the Bastard Falconbridge.

Failure to blend Machiavellism and Protestantism.

Recast of the drama in KZng Jokn.

Change in its general character: King John, Constance, Arthur, the
Bastard.

Reproduction in detail of the original framework.

¢“HENRY THE V].”

Nash’s reference to the death of Talbot.

“THE CONTENTION BETWEEN THE TWO FaMous Houses oF YORK
AND LANCASTER”: “THE TRUE TRAGEDY OF RICHARD, DUKE OF
YORK.”

Greene's reference to Shakespeare in 1592.

Malone’s hypothesis of Shakespeare’s plagiarism from Marlowe, Greene,
Peele.

Incredibility of the hypothesis : true interpretation of Greene’s reference.

Shakespeare’s early imitation of Marlowe.

His advance beyond the Machiavellian doctrine.

¢““KiNne HENRY VI.” and ¢ KiNG RicHARD IIL”

Moral treatment of the subject added to the dramatic treatment of the
Machiavellian principle.

King Richard’s dream : Richmond’s moral.

Combination of Marlowe’s representation of z#r7z: with the spirit of the
Morality.

Germs of Shakespeare’s later tragic method in the characters of A7ng
Henry V1.
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CHAPTER 1V

SHAKESPEARE’S EARLY COMEDIES: INFLUENCE
OF LYLY

Variety of type in the Comedies of Shakespeare.

The result of gradual development.

Three types of Comedy pre-existent to Shakespeare.

The Morality : character of the Vice.

The New Comedy : Ralph Roister Doister ; Gammer Gurion's Needle.

Lyly’s comedies of ‘¢ Wit.”

Their groundwork of classical mythology : unreal atmo:phere.

Euphuistic dialogue.

The underplot.

+«THE TAMING OF A SHREW.”

The action taken partly from a fablian, partly from Gascoigne’s version of
Ariosto’s Suppositi.

The Induction : its source and character.

Constructive defects of the play.

Removed in 7ke Taming of THE Shrew.

“THE COMEDY OF ERRORs.”

Source of the play.

Advance of Shakespeare in constructive power.

Imitation of Lyly’s underplot and dialogue.

““Love’s LABOUR’s LosT.”

Traces of the metrical style of the Morality.

Imitation of Lyly.

Euphuistic dialogue.

Germs of characters in later plays.

““THE Two GENTLEMEN OF VERONA.”

Probable date of its production.

First of Shakespeare’s romantic comedies.

Source of the play.

Imitation of Lyly’s underplot and dialogue.

Structural defects.

¢“ A MiDsUMMER-NIGHT’S DREAM.”

Combination of the motives of 7%e Comedy of Eriors, The Two Genthemen
of Verona, and Love’s Labour’s Lost.

Imaginative influence of Lyly.

Felicitous combination of plot and underplot.

Traces of Euphuistic ¢¢ Wit.”

“Tar TEMPEST.”

Question as to the date of the composition.

Reference to the play in the prologue to Every Man in his Humour.

Question as to the style.
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Hunter’s hypothesis as to Love’s Labour Won.
Probable recast of the original play.

Character of the comedy.

Advance of Shakespeare in creative power.
‘“ROMEO AND JULIET.”

Question s to the date of the composition.
Sources of the play.

Transition from Marlowe’s tragic principle.
Greek tragic doctrine.

Association of tragic and comic principles.
Influence of Lyly : the character of Mercutio.
Shakespeare’s philosophy shown in the structure of the play.

CHAPTER V

SHAKESPEARE’S LATER HISTORIES, ROMANTIC
COMEDIES, AND TRAGI-COMEDIES

Shakespeare achieves the true balance of art in the Historic and Romantic
Drama.

‘“KiNnG RicHarp II.”

Modification of the tragic principle of vZr#:.

Characters of Richard II. and Bolingbroke.

““KiNG HENRY IV.”

Character of the Prince of Wales in 7%e Famous Victories of Henry V.,

Shakespeare’s conception of the character of the Prince of Wales.

Character of Hotspur.

Character of Falstaff.

Change of his name from Sir Joha O:udcastle.

Falstaff’s ideas of Honour contrasted with those of Hotspur and of the
Prince of Wales.

“KiNG HENRY V.”

Shakespeare’s representation of the change of character in the King.

Henry V.’s parting speech to Falstaft.

His soliloquy on the eve of Agincourt.

His idea of Honour.

Remaining traces of Euphuism.

‘““THE MERCHANT OF VENICE.”

Perfection of structural skill.

Sources of the play : combination of several fablian-x.,

Treatment of wérz2 in the character of Shylock.

Marlowe’s Jew of Malta.

Traces of Euphuism in the play.

‘““MucH Apo ABOUT NOTHING.”

Probable date of the composition.

Sources of the play.
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Shakespeare’s advance in structural power since Lowve’s Labowsr’s Lost.

Characters of Biron, Rosaline, Benedick, and Beatrice.

Traces of Euphuism.

«“As You LikE IT.”

Date of the composition.

Sources of the play : Lodge’s Euplues’ Golden Legacy.

Shakespeare’s treatment of Arcadianism.

Contrast of the styles of Shakespeare and Lodge.

The most philosophic of Shakespeare’s comedies.

Characters of Jaques and Touchstone.

Treatment of rustic characters, Corin, Audrey, William.

¢« TWELFTH NIGHT.”

Probable date of the composition.

Sources of the play.

Shakespeare’s advance upon the conception in Zke Zwo Gentlemen of
Verona.

Character of Malvolio.

The Sonnet beginning ‘¢ Sin of self-love.”

Admirable blending of contrary elements in the play.

“THE MERRY WIVES OF WINDSOR.”

Probable date of its production.

Sources of the play.

Shakespeare and Ben Jonson.

Characters of Ford and Slender.

«“ArL’s WELL THAT ENDs WELL.”

Decline of the comic element in Shakespeare’s later plays.

Source of A/ls Well that Ends Well.

Parolles and Falstaff: Touchstone and the Fool in 420s Well that Ends
Well.

¢« MEASURE FOR MEASURE.”

Probable date of its production.

Sources of the play.

Versions of Cinthio and Whetstone.

Characters of Isabella, Claudio, and Angelo.

Greatness of the moral situation.

Weakness of the dénouement.

Poverty of the comic episodes.

¢ PERICLES.”

Belongs to the same group as Cymbeline and The Winter's Tale.

Probable date of its production.

Source of the play.

Question as to the date of its composition and the manner of its recast.

¢« CYMBELINE.”

Source of the play.

Skilful combination of different elements.

¢« THE WINTER'S TALE.”

Similarity of motive to Cymbeline.
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Resemblance in structure to Pericles.
Source of the play.
Probable personal motives in 7%e Winter's Tale and Cymbeline.

CHAPTER VI
SHAKESPEARE’S LATER TRAGEDIES

Absence of comedy in Shakespeare’s later work.

Combination of the Machiavellian motive in his tragedies with philosophic
thought and reflection.

Emotional character of his late work.

‘“ HAMLET.”

Date of the play.

Goethe’s description of its motive.

The older play, ‘“ Hamlet ” : probably the work of Kyd.

Shakespeare’s conception of the whole story of Hamlet.

Hamlet’s irresolution.

His sense of the ¢¢ vanity ” of things.

His character illustrated by Sonnet Ixvi.

Irresolution of Hamlet contrasted with the resolute characters of the
earlier tragedies.

Shakespeare’s advance in dramatic power.

¢ OTHELLO.”

Date of the composition,

Source of the play.

Machiavellism in the character of Iago.

Influence of Iago on Roderigo, Desdemona, Cassio, and Othello.

Shakespeare’s treatment of the passion of jealousy: 7%e Winier's Tale,
Cymbeline.

¢ MACBETH.”

Combination of the motives of Hamlet and Otlello.

Macbeth’s irresolution : moral considerations.

Lady Macbeth and Iago.

Embryo of Lady Macbeth in Eleanor, Duchess of Gloucester.

Contrast between the characters of Macbeth and Lady Macbeth,

Date of the production of the play.

¢“ KING LEAR.”

Probable date of production.

Sources of the different episodes in the play : fusion of elements.

The character of the Fool in pure tragedy.

Reversion to the Greek tragic motive of Romeo and_Juliet.

Poetical justice in King Lear.

Dramatic skill of Shakespeare shown in the structure of the play.

Characters of Lear and Gloucester.
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Character of Edmund : compared with that of Iago.

Characters of Kent and Edgar : the ¢ Abraham man.”

The character of the Fool in A7ng Lear.

Its influence on Lear’s madness.

King Lear the first of Shakespeare’s tragedies of contemplation.
Group of tragedies suggested by Plutarch’s Zzves.

Philosophic view of the world.

Keynote of Shakespeare’s tragedies found in the Sonnets.

Idea in the Sonnets of the conflict between the Spirit and the Flesh.
¢“JurLius CASAR.”

Probable date of production.

Philosophic motives of the play.

Character of Brutus.

Character of Cassius.

Characters of Casca, Decius Brutus, and Caius Ligarius.
Representation of the people.

Earlier representations : Cade, Dogberry, Verges, Bottom, Nym, Pistol.
The people as judge.

Their judgment as swayed alternately by Brutus and Antony.
““TROILUS AND CRESSIDA.”

Date of publication. .

Source of the play.

Remarkable character - painting : Achilles, Ajax, Ulysses, Thersites,

Pandarus, Cressida.

Treatment of the principle of Honour.

Relation of individual self-esteem to public opinion.
¢ CORIOLANUS.”

Probable date of production.

Character of the hero.

Excessive self-esteem : contempt for the people.

The crowd in Coriolanus and Julius Cesar.
¢“TIMON OF ATHENS.”

Probable date of composition.

Blending of the motives of Coriolanus and King Lear.
Remarkable observation of mankind.

Dramatic autobiography.

¢“ ANTONY AND CLEOPATRA.”

Contradictory elements in Antony’s character.
Antony and King Henry V.

Cleopatra and the Woman of the Sonnets.
Treatment of the < Will” in Antony and Cleopatra.
“«“Kine HENrRY VIIL”

Question of authorship.

Dissimilarity to Shakespeare’s other histories : metrical differences.
Its attention to stage effects : want of central motive.
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CHAPTER VII
SHAKESPEARE’S DRAMATIC DEVELOPMENT

General survey of the question.

FIRST GROUP OF TRAGEDIES AND COMEDIES

Influence of Marlowe.
Machiavellian principle of Will.
Specimen of Shakespeare’s early blank verse.

SECOND GROUP OF TRAGEDIES, TRAGI-COMEDIES, AND COMEDIES

Sense of ‘“vanity” opposed to the Machiavellian principle.
Influence of Lyly.
Specimen of Shakespeare’s blank verse in the second period.

THIRD GROUP OF COMEDIES AND TRAGI-COMEDIES

Complete balance between opposing dramatic principles.

Mixture of Catholicism and Machiavellism as shown in the treatment of
plot and character.

Advance in power of dramatic conception and structural arrangement.

The skilful treatment of the underplot.

Blending of the lyric and dramatic element: of the principle of wirf
and the principle of irony.

Representation of the characters of men and of women,

Specimen of versification in the third period.

FOURTH GROUP OF TRAGI-COMEDIES AND TRAGEDIES

New treatment of the principle of zérzz.

Element of personality in the dramas.

Personality subordinated to artistic necessities of construction.
Characters of men : characters of women.

Specimen of versification in the fourth period.

FIFTH GROUP OF TRAGEDIES

Predominance of personal observation and reflection.

Comparatively undramatic character of the plays.

Dominant motives : the mutual relations of the individual and society-
Characters of men and of women.

Specimen of versification in the fifth period.

b
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INFERENCES FROM SHAKESPEARE’S DRAMATIC DEVELOPMENT

Comparison between the Sonnets and the Plays leads to a belief in the
reality of emotion in the Sonnets.

The course of the development helps to show why Shakespeare’s plays
should have been the work of an Englishman, and of a particular period.

The form of Shakespeare’s dramas the result of the gradual evolution of
the English stage.

CHAPTER VIII

THE DRAMATIC TASTE OF THE CITY: ROMANCE
AND MORALITY

Charles Lamb’s Sgecimens of the British Dramatists.

Defects of Lamb’s design.

Shakespeare’s work the standard of art in the English romantic drama.
His contemporaries’ work the measure of the progress of dramatic taste.
The form and character of the English theatres.

Influence of the opinion of the spectators in the pit.

The London citizen’s ideas of romance.

The Knight of the Burning Pestle.

The City taste : imitation of civic manners and melodrama.

ANTONY MUNDAY

His birth and history.

Ballad style in his plays.

The Downfall of Robert, Earl of Huntinglon, and The Death of Robert,
Earl of Huntington.

Munday’s romantic style compared with that of Greene and Peele.

THOMAS HEYWOOD

His history : dramatic industry.

Character of his historic plays.

The Four Prentises of London.

Predominance of romance over history.

Romance of domestic manners.

The Fair Maid of the West.

Aims at satisfying the taste of the audience for realistic imitation.

Defects of structure in his plays.

Defects in the representation of character.

Unadorned pathos of Heywood’s style.

Specimens of dialogue from Zke Fair Maid of the West and The Woman
killed with Kinaness.
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THOMAS DEKKER

His birth and history.

Romantic imitation of civic life.

The Shoemakers’ Holiday.

Specimen of the dialogue.

The Comedie of Old Fortunatus.

Romance converted into a Morality.

Specimen of the play.

The Honest Whore.

A Morality in the form of romance.

Specimen of the style.

Structural defects of Dekker’s dramas : inconsistencies in the representation
of character.

THOMAS MIDDLETON
His birth and history.
A follower of Dekker.
His realistic imitation of civic manners.
Absence of moral feeling in his plays.
A Trick to catck the Old One.
Ingenuity of the plot : low moral tone.
Inferiority of Middleton to Jonson and Dekker in conception of character.
Imitation of a passage of Middleton’s Flanix in Paradise Lost.
Materialism of Middleton’s genius.

CHAPTER IX
THE DRAMATIC TASTE OF THE CITY: MELODRAMA

Definition of melodrama.

Seneca the chief melodramatist among the ancients.
Influence of Seneca on the English stage.

Various types of English melodrama.

¢ ARDEN OF FEVERSHAM.”

Type of domestic melodrama.

Date of its production.

Question of authorship.

Shakespeare its probable author.

Specimens of the play.

Defects of character and style.

The Yorkshire Tragedy : A late Murder of the Son upon the Mother.

GEORGE CHAPMAN

Type of the foreign domestic or political melodrama.
Bussy d’ Ambois.
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Bloodiness of the plot.

Extravagance of the style : specimen of the diction.

Specimen of lofty dramatic rhetoric from Z%e Tragedy of Charles Duke
of Byron.

ROMANTIC MELODRAMA OF CRIME AND REVENGE

Marlowe the first author of this style.
Kyd and Chettle.

JOHN MARSTON

His affectation and attitudinising shown in his dedications.
His contempt for his audience.

Lamb’s opinion of his Prologue to Antonio and Mellida.
Antonio’s Revenge.

Plot of the play.

Specimens of the style.

CYRIL TOURNEUR

Lamb’s opinion of his merits : Mr. Swinburne’s opinion.

Specimen of his style in 7%e Transformed Metamorphosis.

Specimens of his dramatic style from Zhe Atheists Tragedy and The
Revenger’s Tragedy.

JOHN WEBSTER
His birth and history.
His superiority to the contemporary melodramatists.
His laborious style.
Varied conception of character : pathos.
Vittoria Corombona : The Duckess of Malfi.
His picturesque imagination.
Power of moving pity and horror.
Imperfect structure of his plays.
Inconsistencies of character.
His self-repetitions.

CHAPTER X
BEN JONSON AND THE ANTI-ROMANTIC REACTION

Jonson’s quarrels with his contemporaries.

Critical representative of classical principles of taste.

His birth and education.

His foreign military service and early work for the stage.
Every Man in his Humour : The Case is Altered.

Prologue to Every Man in his Humour : a critical manifesto.
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Development of the spirit of the Morality.

Imitation of humours in real life.

Every Man out of his Humour.

Definition of principles in the Induction to the play.

Extended imitation of the humours of real life.

Cynthia’s Revels.

Imitation of Court manners,

Allegory and abstraction.

Personal satire.

The Poetaster.

Jonson’s quarrel with Marston and Dekker.

Dekker’s Satiromastix.

Marston’s dedication of 7%e Malcontent to Jonson.

Jonson’s co-operation with Marston and Chapman.

He announces his intention of abandoning Comedy for Tragedy.

Sejanus.

Causes of its failure on the stage.

Volpone.

Spirit of the Morality : allegory.

Plot of the play : its simplicity.

The Silent Woman.

Plot of the play.

Ingenuity of the plot : introduction of humours in the underplots.

The Alchemist.

Satire on a prevailing folly : Chaucer’s Canon’s Yeoman’s Tale.

Plot of the play.

Jonson’s great learning shown in Z%e Alchemist: excellence of the
characters.

Catiline.

Its failure on the stage.

Bartholomew Fair.

Tmitation of the humours of real life : satire on the Puritans.

Great popularity of the play.

The Devil is an Ass.

Symptoms of decline.

Traces of the influence of the Morality.

Sources of the play.

Jonson ceases to write for the public stage : his Court entertainments.

Made Poet Laureate : visit to Drummond at Hawthornden.

Returns to the stage in the first year of Charles L.’s reign.

The Staple of News.

Reappearance of the Induction and allegorical personages.

The New Inn.

Imitation of Fletcher’s manner.

Failure of the play.
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CHAPTER 1

THE EPIC AND LYRIC ELEMENTS IN THE EARLY
ROMANTIC DRAMA

THE History of Poetry on the English Stage is, roughly
speaking, confined within a period limited on one side by
the defeat of the Spanish Armada in 1588, and on the
other by the ordinance of the Long Parliament closing
the theatres in 1642. Before the earlier of these two
dates our dramatic poetry is rude and embryonic, nor
does it include among its motives the principle of romance
which is generally recognised as being the characteristic
feature of our stage. After the reopening of the
theatres the stage, by the aid of rhyme, music, and
scenic machinery, was illuminated with a certain ex-
ternal splendour, but its historic life and genius was
withered at the root. Between the two dates I have
mentioned the poetic drama assumed its proper artistic
form, rose to a splendid zenith, and sank in a not in-
glorious decline. I shall attempt in the following pages
to trace the course of this poetical movement through
the reigns of Elizabeth, James I, and Charles I.; to show
how the drama reflected in an ideal form the course of
national life and action; to examine the general causes
that produced the changes of taste in the theatre; and
to illustrate the effect of these changes in the art of
particular poets.

As the subject so viewed will appear in a somewhat
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new light, it may be desirable to point out in the first
place how the course of our inquiry must necessarily
differ from that hitherto pursued by the historians of the
stage in England and Germany. The English historians
have, with few exceptions, confined themselves to the
record of external facts. Malone and Collier did in-
valuable service by collecting all available information
about the antiquities of the English stage; they told
us in their histories practically all that can be dis-
covered as to the dates of the production of plays, the
building of theatres, the payment of playwrights and
actors,—this being knowledge absolutely essential in
forming a just idea of the progress of the poetical
drama. But they made no attempt to examine the
meaning of these facts in their relation to English poetry
as a whole, or to compare the English with any other
stage ; and Dr. Ward, whose admirable History of English
Dramatic Literature is designed to fill up the literary
void in their system, has naturally restricted himself to
judging the merits of our dramatists as individuals, with-
out determining their respective places in the general
movement of the drama.

The Germans, on the other hand, have followed the
method of what is called “esthetic” criticism; they
interpret the poetical facts with which they have to deal
in the light of some a przorZ theory of their own. Augustus
Schlegel, who set the example which has been followed
in various shapes by all the German critics, assumed, as
the starting-point for his Lectures on Dramatic Art and
Literature, the critical axioms by which he sought to justify
the existence of the school of Romantic poetry in Germany.
He held that the differences in spirit and character between
the ancient and modern drama were to be explained by the
fundamental differences between the heathen and Christian
views of life; he regarded the Attic stage, on the one
hand, and the English and Spanish stages, on the other,
as the emanations and products of two opposing spirits ;
Aischylus, Sophocles, and Euripides being, in his view,
the avatars of paganism, Shakespeare and Calderon of
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Christianity. Shakespeare, whom he treated as the sole
representative of the English drama, appeared to him as
being, like Melchizedek, almost “ without parents and
without descent ” ; he explained the various developments
in the history of drama by a series of logical antitheses,
“ancient and modern,” “Christian and pagan,” “classic
and romantic” ; the divergences in the form of the Attic
and English plays he supposed to be due to the influence,
in the one case, of sculpture, par excellence the art of the
Greeks, and, in the other, to that of painting, the character-
istic art of Christian Europe. The germ of his critical
hypothesis is contained in the following passage :—

The poetry of the ancients was the poetry of enjoyment, and
ours is that of desire : the former has its foundation in the scene
which is present, while the latter hovers betwixt recollection and
hope. . . . The Grecian ideal of human nature was perfect union
and proportion between all the powers, a natural harmony. The
moderns, on the contrary, have arrived at a consciousness of
internal discord, which renders such an ideal impossible, and
hence the endeavour of their poetry is to reconcile these two
worlds between which we find ourselves divided, so as to blend
them indissolubly together. The impressions of the senses are
to be hallowed, as it were, by a mysterious connection between
higher feelings; and the soul, on the other hand, embodies its
forebodings or indescribable intuitions of infinity in types and
symbols borrowed from the visible world.!

I am far from denying that this metaphysical anti-
thesis accounts for some of the differences between the
ancient and modern dramas; but it does not cover all
the facts of the case. There are many Greek tragedies
in which the sense of spiritual discord is vividly expressed,
notably the Eumenides, the Antigone, and the Philoctetes.
Contrarily, were it true that there is between Christian
and pagan art the sharp opposition that Schlegel imagines,
we should have found the “romantic” style appearing on
the stages of all Christian countries ; yet Schlegel himself,
though apparently unaware of the significance of his
admission, recognises the fact that the only countries of

1 Schlegel, Lectures on Dramatic Art and Literature (Bohn’s Edition,
1846), pp. 26, 27.
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modern Europe in which this style has flourished are
Spain and England ; while in Italy and France the form
of the drama has been mainly determined by models
taken from the classical ages.

The fundamental error in the a prior system of
@sthetic criticism is that it applies to the facts it observes
“the method of difference,” without previously applying
“the method of agreement” Had Schlegel compared
the Greek and English dramas, side by side, in their
origin and in the whole manner of their development, he
would certainly have been struck with the many points
in which they resembled each other, and he might have
discovered deeper reasons for their characteristic diver-
gences than those which he actually assigns. Both in fact
had their foundations in the nature of man; both came
into existence under very similar conditions of society ;
both, in perfecting their respective forms, passed through
the same inevitable stages of invention and taste. These
natural affinities must be appreciated before we can under-
stand the radical differences in their artistic character.

The modern, like the ancient, drama arose out of the
instinct of imitation, implanted in all human beings. In
modern Europe, as in ancient Greece, the first mode of
poetically imitating action was the epic song of the single
minstrel, and, as Plato very sagaciously divined, epic
poetry contains in itself the germ of the drama :—

SOCRATES. It is equally narrative, is it not, whether the poet is
reciting the occasional speeches, or describing the intermediate
events ?

Gravucus. Undoubtedly it is.

SOCRATES. But when he delivers the speech in the character
of another man, shall we not say that, on every such occasion, he
aims at the closest resemblance of style to the person introduced as
the speaker ?

Graucus. We shall of course.

SOCRATES. But when one man assumes a resemblance to
another in voice or look is not that imitation ?

Graucus. Undoubtedly it is.

SocrATES. Then in such cases it appears that both Homer and
other poets carry on the narrative through the medium of imitation.!

1 Plato, Republic, book iii.
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Hence it is to be inferred that the drama, like the epic,
springs from imitation of the myth.

The transition from the epic to the dramatic mode of
imitating action, effected both in Greece and in modern
Europe at similar stages of civilisation, was inspired by the
same spiritual motive, namely, a widespread religious feeling
in society, striving to express itself in a lyric form.
Evidently the structure of the drama involves a higher effort
of social and artistic co-operation than the song of the
minstrel. Not only must the dramatic poet understand
what is passing in the imagination of the audience, but
the actors must be able to render distinct and intelligible
to the audience the ideas of the poet. And besides this
there must be a strong community of sentiment in religious
and moral matters, causing every spectator in the theatre to
desire an outward imitation of his ethical ideas, in a form
more real and distinct than is possible in minstrelsy. Both
in Athens and in England, therefore, the original form of the
drama was the almost instinctive product of a lyric feeling
in society at large. 'We know of no particular inventor of
the Chorus in honour of Bacchus, sung at the festival of
the Dionysia, on which was built the organic structure of
Greek tragedy, as long as it continued to flourish. Nor
is there any record of the name of the poet who first put
into dramatic shape the history of the Fall and Redemp-
tion of Man, as it was represented with enthusiasm on the
Feast of Corpus Christi, by gilds of craftsmen, in the
Miracle Plays of York, Chester, and Coventry.! Yet in
that rude and nameless art is found the central conception
of the conflict between Good and Evil, which determined
the whole course of the English poetic drama, from its
rise in the fourteenth century down to its last develop-
ment in the hands of Massinger.

At this point the essential differences in the char-
acter of the Greek and English drama begin to disclose
themselves. When the chorus had once been combined
with the myth, the expansion of the Attic drama became
almost as regular and inevitable as that of a plant or

1 Vol. i. pp. 401-15.
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flower. The detachment of a single member of the
chorus, to represent to the spectators the incidents of the
myth ; the successive addition of the second and third
actors, to make the complication of the story more real
and distinct ; the preponderance of the epic and lyric
elements in the tragedies of Aschylus; the gradual attain-
ment of a perfect balance of interest between the plot and
the chorus, in the plays of Sophocles ; the over-elaboration
of the plot, and the degradation of the chorus into a mere
musical interlude, by Euripides,—all this constitutes a
history of rise and decline, simple, unbroken, regular. On
the other hand, the English drama developed itself
through a number of distinct forms, each apparently
possessing an isolated organism of its own—the Miracle
Play, the Morality, the Romantic tragedy and comedy ;
it is difficult, at first sight, to trace the course by which the
progress of taste passes from one of these forms to another;
and the tendency of the late English poetic drama to return
towards its original starting-point is a phenomenon that
does not occur in the history of the Greek stage.

The explanation of this striking contrast is undoubtedly
to be found—though not quite in the manner imagined
by Schlegel—in the opposite character of the religions of
Greece and England, the differing relations of Church and
State. In Attic tragedy the subject matter is contained
in the myth, which was capable of assuming at pleasure
either a secular or a sacred aspect. The myth might be
regarded as an amusing story, or as the record of an in-
herited religious belief. ~According to the light in which
it was viewed by the dramatist, it could associate itself
with profound ethical emotions, or provide materials for an
ingeniously contrived plot. But in medieval Europe the
only matter which the Church, for a long time, recognised
as suitable for imitation, either in epic or dramatic poetry,
was the narrative of the Scriptures or of saintly legend:
the tales and histories of the Trouveres, told for the pur-
poses of amusement, were condemned as idle and profane.
Robert of Brunne, as we have seen, regarded Miracle
Plays as lawful entertainments only in so far as they were
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used to instruct the people in religious truths.! The author
of Cursor Mundz, a poetical history of the world according
to the ecclesiastical chronicles, complains of the pleasure
his countrymen took in reading the profane romances of
chivalry.? In course of time ecclesiastical policy changed.
The authorities of the Church turned the popular love of
the jfabliaur to religious account by reading a sacred
allegory into each of the secular stories of the Gesta
Romanorum. A new turn was thus given to medieval
epic poetry. Gower followed in the same track in his
Confessio Amantis ; and even so close an imitator of
Nature as Chaucer was careful to preserve in his Canterdury
Tales the didactic vein introduced into the art of story-
telling by the intervention of the Church.

On the stage the imitation of secular action for its own
sake made its way with greater difficulty, and though the
natural love of tragedy and comedy contrived to satisfy
itself by various devices, yet, as the subject matter of the
Miracle Plays was confined to the Scripture story of
Man’s Fall, Redemption, and Final Judgment, there was
little opportunity given in them for invention and novelty.
Aschylus and Euripides might, in succeeding generations,
treat one and the same myth on the stage in the spirit of
religion or in the spirit of scepticism; no medieval
dramatist could deal with the sacred dogmas of his faith
in any but the serious temper which had inspired those
who had given the Miracle Play its original form. Hence,
if the taste for secular imitation was to prevail against the
didactic spirit of the Church, it was absolutely necessary
to invent a new dramatic form. A step in the direction
of the secularisation of the stage was made in the inven-
tion of the Morality. It is highly probable that this
variety of the Miracle owed its existence to the popular
desire for novel imitation; certainly the Morality gave
scope for a larger freedom of representation, by exhibiting
the action of a number of abstract personages in a
regularly contrived plot. The plot of the Morality again
was employed with considerable skill to reflect the transient

1 See vol. i. p. 395, 2 Jbid. p. 138.
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opinions and even the passions of theage. We have seen
how the old play, 7/%e Four Elements,embodied the scientific
teaching of the early Renaissance, and how many of the
interludes after 1530 enforced, in a partisan spirit, the
moral of the Protestant Reformers.! Still, as being the
intellectual offspring of the ecclesiastical spirit, and
primarily designed for the purposes of instruction, the Moral
drama was ill-adapted to represent in an ideal form the
new conceptions of action vaguely taking shape in the
imagination of the English people.

Undoubtedly the tendency of things in the reign
of Elizabeth was anti-Catholic. For nearly a hundred
years the spirit of the Italian Renaissance had permeated
the intellectual portion of society. A growing sense of
the power of the human will, a more refined perception of
the beauty of art and of the undeveloped resources of
science, enlarged the national imagination, and fuel was
added to the fire by the many Englishmen who travelled
to learn the arts of life in the corrupt cities of Italy, where
they amazed the inhabitants themselves by the zest and
fury of their enjoyment. JInglese [talianato, said the pro-
verb, diavolo incarnato. The classes specially affected by
Italian influences were the aristocracy, in whom the spirit
of chivalry had decayed, and the university scholars, whose
mind had been emancipated by the new learning; one
class found its model in the coxcombry of the Earl of
Oxford, the other in the debauchery of Robert Greene.

Closely allied with the enthusiasm for intellectual
liberty was the passion for national independence, the feeling
expressed so vehemently by the Bastard in King John -—

This England never did, nor never shall,

Lie at the proud foot of a conqueror.
All ranks and orders shared the sentiment, but under
the stimulus of different motives. The knightly courtier—
Sidney, Essex, or Raleigh—found in a spirited foreign
policy, or in the enterprise of voyage and discovery, some-
thing to compensate his imagination for the loss of
romantic chivalry ; the more domestic citizen felt in-

1 Vol. ii. pp. 337-44.
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stinctively that the growth of his worldly prosperity
depended on the resolution with which he maintained his
religious freedom against the usurpations of Pope and
Spaniard. Both the aristocracy and the middle classes
exalted the person of their Sovereign as the visible sign
of the greatness and liberty of their country, and as their
defence against every foreign foe. In their fervent
love of monarchy, in their passionate admiration for the
heroic exploits of great seamen like Drake and Hawkins,
and in their appreciation of individual energy, resolution,
virtn, there was stored up in the breasts of most English-
men in Elizabeth’s age a fund of heroic feeling which
found no reflection in the didactic form of the Morality.
The first poet to find a dramatic outlet for this volume
of social emotion was Christopher Marlowe. With the
feeling of patriotism, indeed, Marlowe seems to have had
little sympathy ; at least it is almost absent as a motive
of action in his dramatis persone. But in the intensity of
his belief in the virtue of self-reliance, and in his apprecia-
tion of riches and power, he was an Englishman represen-
tative both of his own and of every other age. An
enthusiastic student of Machiavelli, he preached the gospel
of “Resolution ” on the stage with the fiery zeal of an
apostle. The popular forms of the drama were too petty
for his imagination. Disdaining the restrictions of the
Morality, and without any model before him but the plays of
Seneca and such blank verse as had been used in Gorboduc
and The Misfortunes of Arthur, he broke forth, like the
Scythian shepherd he so much admired, the conqueror
of a new world of art. In Zamburiaine he transported
the imagination of his audience to wide and distant realms ;
he inflamed it with his gorgeous descriptions of the unex-
plored regions of the globe and its untold treasures of gold,
jewels and precious stones. In his characters he painted
boundless ambition, illimitable curiosity, ruthless and
deliberate revenge. The poetical justice which determines
the form of the Morality has no place in the dramas of
Marlowe: will-worship is his pole-star : theonly deity whose
power he recognises as superior to that of man is Fortune.
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Of the lives and works of the early Elizabethan
dramatists I have spoken in a former volume,' but some-
thing must here be added, to show the effect of the spirit,
by which they were animated, on the form of the Romantic
drama.

The genius of the founder of the Romantic drama is
essentially lyrical; in the vehement emotion which
inspires the speeches of his dramatis persone, he pro-
jects into an external form the prevalent ideas of himself
and his audience. 'When Tamburlaine enters on the stage,
“very melancholy and all in black,” subduing in his
breast the natural feelings of love and compassion, as
he decrees the destruction of his wife’s native city, that
is the outward form in which Marlowe embodies the
highest conception he can frame of energy and resolution.
It is Marlowe, represented in the person of the same hero,
who kills his son for cowardice, defies Mahomet to prevent
the destruction of his shrines and sacred books, and lets his
imagination run riot in describing the still unconquered
treasures of the earth. Spiritual experiences, well under-
stood by the Calvinists of the day—* the sentence of
God’s predestination whereby the Devil doth thrust men
down either unto desperation or into wretchlessness of most
unclean living, no less perilous than desperation,”—are ex-
pressed by the poet with intense sympathy in the person

of Faustus :—
Now, Faustus, must
Thou needs be damned, and canst thou not be saved :
What boots it then to think of God or heaven ?
Away with such vain fancies, and despair :
Now go not backward ; no, Faustus, be resolute :
Why waver’st thou? O something soundeth in mine ears,
¢ Abjure this magic, turn to God again ! ”
Ay, and Faustus will turn to God again.
To God? he loves thee not ;
The God thou serv’st is thine own appetite,
Wherein is fixed the love of Belzebub.2

And with the same unrestrained passion Marlowe, in the
character of a Jew, breathes the fiery longings of his own
English nature for power and wealth :—

1 Vol. ii. chap. xii. 2 Marlowe’s Works (Dyce), p. 85.
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These are the blessings promised to the Jews,

And herein was old Abraham’s happiness.

What more may heaven do for earthly man,

Than thus to pour out plenty in their laps,

Ripping the bowels of the earth for them,

Making the seas their servants, and the winds

To drive their substance with successful blasts ?1

But this lyrical intensity prevented Marlowe from
attaining to anything like perfection in the structure of
his dramas. Absorbed in sympathy with the progress of
one victorious will, he was unable to conceive those in-
teresting situations which arise out of the collision between
many struggling passions. His plays are always founded
on some well-known action derived from legend, history, or
contemporary experience ; but he cannot imagine this epic
action as a dramatic whole. Zamburiaine, Edward I,
and 74e Massacre at Paris, all consist of a succession of un-
connected, and often uninteresting, episodes, from one to
other of which the poet travels heavily, until he can reach
some situation giving him an opportunity to pour himself
forth in a rush of sympathetic eloquence. The progress
of the action of Faustus is explained by a chorus; but
the only interesting portions of the play are those in
which the hero is shown receiving conflicting suggestions
from his good and evil angels; uttering his passion for
the spirit of Helen of Troy; conversing with Mephis-
tophilis ; or breaking into his last despairing soliloquy.
The action follows closely the prose narrative of the
pamphlet containing the story ; and, in order to adapt this
to the stage, the dramatist is forced to “pad” the
intervals between the episodes with comic scenes, un-
congenial to his own temper, and preserved only for the
gratification of an audience accustomed to the “clownage ”
of the Moralities. In his historical plays Marlowe takes no
pains to realise in imagination the necessary course of
events, Edward II, for example, is full of gross im-
probabilities in the representation of time and place;
nor is there any attempt in the play to exhibit the
development of character in a sequence of connected
1 Marlowe’s Works (Dyce), p. 147.
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actions. Something of the didactic temper of the old
drama still survives in Marlowe’s practice: he uses the
stage as a pulpit from which to preach the gospel of
Machiavelli, just as his predecessors had used it to
improve the audience with moral common-place.

The same defects of form reveal themselves in the
plays of Marlowe’s contemporaries and associates, Greene
and Peele, each of whom flattered their friend’s superiority
with a reluctant tribute of imitation, while they imparted
to the romantic drama certain peculiarities of their own.
Greene began his career as a novelist, and his stories of
Menaphon and Pandosto have all the characteristics of
love, misfortune, and adventure proper to romance. His
genius had more of feminine tenderness and sympathy
than Marlowe’s: what he strove to imitate in the work of
the younger poet was his spacious imagination and the
pomp of his blank verse. The opening of his Orlando
Furioso furnishes a good example of the effect of Mar-
lowe’s style on Greene’s romantic genius :—

Victorious princes, summoned to appear
Within the continent of Africa,

From seven-fold Nilus to Taprobany,

Where fair Apollo, darting forth his light,
Plays on the seas ;

From Gades islands, where stout Hercules
Emblazed his trophies on the posts of brass,
To Tanais, whose swift declining floods
Environ rich Europa to the north ;

All fetched

From out your Courts by beauty to this coast,
To seek and sue for fair Angelica ;

Sith none but one may have this happy prize,
At which you all have levelled long your thoughts,

Set each man forth his passion how he can,
And let her censure make the happiest man.!

On the other hand, Greene’s conception of romance
gives his dramas more human interest than Marlowe’s.
He mixed comedy and tragedy, and, through his repre-
sentations of the passion of love, introduced some com-
plexity of structure into the new romantic style. Com-

1 Greene and Peele’s Works (Dyce), p. 89.
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plications are brought about in his Orlando Furioso by
the jealousy and madness of the hero ; in Friar Bacon and
Friar Bungay by the passion of Prince Edward for the
fair Maid of Fressingfield, and by Margaret’s own love
for the Prince’s emissary sent to woo her on behalf of his
master ; in James IV. by the King’s preference of the
Countess Ida to Dorothea, his Queen. These entangle-
ments prepare the way for contrasted scenes of self-sacrifice
and repentance, quite unlike Marlowe’s unvarying re-
presentations of conquest, ambition, and revenge.

But Greene showed little more capacity than Marlowe
for fusing -epic materials into a dramatic form. His
plays, like the other’s, are a heap of isolated episodes,
with clumsy devices to explain the progress of the
action. In A Looking Glass for London the prophet
Osee appears between the scenes in the capacity of
chorus; in James 7V. Bohan, a Scot, exhibits the play
for the edification of Oberon, King of the Fairies. 7%e
Comical History of Alphonsus opens with the following
instruction-—After you have sounded thrice let Venus be let
down from the top of the stage. The goddess appears, and
laments the want of modern pens fitted to describe heroic
exploits, after which she breaks into this apostrophe :—

O Virgil, Virgil, wert thou now alive,
Whose painful pen, in stout Augustus’ days,
Did dain to let the base and silly fly

To ’scape away without thy praise of her,

I do not doubt but long or ere this time
Alphonsus’ fame into the heavens should climb.2

The Muses then enter, all of them, especially Calliope, in
a melancholy mood; and when they have discoursed
despondingly for some time, Venus declares that, as there
is no one else ready to set forth heroic deeds of war, she
will do it herself :—

Then sound your pipes, and let us bend our steps

Unto the top of high Parnassus Hill,

And there together do our best devoir
For to describe Alphonsus’ warlike fame,

1 Disdain, 2 Greene and Peele’s Works (Dyce), p. 225.
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And in the manner of a comedy
Set down his noble valour presently.1

Then follow the acts of Alphonsus, just like the adventures
of Tamburlaine ; but, since the hero of Greene’s play is a
person who excites little interest, Venus is obliged to
appear before each act to let the spectators know how the
course of affairs is advancing.

Peele, in the early Romantic Triumvirate, occupied a
middle position: he had less passion than Marlowe, less
sentiment than Greene. But he inherited more of the
spirit and tradition of the old English stage than
either, whereby he was enabled in his best dramas—
particularly in David and Bethsabe, which presents im-
pressively the action of Sin, Conscience, and Repentance
—to preserve an appearance of form and regularity. He
shared too, what Marlowe never did, the patriotic emotions
of his audience, which he expresses admirably in the speech
of the Queen Mother at the beginning of Edward /1. .—

Illustrious England, ancient seat of kings,
Whose chivalry hath royalised thy name,

That sounding bravely through terrestrial vale,
Proclaiming conquests, spoils, and victories,
Rings glorious echoes through the farthest world ;
What warlike nation, trained in feats of arms,
‘What barbarous people, stubborn or untamed,
What climate under the meridian signs,

Or frozen zone under his brumal stage,

Erst have not quaked and trembled at the name
Of Britain and her mighty conquerors ? 2

Here, without question, we have a note inspired by the
defeat of the Spanish Armada ; and if we assume Edward
I. to have appeared before T/e Troublesome Raigne of
King Jokn, the speeches of the rival claimants to the
throne of Scotland, in the former play, probably furnished
the model for those animated State debates which abound
in the historical dramas of Shakespeare. Greene, in his
Repentance, speaks of Peele as being in certain points
superior to Marlowe, no doubt in allusion to his sympa-
thetic stage rhetoric, which was admirably adapted to
1 Greene and Peele’s Works (Dyce), p. 226. 2 Jbid. p. 377.
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rouse the enthusiasm of the pit. Marlowe’s rants are
usually the product of his own lyrical fervour ; but Peele,
in carrying on his master’s style with added sound and
fury, indulged the taste of his audience. The following
speech of Muly Mahamet, who, in 7%e Battle of Alcazar,
is represented (for no particular reason) starving with his
wife in the desert, affords a good specimen of this poet’s
musical nonsense :—

Hold thee, Calipolis, feed and faint no more.
This flesh I forced from a lioness,

Meat of a princess, for a princess meet :
Learn by her noble stomach to esteem
Penury plenty in extremest dearth ;

‘Who, when she saw her foragement bereft,
Pined not in melancholy or childish fear,

But as brave minds are strongest in extremes,
So she, redoubling her former force,

Ranged through the woods, and rent the breeding vaults
Of proudest savages, to save herself ;

Feed then and faint not, fair Calipolis.

For rather than fierce famine shall prevail

To gnaw thy entrails with her thorny teeth,
The conquering lioness shall attend on thee,
And lay huge heaps of slaughtered carcases,
As bulwarks in her way, to keep her back.

I will provide thee of a princely osprey,

That, as she flieth over fish in pools,

The fish shall turn their glistening bellies up,
And thou shalt take thy liberal choice of all.
Jove’s stately bird, with wide commanding wings,
Shall hover still about thy princely head,

And beat down fowl by shoals into thy lap:
Feed then, and faint not, fair Calipolis.1

Imaginative rants of this kind brought into fashion,
among the bullies, braggarts, and humourists, who
frequented the theatre, a canting heroic style of ordinary
conversation, as may be seen from Dekker’s imitation of
it in the Simon Eyre of the S/oemaker's Holiday ; the
language of the “Captain” in Beaumont and Fletcher’s
Plilaster ; as well as from the ridicule of Shakespeare in
the characters of Nym and Pistol, and the satire of Ben
Jonson in the person of Tucca. The mastery which Peele

1 Greene and Peele’s Works (Dyce), p. 428.
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obtained over the audience, by what Greene calls the
“ bombasting out of blank verse,” shows him to have
been, in a sense, a master of dramatic style; and his
knowledge of the sensuous effects, half musical, half
pictorial, that can be produced by a harmonious combina-
tion of words and images bordering on nonsense, is
illustrated in the lyrical opening of his David and
Betlisabe :—

Hot sun, cool fire, tempered with sweet air,
Black shade, fair nurse, shadow my white hair ;
Shine, sun, burn, fire ; breathe air, and ease me ;
Black shade, fair nurse, shroud me and please me.
Shadow, my sweet nurse, keep me from burning ;
Make not my glad cause cause of my mourning.
Let not my beauty’s fire
Inflame unstaid desire,
Nor pierce any bright eye
That wandereth lightly.
BETHSABE. Come, gentle Zephyr, tricked with those perfumes
That erst in Eden sweetened Adam’s love,
And stroke my bosom with thy silken fan :
This shade, sun-proof, is yet no proof for thee:
Thy body, smoother than the waveless spring,
And purer than the substance of the same,
Can creep through that his lances cannot pierce :
Thou and thy sister, soft and sacred air,
Goddess of life and governess of health,
Keep every fountain fresh and arbour sweet :
No brazen gate her passage can repulse,
Nor bushy thicket bar thy subtle breath ;
Then deck thee with thy loose delightsome robes,
And on thy wings bring delicate perfumes,
To play the wanton with us through the leaves.l

But admirably as Peele’s lyric style was adapted for
the purposes of stage rhetoric, he lacked the spiritual
imagination and the knowledge of character required
for the production of a great drama. He was inferior
in certain points, as I have said, both to Marlowe and
Greene ; and he was no more able than either of his
companions to convert romantic materials into an organic
form. He fails precisely for the same reasons that caused
them to fail ; as may be seen from his tragedy entitled

1 Greene and Peele’s Works (Dyce), p. 463.
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The Battle of Alcazar. The scheme of this play was
evidently suggested by Zamburlaine. It represents the
death of three kings, and of a valiant Englishman, Stukeley,
allies of Muly Mahamet, usurping Sultan of Morocco,—
incidents that actually occurred in the early part of
Elizabeth’s reign. The obvious motive of the dramatist
is to present to the spectators various scenes of war and
adv nture, interesting their imagination in the fortunes of
one of their own countrymen, transporting it to distant
scenes, and exalting it by speeches of stirring rhetoric.
But there is no person in the play conceived in the
same lyrical spirit as Marlowe’s Tamburlaine ; hence to
work out the action the poet has to fall back on the
machinery of the ancient stage. At the opening of each
act he introduces a “Presenter,” who describes the
progress of affairs. The first act is preceded by a Dumb
Show, representing the series of events out of which the
initial situation in the play has arisen. This pageant is
interpreted to the spectators by the Presenter. Before
the second act the same indispensable personage speaks
as follows :—

Now war begins his rage and ruthless reign,

And Nemesis, with bloody whip in hand,

Thunders for vengeance on the Negro Moor ;

Nor may the silence of this speechless night,

Dire architect of murders and misdeeds,

Of tragedies and tragic tyrannies,

Hide or contain the barbarous cruelty

Of this usurper to his progeny.

[T7ree ghosts within cry Vindicta. ]!
Etc. Etc. Etc.

Ghosts, presenters and ranting rhetoric—of a much
coarser kind than Peele’s—are found in Kyd’s Spanish
Tragedy. But Kyd, vulgar as he was, had a truer idea
of the structure necessary for a drama than any of his
immediate associates. His masterpiece has an intelligible
and stirring plot. The Induction, in which Revenge
proposes to exhibit the action of the play to the ghost
of Andrea, seems to be a dramatic rendering (perhaps.

3 Greene and Peele’s Woréks (Dyce), p. 425.
VOL. 1V c
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suggested by the ghost of Atreus in the Z7/yestes of
Seneca) of the epic scheme employed, in 7khe Mirror of
Magistrates, by Higgins, who makes the ghosts of different
historic personages, assembled in the halls of Morpheus,
relate their tragic fortunes. As far as the mere form
of the play goes, the labyrinth of revenge, through which
the action proceeds, is constructed with a greater know-
ledge of stage effect than Marlowe’s Jew of Malta,; but
in the representation of character Kyd is greatly inferior
to his master.

The work of all the early Romantic dramatists
deserves the appreciative study of every lover of art and
literature.  The links which connect them with the
ancient drama ; the genius and daring with which they
naturalised on the stage the imitation of purely secular
action ; the difficulties they encountered in the construc-
tion of appropriate dramatic forms; the lyric freshness
and naiveté of their invention,—all this secures for the
poetry of Marlowe, Greene, Peele, and Kyd an interest
and sympathy hardly aroused by the more elaborate efforts
of some of their late successors. Still more interesting is
it as marking the starting-point of Shakespeare’s dramatic
invention. Shakespeare was first the disciple of these
dramatists, afterwards their rival, finally their conqueror
in the public esteem. There is no evidence to show that
he ever made one of the society which Greene addresses
in his Repentance, or that he sympathised with its riots ;
but it is evident from his early dramas that he was of the
school of Marlowe ; and the vein of Italian thinking which
he derived from that poet formed an element of his con-
ception so long as he continued to write for the stage.
Within the rude limits marked out by his predecessor’s
experiments he went on to develop his own perfection ;
and Tke Jew of Malta, Friar Bacon and Friar Bungay,
Edward I, and The Spanish Tragedy shine with a
reflected glory, when we consider them as preparing the
way for The Merchant of Venice, As You Like It, Henry
IV., and Hamlet.



CHAPTER II
THE LYRICAL ELEMENT IN SHAKESPEARE'S PLAYS

‘ SHAKESPEARE’S characters (says Pope, in an admirable criticism)
are so much Nature herself, that ’tis a sort of injury to call them
by so distant a name as copies of her. Those of other poets
have a constant resemblance, which shows that they received
them from one another, and were but multipliers of the same
image ; each picture, like a mock rainbow, is but the reflection of
a reflection. But every single character in Shakespeare is as much
an individual as those in life itself ; it is as impossible to find any
two alike; and such as from their relation or affinity in any
respect appear most to be twins, will upon comparison be found
remarkably distinct. To this life and variety of character we
must add the wonderful preservation of it, which is such through-
out his plays, that, had all the speeches been printed without the
very names of the persons, I believe one might have applied
them with certainty to every speaker.”!

Universality of idea, individuality of character—these,
combined, are doubtless the qualities which distinguish the
style of Shakespeare from that of every other poet. But
when we seek for the cause of this effect, when we strive
to penetrate the thought of the dramatist, to discover the
motive of his conceptions, to fathom the meaning of his
profound expressions, we at once feel ourselves to be face
to face with a mystery. Two opposite schools of in-
terpretation, in particular, have developed themselves, the
German and the English, each equally confident and
equally contemptuous of the method of the other; the
former explaining the character of Shakespeare’s plays by
a supposed system of inward philosophy ; the latter by

1 Preface to Shakespeare, Pope’s Works (Elwin and Courthope), x. 535.
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the external analysis of his dramatic work. The Ger-
mans have asserted the superiority of their criticism with
a strange arrogance; Gervinus, for example, contends
that, till he was interpreted by Lessing, Shakespeare was
never properly understood ;' and undoubtedly the Germans
have thrown a fresh and strong light on the subject. In
the beginning of the present century, Augustus Schlegel,
perceiving that it was uncritical to apply to the work of
Shakespeare an asthetic test based on the purely con-
ventional rules of the French stage, set himself to divine
the actual artistic motives of the English poet. Of his
general line of thought I have already spoken ; the con-
fidence with which he applied his a prior: system of
interpretation to the dramas of Shakespeare may be
inferred from the following passage :—

In an essay on Romeo and Juliet, written a number of years
ago, I went through the whole of the scenes in their order, and
demonstrated the inward necessity of each with reference to the
whole ; I showed why such a particular circle of characters and
relations was placed around the two lovers; I explained the
signification of the mirth here and there scattered, and justified
the use of the occasional heightening given to the poetical
colours. From all this it seemed to follow unquestionably that
with the exception of a few witticisms now become unintelligible
or foreign to the present taste, nothing could be taken away,
nothing added, nothing otherwise arranged, without mutilating
and disfiguring the perfect work.?

Other German exponents of “asthetic” criticism
followed in the steps of Schlegel, notably Gervinus and
Ulrici, the latter of whom carried the @ priorz method to
the farthest possible extreme, on a principle which may
be cited as characteristic of the school :—

It thus becomes necessary that there should be a definite
substance of thought for that inner unity in the formation and
construction of every drama ; the various conceptions of the one
general view which life acquires in the poetic imagination,
according to the different standpoints, are substantially the ideas
which guided Shakespeare in his artistic activity ; they are the
nominative central thoughts, or, as Goethe says, “the ideas to

1 Gervinus, Siakespeare Commentaries (Bunning’s Translation), vol. i. p. 18
2 Schlegel, Zectures on Dramatic Art and Literature, p. 361.



1w LYRICAL ELEMENT IN SHAKESPEARE'S PLAYS 21

which he referred all the details.” Goethe, even “old” Goethe,
could not possibly have found such ideas in Shakespeare’s poems,
had he not himself been conscious that he too, like every poet,
had allowed himself to be guided by ideas in this sense.?

That every great poet imitates Nature, according to
a regular system and design in his own mind, is a truth
which will of course be universally recognised. But that
any critic can discover what this is by his own intuition,
and without an accurate knowledge of the character of
the nation to which the poet belongs, or of the ways of
thinking peculiar to the age in which he lived, is by no
means so clear. The German critics seem to be for the
most part unaware that, in their interprctation of Shake-
speare’s plays, they are dealing with an English author,
whose mind is not made on the German pattern. The
consequence is, as any Englishman can see, that their
account of his plays is often not only wrong, but
ridiculous. Listen, for example, to what Gervinus says about
Launce and his dog in 7/e Two Gentlemen of Verona :—

A deeper sense still have the stories of the rough Launce
and his dog Crab, the very scenes which undoubtedly occur to
the gentler reader as most offensive. To the silly semi-brute
fellow, who sympathises with his beast almost more than with man,
his dog is his best friend. He has suffered stripes for him, he
has taken his faults upon himself, and has been willing to
sacrifice everything to him. At last self-sacrificing, like Valentine
and Julia, even this friend himself he will resign, his best
possession he will abandon, to do a service to his master.
With this capacity for sacrifice, this simple child of Nature
is placed by the side of that splendid model of manly endow-
ments, Proteus, who, self-seeking, betrayed friend and lover.
And thus this fine relation of the lower to the higher parts of
the piece is so skilfully concealed by the removal of all moral-
ising from the action, that the cultivated examiner of the piece
finds the objective effect of the action in no wise disturbed, while
the groundling of the pit tastes unimpeded his pure delight in
common nature.?

Gervinus, it is plain, has not the least suspicion that
Shakespeare, as a dramatist, may have had to take into

1 Ulrici, Shakespeare's Dramatic Art (Bohn’s Edition), Preface, p. x.
2 Gervinus, Skakespeare Commentaries, vol. i. p. 226.
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account the rude taste of his audience, which asked for
such episodes of purely realistic imitation as that of Launce
and his dog, quite independently of the main plot of the
play. Ulrici’s interpretation of the moral meaning in 4
Midsummer-Night's Dreamn: is much of the same kind :—

In the first place it is self-evident that the play is based upon
the comic view of life, that is to say, upon Shakespeare’s idea of
comedy. This is here expressed without reserve and in the
clearest manner possible, in so far as it is not only in particular
cases that the maddest freaks of accident come into conflict with
human capriciousness, folly and perversity, thus thwarting one
another in turn, but that the principal spheres of life are made
mutually to parody one another in mirthful irony. This last
feature distinguishes 4 AMidsummer-Night’s Dream from other
comedies. Theseus and Hippolyta appear obviously to represent
the grand, heroic, historical side of human nature. In place,
however, of maintaining their greatness, power and dignity, it is
exhibited as spent in the every-day occurrence of a marriage,
which can claim no greater significance than it possesses for
ordinary mortals ; their heroic greatness parodies itself inasmuch
as it appears to exist for no other purpose than to be married in
suitable fashion. The band of mechanics—the carpenter, joiner,
weaver, bellows-mender and tinker—in contrast to the above
higher regions of existence, represent the lowest sphere in the
full prose of everyday life. But even they—in place of re-
maining in their own sphere and station, where they are fully
justified, and even somewhat poetical—force themselves into the
domain of the tragic muse, and accordingly not merely exhibit
themselves in an exceedingly ludicrous light, but are, as it were,
a parody on themselves, as well as on the higher sphere of the
tragic and heroic. Midway between these two extremes stand
the two loving couples who belong to the middle stratum of
human society. But in place of endeavouring to regard life
from its inner and central point—in accordance with their
position—they also lose themselves in the fantastic play of their
own selfish love, and thus they too are a parody on themselves
and their station in life.l

Not only does the incredible lack of humour, betrayed
in criticisms like these, make it impossible that the com-
mentators should be in sympathy with Shakespeare, but
it is plain, as I shall try to show hereafter, that the

1 Ulrici, Shakespeare’s Dramatic Art (Bohn), vol. ii. p. 72.
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character of plot and under-plot in Shakespeare’s plays
was determined by dramatic considerations of a kind very
different from what is supposed by Gervinus and Ulrici. It
is perhaps not wonderful that,considering the contempt with
which the German critics have spoken of every method of
interpreting Shakespeare but their own, their commen-
taries should have been handled somewhat roughly by
the opposite school.

Not a little of the Shakespearean criticism of this kind that
exists (says Grant White, an excellent American editor of Shake-
speare) is the mere result of an effort to say something fine about
what needs no gilding, no such prism play of light to enhance or
bring out its beauties. I will not except from these remarks
much of what Coleridge himself has written about Shakespeare.
But the German critics whom he emulated are worse than he is.
Avoid them. The German pretence that Germans have taught
us folk of English blood and speech to understand Shakespeare
is the most absurd and arrogant that could be set up.  Shake-
speare owes them nothing, and we have received from them little
more than some maundering mystification and much ponderous
platitude.!

White himself recommended the reader to study
Shakespeare in a good text and without notes, and his
description of Shakespeare’s “motives” in the construc-
tion of Romeo and Juliet may be usefully contrasted with
that of Schlegel :—

Shakespeare merely dramatised the old ballad to make a play
to please his audience, just as the hack playwright might to-day
who was engaged by the manager to do a like task. It merely
happened that he was William Shakespeare, and had a peculiar
way of doing such things. As to a moral, plainly nothing was
further from Shakespeare’s thoughts. The tragedy is hardly
tragic, but rather a dramatic love-poem with a sad ending.?

This opinion rushes into as violent an extreme in one
direction as that of Schlegel and his German followers
in the other. If Shakespeare had written like any “hack
playwright,” if, like so many of the dramatists of his time,
—Beaumont and Fletcher, for example—he had thought
solely of pleasing the audience before him in the theatre,

v Studies in Shakespeare, by Richard Grant White, pp. 53, 54.
2 Jbid. p. 36.
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then it is certain that his characters would have had
something of an abstract air; they would have lacked
that intense individual life which Pope speaks of, and
which not only keeps them alive in the imagination of
the reader, but makes it still possible to represent them
upon the stage. These ideal creations would not have
convinced us so immediately as they now do of their
truth and reality ; however the intellect might have appre-
hended the poet’s meaning, the heart would have remained
untouched by a feeling of its truth ; nor would a thousand
of Shakespeare’s sentiments and images have become
a spiritual part of every community which speaks the
English tongue. The Germans are right in ascribing to
Shakespeare “the general view which life acquires in the
poetic imagination ” ; they are wrong only in thinking that
the view of life which he held can be discovered a prior: by
their own metaphysical systems. Shakespeare, it is evi-
dent, expressed his personal emotions through the mouth
of the ideal persons he created. “We see him,” says
Hallam, “not in himself but in a reflex image, from the
objectivity in which he was manifested : he is Falstaff,
and Mercutio, and Malvolio, and Jaques, and Portia, and
Imogen, and Lear, and Othello.”! And from this it seems
necessarily to follow that, if we would understand the
whole significance of these characters, and feel to the full
the pathos, the humour, the truth of the situations in
which they play their part, we must not only consider
them abstractedly in themselves, but also be able to
divine something of the character and feelings of their
creator.

A large debt of gratitude is therefore due from all lovers
of Shakespeare to those who, like Mr. Halliwell-Phillips
—the father of modern Shakespearean biography—Professor
Dowden, and Dr. Brandes, have busied themselves with
collecting all the facts that can be discovered relating to
the life of the poet. The crown of their labours has been
reached in the recent admirable volume on the subject pro-
duced by Mr. Sidney Lee. It may safely be decided that

1 Literary History (1860), vol. ii. p. 276.
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the results of his industry and research are exhaustive, and
that it is in the highest degree improbable that posterity
will ever possess larger material than ourselves for judging
the character of the greatest of poets; the critical con-
clusions drawn by Mr. Lee from his facts are of course
open to question.

The sources of our biographical knowledge are of two
kinds : the external records that remain of Shakespeare’s
life and actions, and the autobiographical record that he
has himself left us of his feelings. With regard to the
former, it can hardly be said that information has been
advanced much beyond the point to which it was brought
by the careful investigation of Mr. Halliwell - Phillips.
William Shakespeare was born at Stratford-on-Avon on
the 22nd or 23rd of April 1564, being the son of John
Shakespeare and Mary, his wife, who was the daughter of
Robert Arden, a yeoman of gentle family in the neigh-
bourhood of Stratford. His father appears to have been
a glover and dealer in corn and wool, probably well-
inclined to the ancient religion, since his name is on the
list of suspected recusants after the penal legislation of
1581. William was perhaps sent to the Free School at
Stratford in 1571, and would doubtless have been there
taught thoroughly the rudiments of Latin and Greek.
According to the story communicated by Betterton to Rowe
he was brought up to the wool-trade. Aubrey says that he
exercised his father’s trade, and maintains this to have been
a butcher’s. In November 1582 he entered into a bond in
anticipation of his marriage with Anne or Agnes Hatha-
way, daughter of a neighbouring farmer ; and on May 26,
1583, was born his eldest daughter, Susanna. Twins,
Hamnet (who died in 1596) and Judith, were afterwards
born to him in February 1585, Between 1585 and 1588
he was obliged to leave Stratford, Rowe says,in consequence
of having been engaged in deer-stealing in the park of Sir
Thomas Lucy of Charlecote ; and though this story rests on
slight authority it seems certain that in 77%e Second Part of
Henry I'V. Shakespeare intended to satirise some one of the
name of Lucy in the person of Justice Shallow. Whether
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from fear of the animosity of Sir Thomas or some other
reason, Shakespeare, having determined to seek his liveli-
hood in London, did not return to his home in Stratford
for a long time, though he is said to have visited his
family there once a year.

According to the tradition of Davenant, he at first
supported himself by holding horses at the door of the
theatres ; another report says that he became a prompter’s
attendant, his duty being “to give the performers notice
to be ready to enter as often as the business of the play
required their appearance on the stage.” At what date
he began his career as an actor or a playwright is un-
certain ; but as we may, in my opinion, confidently assign
to him the authorship of 77tus Andromicus, and may
infer from Ben Jonson’s expressions that this play was
a work of nearly the same date as 7%e Spanish Tragedy,
it is reasonable to conclude that he was writing for the
stage before 1590. We know for certain, from Green’s
testimony, that he had established a high reputation as a
dramatist in 1592. After this date many circumstances
attest his rapid advance in prosperity and position. In
1593 his Venus and Adonis, which he calls “the first
heir of my invention,” is dedicated to Henry Wriothesley,
Earl of Southampton, one of the most influential of
Elizabeth’s courtiers, while his Sonnets, whoever may
have been the person to whom they were addressed,
show the closeness of his companionship with men of
high birth and station. To Southampton he dedicated
in 1594 his Rape of Lucrece, and in this year he acted
before the Queen, who, as we know from Ben Jonson’s
memorial lines, always held him in the highest esteem.
Coat armour was granted to his father, John Shakespeare,
in October 1596, no doubt through his influence; in
1597 he bought New Place, a large house with an acre
of land in the town of Stratford. In 1599 he was
admitted to a share in the profits of the Globe Theatre,
and these were so considerable as to enable him in 1602,
besides purchasing 107 acres of land at Stratford, to
enlarge the borders of New Place. He also made money
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by the lease of tithes and by dealing in malt. Continuing
to write steadily for the stage up to 1610 or 1611, he
retired, probably about that date, to Stratford, where he
lived till his death on April 23 (perhaps his birthday),
1616.

With a life superficially so prosperous, and so devoid
of incident deserving of record, it would be difficult indeed
to connect dramas the most varied and versatile, the most
profound and impassioned, that the world possesses, had
not the poet himself partially lifted the veil, and revealed
to us in his Sonnets glimpses at least of his deepest
emotions. We have no external evidence as to the date
at which these poems were written: to judge from the
Sonnets themselves they were the work of different
periods of Shakespeare’s life. Some of them were in
existence in 1598, when Meres mentions among his other
productions his “ Sugred Sonnets”; and two of them
(ccxxxviii, cxliv.) were surreptitiously included by the
printer Jaggard in 7/e Passionate Pilgrim,a poetical mis-
cellany published in 1599. The entire collection was not
printed till 1609, when it was issued by T. T. (Thomas
Thorpe), with a dedication to Mr. W. H., “the onlie
begetter of these insuing Sonnets.” The Sonnets (with
a few omissions) were afterwards included in a volume
containing, among other compositions, “ Poems by Wil
Shakespeare,” published by Benson in 1640 ; the order in
which they were originally arranged being altered by the
editor.

They have two main aspects of interest: one personal,
the other poetical; they apparently contain direct references
to facts and individuals; they seem to express deep
and sincere emotions. But on closer examination we find
ourselves perplexed by questions whether the personal
references are real or fictitious, and, if real, who are the
persons referred to; how far the feelings supposed in
them are genuine, and, if genuine at all, what allowance
is to be made for the strong element of imagination that
mingles itself with reality. Just as has happened to
the critics of Shakespeare’s plays, opposite schools of
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interpretation have arisen, each developing one aspect of
the case as if it excluded the other: the Sonnets have
been construed by one party as literal records of autobio-
graphical fact, by the other as exercises of abstract
and metaphysical imagination. Mr. Lee sees that the
truth probably lies between the two extremes; and that
the right interpretation of the Sonnets must depend upon
the exercise of critical tact and perception. His survey
of the whole question brings the points at issue into
clear perspective; and I shall content myself with a
brief summary of the opinions advanced on either side,
concluding with my own opinion of the net result of the
controversy.

First with regard to the persons referred to in the
Sonnets. The majority of modern critics identify Mr. W.
H. with William Herbert, afterwards Earl of Pembroke,
but a considerable minority, among whom is Mr. Lee,
ascribe the inspiration to Henry Wriothesley, Earl of
Southampton. For seventy years, however, after their first
publication, the Sonnets were supposed to be written to a
woman ; and this long tradition has suggested to some of
the commentators the most surprising hypotheses. G.
Chalmers imagined that they were addressed to Queen
Elizabeth ;! H. W. Hudson that many of them were
inspired by Anne Hathaway ;? Coleridge confessed that
it seemed to him “that the Sonnets could only have come
from a man deeply in love, and in love with a woman.”?
Since it was impossible that the craze that Bacon was
the author of Shakespeare’s works should not infect the
interpretation of the Sonnets, one critic is of opinion
that these poems “were written by Bacon to be read
by William Herbert to the Queen, and thereby win
back her regard for the offending truant, Essex. Eliza-
beth was a black beauty, not literally, but as hostile in
mind and will to Essex.”* In order to show his originality

U Apology for the Believers in the Shakespeare Fapers, 1797.
2 Shakespeare, kis Life, Art, and Character, p. 24.

3 Zable Talk, p. 245.
4 William Thomson, 7%e Renascence Drama, p. 133, cited in Dowden’s

edition of Shakespeare’s Sonnets, p. 106.
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another divines that these poems were addressed by
Shakespeare to his son—an illegitimate one; and the
proof of this is to be found in the lines :—

Even so my Suz one early morn did shine
With all triumphant splendour on my brow. 1

The palm for profound divination must be awarded
to Herr Barnstorff, a German critic, who concludes that
the object of Shakespeare’s idolatry, Mr. W. H., was no
other than “ William Himself”?

Of the other persons alluded to in the Sonnets, the
rival poet is by some supposed, on grounds not altogether
unreasonable, to be Samuel Daniel ;® who was a pupil of
Dr. Dee, and a believer in judicial astrology, and who in
1602 dedicated his Defernce of Ryme to Lord Pembroke ;
but a new claimant for the honour was put forward in
1874 by the late Professor Minto, namely George Chap-
man. The sole foundation for this theory is in the lines :—

No, neither he, nor his compeers by night,
Giving him aid, my verse astonished,

He, nor that affable familiar ghost

Which nightly gulls him with intelligence,
As victors of my silence cannot boast.

According to Professor Minto these words are to be
interpreted in connection with two passages in Chapman’s
works, one in his Siadow of Night, which explains the
word “compeers by night ”:—

All you possessed with indepressed spirits,
Endued with nimble and aspiring wits,

Come, consecrate with me to sacred night
Your whole endeavours, and detest the light :—

and the other in the Dedication to that poem, which explains
the word “ familiar” :—
Now what a supererogation in wit this is, to think Skill so

mightily pierced with their loves that she should prostitutely
show them her secrets, when she will scarcely be looked upon

1 G. Travers Smith, Victorian Review for December 1880.
2 Schliissel zu Shakspeare’s Sonetten. D. Barnstorff, 1860.
3 James Boaden in The Gentleman's Magazine, 1832.
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by others but with invocation, fasting, watching, yea, not without
having drops of their souls like a heavenly familiar.”!

Conjecture naturally becomes most riotous over the
last twenty-five Sonnets. Mr. Gerald Massey convinced
himself that while the first portion of the Sonnets
was written by Shakespeare in the assumed person
of the Earl of Southampton to express the feeling of the
latter for Dorothy Vernon, of whom he is known to have
been enamoured ;? the second series was in like manner
composed for Lord Pembroke as the admirer of Lady
Rich. I know not whether any person besides Mr.
Massey has conceived such a thing to be possible; but of
recent years another theory as to the person of the
“woman coloured ill” has been advanced with equal
confidence, and appears to depend upon the following
chain of reasoning. Mr. W. H. may be Mr. William
Herbert, who in 1601 became Earl of Pembroke. The
Earl of Pembroke appears, from a document without a
date, to have been “committed to the fleet,” in conse-
quence of an intrigue with a court lady, Mrs. Mary
Fitton. Mrs. Fitton’s marble bust is coloured brown,
and she was acquainted with an actor in the same com-
pany as Shakespeare; therefore she was probably ac-
quainted with Shakespeare himself, and is the person
with “raven-black” brows and eyes referred to in
Sonnet cxxvii.; hence she may be confidently identified
as the “causa belli ” between Shakespeare and the
Earl of Pembroke alluded to in Sonnets xxxiii-xxxv.,
and xl.-xlii?

All industrious inquiry into matters relating to a man
so profoundly interesting to the world as Shakespeare
is praiseworthy, but interpretation of this kind tends to
introduce an element of vulgar prose into some of the
most exquisite of human compositions. Nor is it won-
derful that, in horror of such realism, some critics should
have recoiled into exactly the opposite extreme. Since

L Characteristics of English Poets from Chaucer to Shivley (1874).

2 Shakespeare’s Sonnets never before Interpreted, London, 1866.
3 Shakespeare’s Sonnets (T. Tyler), pp. 56-92.
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the appearance of the Vita Nuova, the first European work
of this class, there has never been a lack of critics to insist
that Dante’s feelings were entzrely fictitious, and that his
love for Beatrice Portinari had no real existence. This
principle of criticism has been frequently applied to
Shakespeare’s Sonnets. Nathan Drake, while identifying
Mr. W. H. with the Earl of Scuthampton, thinks that the
Sonnets from cxxvii.-clii. were not written to a real person.
Charles Knight holds that some of the Sonnets, such as
“that (sic) urging a friend to marry, and that (s#) com-
plaining of the robbery of a mistress, are probably fictions
in the Italian style” Many of the German commentators
are on the same side. Herr Barnstorff, as I have said,
believes Shakespeare to have written the Sonnets to him-
self. N. Delius concludes them to be poems of the fancy,
“in which Shakespeare treats non-dramatically some of
the themes treated in the plays and in Venus and Adonis.”
Karl Elze and E. Stengel also interpret them as “exer-
cises of the fancy, written for the amusement of friends.”
Several English and American critics have taken a similar
view, but find an allegorical sense running through the
lines. J. A. Heraud extracts from the Sonnets a political
and religious allegory. E. Hitchcock thinks that they are
a reflection of the poet’s mind in relation to beauty.
“ This spirit,” he says, “has two sides, a masculine known
as the reason, Shakespeare’s better angel of Sonnet cxliv. ;
and a feminine, the ‘woman coloured ill’ ze. what is
popularly known as the affections.” The same view has
been expanded with great ability by R. Simpson, who
dwells on a side of the question frequently illustrated in
the first two volumes of this History, namely, the ideal
treatment of love in the Middle Ages. Finally, H. Brown
comes to the somewhat eccentric conclusion that the Son-
nets are intended to be a satire on the sonneteering
fashion of Shakespeare’s day.!

Each of these opposing schools is represented in the

1 All the theories that have been put forward on this subject may be found
in a condensed form in Mr. Dowden’s admirable edition of the Sonnets
(1881), pp. 1-110.
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two valuable biographies to which I have before referred.
Dr. Brandes, who develops the ingenious investigations
of Mr. Thomas Tyler, is so much impressed with the
reality of the emotions expressed in the Sonnets, that he
takes these poems as the foundation for a connected bio-
graphical narrative; Mr. Lee is so incredulous of the sup-
posed matter of fact in them, that he questions the
sincerity of their feeling. Dr. Brandes writes as if the
identity of the person to whom the Sonnets are addressed
had been positively established. “ The view,” he says,
“that Pembroke was the hero of the Sonnets has gradually
made its way, and is now shared by the best critics
(such as Dowden), while it has received, as it were, its
final confirmation in the acute and often convincing
critical observations contained in Mr. Thomas Tyler’s book
on the Sonnets, published in 1890.”' He is equally sure
about the rival poet alluded to by Shakespeare. “Chap-
man (as Professor Minto succeeded in establishing) is
clearly the rival poet who paid court to Pembroke.”* The
“woman coloured ill” is, beyond doubt, in Dr. Brandes’
mind, the Mrs. Mary Fitton discovered by Mr. Tyler?
All these leading points being “established,” it follows of
course that the story of intrigue suggested by the Sonnets
is to be literally believed ; and Dr. Brandes feels himself
justified in making the following inference about Shake-
speare and his enchantress :—

She must have made the acquaintance of the poet and player,
then thirty years old, at earlier court entertainments. Who can
doubt that it was she, with her high position and daring spirit,
who made the first advances?

To all these supposed “facts” Mr. Lee applies a
severely negative test. He is not, I think, very successful
in proving that Pembroke cow/d not have been the person
to whom the Sonnets were written ; but he argues that
«Mr. W. H.,” to whom the Sonnets are dedicated, is
neither William Herbert nor Henry Wriothesley. He ex-

! Brandes, William Shakespeare (English Translation), vol. i. p. 316.
2 bid. vol. i. p. 324. 3 [&id. vol. i. p. 330.
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poses very successfully the extremely flimsy evidence on
which Chapman has been accepted as the rival poet ; he
absolutely demolishes the theory that the “ woman coloured
ill” was Mrs. Fitton by proving from existing portraits that
the latter was not dark but fair. Finally, he concludes:—

The sole biographical inference deducible from the Sonnets is
that, at one time in his career, Shakespeare disdained no weapon
of flattery in an endeavour to monopolise the bountiful patronage
of a young man of rank. External evidence agrees with internal
evidence in indentifying the belauded patron with the Earl of
Southampton, and the real value to a biographer of Shakespeare’s
Sonnets is the corroboration they offer of the ancient tradition
that the Earl of Southampton, to whom his two narrative poems
were openly dedicated, gave Shakespeare at an early period of
his career help and encouragement.!

I cannot go all lengths with either of these antagonistic
schools of biography: in one direction I find myself
sharing, indeed exceeding, the scepticism of Mr. Lee,
in another the faith of Mr. Tyler and Dr. Brandes. I am
quite ready to follow Mr. Lee in all his negative con-
clusions as to the persons alluded to; it is another
thing when he puts forward his positive creed. The
only new evidence he has produced, in favour of South-
ampton being the object of the poet’s idolatry, is a
correspondence between the portraits of that Earl and
certain expressions used in the Sonnets; on the other hand,
he has himself sought to destroy one of the arguments on
which Southampton’s claims were originally grounded, by
maintaining that “Mr. W, H.” is Mr. William Hall. Of this
suggestion I will merely say that, even if “ onlie begetter ”
could be proved to mean “sole procurer,” the idea of
Thomas Thorpe, the piratical publisher of the Sonnets,
dedicating them to the knavish agent who stole them,
seems almost too humorous to be probable. Nor can I
see why Mr. Lee, not content with showing that Chapman
is not likely to have been the rival poet, should have
attempted to fill the vacant place with so grotesque a
substitute as Barnabe Barnes. Even if any one thinks it

1 4 Lifs of William Shakespeare (3rd edition), p. 125.
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probable that a poet of Shakespeare’s transcendent genius
should have been alarmed by the rivalry of the author
of Parthenophil and Parthenope, a charactistic specimen
of whose “ great verse ” I have given in an earlier volume,!
it has not been suggested that the latter was in the habit of
receiving his inspiration from any “ affable familiar ghost.”

Whether Pembroke, or Southampton, or some third
person, was the friend addressed in the Sonnets, is in my
opinion a matter of very little moment ; but the question
whether the feelings expressed in the Sonnets are sincere
or fictitious is all important for the interpretation of Shake-
speare’s dramatic works. Mr. Lee holds them to be purely
poetical. With the general principle on which he has
based this opinion I cordially agree. I have shown over
and over again in the course of my narrative, that when
the poets of the Middle Ages, who derive their lineage
from the Courts of Love, express themselves in amorous
terms, their compositions can be construed correctly only
by those who are familiar with the conventional language
they employ. I have shown further that, as the ages of
chivalry decayed, this language, which at one time reflected
a certain ardour and reality of social sentiment, grew cold
and mechanical, so that there is a wide difference be-
tween the enthusiasm with which Petrarch, for example,
celebrates Laura, and the spirit in which Surrey dwells
on the beauties of the Fair Geraldine. Finally, I have
described the depths of decline into which the love sonnet
had sunk in the latter part of Elizabeth’s reign, and have
pointed out that, even in the interpretation of Sidney’s
Astrophel and Stella, there can be no greater mistake than
to regard that series of sonnets as recording an actual
history of love in the modern sense of the word.

But while I hold that all medizval sonnets must be
interpreted in the spirit which gave them birth, I am of
opinion that Mr. Lee, in his criticism of Shakespeare’s
Sonnets, has pressed a sound principle too logically to its
conclusion, and without reference to the essential character
of the poems he is judging. Doubtless it may be shown,

1 See vol. ii. p. 304.
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taking lines and phrases separately, that there was a good
deal in common between Shakespeare and those whom
Mr. Lee well calls the “modish sonneteers” of the day ;
that, like them, he often expressed himself in the con-
ventional manner proper to the history of the sonnet;
and that he pushed to an extreme its subtle conceits,
and exaggerated its figurative language, till it became
obscure, and often unintelligible. But it seems to me
strange that any one, with a sense of poetry, after com-
paring Shakespeare’s Sonnets, I will not say with those
of poetasters like Watson and Barnes, or (to take a some-
what higher flight) with those of Giles Fletcher and
Constable, but even with the work of men of fine taste
and judgment, such as Daniel and Drayton, should con-
clude that the cold, conventional, mechanical composi-
tions of these poets proceeded from the same source
of inspiration as sonnets like those beginning “ When to
the sessions of sweet silent thought,” or “ The expense of
spirit in a waste of shame,” or “Poor soul, the centre of
my sinful earth.” In poems such as these most lovers of
poetry will feel with Wordsworth that Shakespeare “un-
locked his heart.” They will decide with Hallam : “ They
express not only real but intense emotions of the heart”;
so real, so intense, indeed, that some may even share
Hallam’s wish that they had never been written. Shake-
speare seems in them to say with Hamlet :—

Doubt thou the stars are fire ;
Doubt that the sun doth move ;
Doubt truth to be a liar;
But never doubt I love.

On this point I shall say more presently. Meantime, to
proceed with Mr. Lee, it seems to me that his logic has
not only made him insensible to the depth of the personal
feeling in Shakespeare’s Sonnets, but has left us without
any key to the meaning of the very particular allusions
made in so many of them. Poetry does not create iz
vacuo ; it is set in motion by real and external objects.
It is not to be supposed that Dante and Petrarch could
have written as they did if they had not been inspired by
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a genuine personal affection of some kind. Even Astro-
phel and Stella was grounded on a combination of real
circumstances ; and the Sonnets of Shakespeare flow from
a far deeper source of imagination and emotion than those
of Sidney. The person to whom they are addressed
must have been a living person, and must have been
capable of understanding, without explanation from the
author, the poet’s allusions, many of which seem
perfectly pointless if they be regarded as mere fictions.
Who can doubt that, when Shakespeare composed Sonnet
cxxviii, he had experienced the feelings he describes in
listening to a real woman playing on the virginals? What
possible point can there have been in inventing “for the
amusement of friends” such a situation as that recorded
in Sonnets xxxiv., xxxv., xl.-xlii.? Is it to be supposed
that the friend of the poet did not know what was meant
by the allusion to the particular “spirit taught by spirits
to write”?  Or that there was no significant meaning
in the lapse of time described in Sonnet civ. ?—

To me, fair friend, you never can be old,

For as you were when first your eye I eyed,

Such seems your beauty still. Three winters cold
Have from the forests shook three summers’ pride,
Three beauteous springs to yellow autumn turned
In process of the seasons have I seen,

Three April perfumes in three hot Junes burned,
Since first I saw you fresh, which yet are green.

Is this the language of a protégé to a patron? Is it
credible that such lines were merely a “ weapon of flattery,”
meant “to monopolise the bountiful patronage of a young
man of rank ” ; or that the actual source of their inspira-
tion was a dull poem, treating the subject of love in the
ordinary mechanical way, and entitled Willobie 7is
Avisa ?  Surely not.

My belief is that, in his Sonnets, Shakespeare was not,
like so many of his contemporaries, elaborating a cold
system of poetical flattery, but was giving expression to a
profound view of life, the result partly of observation and
reflection about men and things, partly of personal ex-
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perience and emotion ; that this view took fresh form and
colour at different stages of his career; that its lyrical
character may be detected running, as a thread, not only
through the Sonnets themselves, but through his epic and
dramatic work; whereby, when these different classes
of composition are compared with each other, a certain
insight may be obtained into his poetical motives. At the
same time the expression of these general and personal
feelings is greatly modified by the traditions of the poetical
form which Shakespeare employed, so that, in interpreting
his sentiment, we have always to keep in mind the vein
of thought peculiar to the sonnet from the earliest ages,
and the changes effected in its character by the altering
moods of society at large.

The sonnet had come down to Shakespeare, with but
little alteration in its essential features, from the remote
days of Guido Cavalcanti. The far-off cradle of its spirit
is the Phedrus of Plato, in which the physical Eros is
represented as the starting-point of the metaphysical, or
intellectual, love which reveals to the mind the highest
idea of beauty. By channels equally intricate and obscure
this stream of sentiment reached the age of the trouba-
dours, mingling itself on the way with two tributaries,
the Teutonic inclination to woman-worship, intensi-
fied by the adoration of the Virgin Mary, and the
allegorical system of Scripture interpretation, employed
by the Catholic Church. In this way Plato’s general
conception of physical, as the stepping-stone to meta-
physical, love, was personified in some particular woman,
Beatrice or another, who again became the symbol of a
higher spiritual idea, such as we find in Dante’s descrip-
tion of the Blessed Company of Saints, seen in the heaven
of the first movement. The Christianised idea of Plato
is embodied in the words of Beatrice, addressed to Dante
respecting the spiritual inferences to be drawn from
material images: “Thus it is that it is necessary to
speak to your wit, because it is only from an object of
sense that it apprehends what it afterwards makes worthy
of the understanding.”
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So long as the medi®val genius prevailed in literature,
this apotheosis of a particular woman, associated with
universal ideas of spiritual love, was an essential feature of
the sonnet, though with a constant tendency to become
mechanical and conventional. But with the growth of the
Renaissance a new vein of sentiment made its appearance.
The revival of classical learning carried back men’s imagi-
nation to the fountain-head of allegorical poetry, and made
them reflect, not only on what Plato had said about the
connection between physical and intellectual love, but also
on the enthusiastic nature of the friendship between man
and man, which, among the nobler of the Greeks, was digni-
fied with the name of love. When Shakespeare wrote—

Let me not to the marriage of true minds

Admit impediments—
he was speaking the language both of Plato and of many
of the greatest of the Humanists in all countries of Europe.
Moved by a kindred impulse Montaigne poured forth his
feclings of enthusiastic friendship for Estienne de la Boetie,
and Languet his affection for Philip Sidney in the letter
which he wrote to thank him for his portrait.!  Sir Thomas
Browne, a late disciple of the same school, says :—

I never yet cast a true affection on a woman, but I have loved
my friend as I do virtue, my soul, my God. . . . There are three
most mystical unions—two natures in one person, three persons
in one nature, one soul in two bodies. For though, indeed, they

be really divided, yet are they so united as they seem but one,
and make rather a duality than two distinct souls.?

As the succession of sonnets in the Vita Nwova was,
according to Dante’s own account, determined by a series
of real incidents, so the Sonnets of Shakespeare appear to
reflect ideally a certain real and external situation, the
key to which is found in Sonnet cxliv., one of those which
were published by Jaggard in 1599 —

Two loves I have of comfort and despair,
‘Which like two spirits do suggest me still :

The better angel is a man right fair,
The worser spirit a woman coloured ill.

1 Fox Bourne’s Sir Philip Sidney, pp. 84-8s.
2 Religio Medici, Part ii. Sect. 5.
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To win me soon to hell, my female evil
Tempteth my better angel from my side,
And would corrupt my saint to be a devil,
Wooing his purity with her foul pride.
And whether that my angel be turned fiend
Suspect I may, yet not directly tell ;
But being both from me, both to each friend,
I guess one angel in another’s hell :
Yet this shall I ne’er know, but live in doubt,
Till my bad angel fire my good one out.

Here, under the image of the Bonus Angelus and
Malus Angelus of the Old Moralities, we have a very
distinct suggestion of a real drama. The sketch of
the situation corresponds with the twofold division of the
Sonnets (Nos. i-cxxvii. being addressed to a man, and
the rest to a woman), and also with the state of things
suggested, on the one hand, in Sonnets xl.-xlii. and, on
the other, in Sonnets cxxxiii. - cxxxiv. At the same
time, the two opposing angels appeal to opposite sides of
the poet’s own nature, and throughout the series the finest
Sonnets are those in which Shakespeare links his addresses
to the several objects of his love with ideas and feel-
ings about the world in general. =~ Whatever part he
may himself have played in the drama, certain it is that
the imaginary situation has a universal meaning, and
moreover, the particular class of fecling, which he expresses
in the Sonnets with such lyric intensity, is reproduced in
his other poems both in an epic and a dramatic form.
Accordingly, when we find in his tragedies or comedies
ideal characters giving utterance to sentiments like those
in the Sonnets, it is not unreasonable to conclude that we
are in close contact with the nature of Shakespeare himself.

As regards the relation in which the poet stands to
the person whom he esteems his Good Angel, it is plain
that this friend occupies in many of the Sonnets the same
kind of position which Dante, in the Vita Nuova and in
the Divine Comedy, assigns to Beatrice. The situation de-
scribed seems to be an ardent, but at the same time an
unequal, friendship between a youth of high birth, beauty,
and accomplishment, and a man comparatively mature in
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years and conscious of high genius, but of lower rank ; and
the autobiographic glimpses in the history reveal the
impediments to “the marriage of true minds” caused by
such external obstacles as the “fortune” attendant on
the player’s profession (Sonnet cxi.), the “ vulgar scandal ”
of the world (Sonnet cxii), and the light “humour”
(Sonnet xcii.) and “wantonness ” of youth (Sonnet xcvi.).

There are, I think, unmistakable traces that the
Sonnets were composed at different periods, and that the
order in which they were arranged in 1609 is not that
in which they were originally written; a device which
may well have been adopted by the poet to baffle the
curiosity of the reading public. They seem to fall natu-
rally into groups, but these are here and there so mixed
as to make the line of thought appear discontinuous.
The first seventeen, urging the youth to marry, are uncon-
nected with those that immediately follow, and may have
been written, as Grant White suggests, at the request of
a mother. I should be inclined to conjecture that the
second series opened with Sonnet xviii.; and that the
latter part of it from No. cxxvii,, together with Nos. xxxiv.,
xxxv., xL-xlii., Ixxxvii.-xcvi., and some of those that follow
up to cxxvi, all of which evidently refer to one group
of incidents, was written at a later date, after the poet
had discovered that his friend was not that example of
ideal perfection which he had been supposed by the
idolatry of imagination! In Sonnets xviii.-xxxii. he
dwells with all the diversified monotony, characteristic of
this class of poem, on his friend’s image, and the motive
of many of the Sonnets is a variation of the thought of
earlier poets. Thus the idea of No. xxi. is borrowed from
the Third Sonnet in Astrophel and Stella; No. xxii,
describing how his heart lives in his friend’s breast, seems
to have been suggested by the First Sonnet in the Izza
Nuova ; the inability of love to express itself in words
{Sonnet xxiii.) is a frequent subject of the Provengal

1 Otherwise there is a distinct contradiction between Sonnet Ixx. : ¢ That
thou art blamed shall not be thy defect,” and Sonnet xli.: ‘“ Those pretty
wrongs that liberty commits,”
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School, examples of which are to be found in Petrarch’s
Forty-first Sonnet, and Wyatt’s translation of the same ;!
while the relation between lord and vassal (Sonnet xxvi.)
is treated, though in a different manner, in Petrarch’s well-
known verses beginning, “ Amor, che nel pensier mio vive
e regna.”? The intense personality of Shakespeare, how-
ever, runs through the entire group, and concentrating the
thought mainly on the superiority of the ideal love to
time and fortune, culminates thus beautifully :—

xxix
When, in disgrace with fortune and men’s eyes,
I all alone beweep my outcast state,
And trouble deaf heaven with my bootless cries,
And look upon myself and curse my fate,
Wishing me like to one more rich in hope,
Featured like him, like him with friends possessed,
Desiring this man’s art and that man’s scope,
With what I most enjoy contented least ;
Yet in these thoughts myself almost despising,
Haply I think on thee, and then my state,
Like to the lark at break of day arising
From sullen earth, sings hymns at heaven’s gate ;
For thy sweet love remembered such wealth brings
That then I scorn to change my state with kings.

XXX

When to the sessions of sweet silent thought
I summon up remembrance of things past,
I sigh the lack of many a thing I sought,
And with old woes new wail my dear time’s waste :
Then can I drown an eye, unused to flow,
For precious friends hid in death’s dateless night,
And weep afresh love’s long since cancelled woe,
And moan the expense of many a vanished sight :
Then can I grieve at grievances foregone,
And heavily from woe to woe tell o’er
The sad account of fore-bemoaned moan,
‘Which I new pay as if not paid before.

But if the while I think on thee, dear friend,

All losses are restored and sorrows end.

XxXi
Thy bosom is endeared with all hearts,
‘Which I by lacking have supposed dead,

! Nott’s edition of Surrey an1 Wyatt’s Works, vol. ii. p. 8.
2 Petrarch’s Sonnets, Part i. 109.
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And there reigns love and all love’s loving parts,
And all those friends which I thought buried.
How many a holy and obsequious tear
Hath dear religious love stol’n from mine eye
As interest of the dead, which now appear
But things removed that hidden in thee lie !
Thou art the grave where buried love doth live,
Hung with the trophies of my lovers gone,
Who all their parts of me to thee did give ;
That due of many now is thine alone :

Their images I loved I view in thee,

And thou, all they, hast all the all of me.

This is not the mood of Surrey or Sidney ; it is not even
the mood of Petrarch: its vein is kindred to that of
Dante ; nor could any man have written such lines except
from the depths of his heart.

Omitting the Sonnets already alluded to, and one or
two others which seem to have been mixed with them for
the purpose of concealment (Nos. xxxiii.-xlii.), we come
to a group (xliv.-1xi.) written apparently on the established
theme, verus amans sine interniissione coamantis imagine
detinetur.! These, though full of remarkable felicities of
thought and expression, do not show any characteristic
marks of emotion, forming in this respect a striking
contrast to the next series (Nos. Ixii.-lxxvii.), in which the
poet, his thoughts full of time and death and human
nature, throws into his composition the passionate feeling
which he elsewhere expresses through the mouth of
dramatic personages. He considers his admiration for
his friend as the best antidote against his own self-love
(Ixii.) ; he ponders with dread on the thought that his
friend may be taken from him by death, and only con-
soles himself with the assurance that he will still live in
his verse (Ixiii.-lxv.) ; compares him, in a vein of tragic
bitterness, with the false seeming of the world (Ixvi.-1xx.);
protests the world’s incapacity to estimate his friend’s true
nature ; and dwells with deep melancholy on the unworthi-
ness of his own nature and the transitoriness of all mortal
things (Ixxi-lxxvii). Amid his trouble he is sustained
(Ixxiv.) by thinking on the excellence of his friend :—

L Compare vol, i. p. 175.
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But be contented : when that fell arrest
‘Without all bail shall carry me away,

My life hath in this line some interest,

Which for memorial still with thee shall stay.
When thou reviewest this, thou dost review
The very part was consecrare to thee :

The earth can have but earth, which is his due;
My spirit is thine, the better part of me.

In Nos. Ixxix.-lxxxvi. he pleads for himself in a more
conventional vein against the claims of some poet who
seeks to rival him in his friend’s affections; and then
follows a series of Sonnets (Ixxxvii.-xcvi.) indicating a
certain coolness and estrangement on the part of the
friend ; while the writer himself in many of the remaining
Sonnets up to cxxvi. acknowledges lapses and infidelities
of his own, all of which are atoned for by the final
reconciliation and the return of a love refined, enlarged,
and completed by the experiences of the interval of
separation and suffering. Some of the Sonnets in this
group (e.2. Nos. cxi., cxii.,, cxxi.) read as if they had been
purposely detached from Nos. xxxvi, xxxvii, which,
alluding as they do to some blot on the poet’s good
name, indicate the reason for the enforced separation
between the two friends; such Sonnets, however, are
perfectly counsistent with the general vein of feeling in
the conclusion, which proclaims that “next to heaven”
(No. cx.) true friendship is the best refuge alike from
the allurements of sense and (cxii) from the slander
and injustice of the world.

Nevertheless, if we may trust the history of the
Sonnets, there was a period in the poet’s life when this
external resting-place failed him; when his ideal was
shattered ; when his friend was removed from him, not
only by selfishness and treachery, but even by coldness, in-
gratitude, alienation. At such a time the “ despairing love”
spoken of in Sonnet cxliv. must have coloured his whole
view of men and things, causing him to feel with peculiar
bitterness the slights or misrepresentations of the society
about him. When the friends were again reconciled the
poet records his experiences during the interval of desertion:
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That you were once unkind befriends me now,
And for that sorrow which I then did feel

Needs must I under my transgression bow,
Unless my nerves were brass or hammered steel :
For if you were by my unkindness shaken,

As I by yours, yow've passed a hell of time,

And I, a tyrant, have no leisure taken,

To weigh how once I suffered in your crime.!

He describes his mode of life in his solitude and
despair :—

Alas, ’tis true 1 have gone here and there

And made myself a motley to the view,

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

Made old offences of affections new ;

Most true it is that I have looked on truth

Askance and strangely ; but, by all above,

These blenches gave my heart another youth,

And worst essays proved thee my best of love.

Now all is done, have what shall have no end :

Mine appetite I never more will grind

On newer proof, to try an older friend,

A god in love, to whom I am confined.
Then give me welcome, next my heaven the best,
Even to thy pure and most most loving breast.2

As to his attitude towards the world of men in his
period of abandonment, we may infer what his feelings must
have been from his language after the reconciliation :—

O, for my sake do you with Fortune chide,

The guilty goddess of my harmful deeds,

That did not better for my life provide

Than public means which public manners breeds.
Thence comes it that my name receives a brand,
And almost thence my nature is subdued

To what it works in, like the dyer’s hand :

Pity me then, and wish I were renewed.?

And —

Your love and pity doth the impression fill

Which vulgar scandal stamped upon my brow ;

For what care I who calls me well or ill,

So you o’er-green my bad, my good allow ?

You are my all the world, and I must strive

To know my shames and praises from your tongue ;
None else to me, nor I to none alive,

1 Sonnet cxx. 2 Sonnet cx. 3 Sonnet cxi.
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That my steeled sense or changes right or wrong.
In so profound abysm I throw all care
Of others’ voices, that my adder’s sense
To critic and to flatterer stopped are.
Mark how with my neglect I do dispense :
You are so strongly in my purpose bred
That all the world besides methinks are dead.!

Passing on to the second division of the Sonnets we
find a still more remarkable blending of universal human
experience with individual feeling, and with veins of
dramatic thought running through Shakespeare’s plays.

As to the particular female form which the “woman
coloured ill,” the Bad Angel of the story, assumes in the
Sonnets, many have remarked how closely the description
of this mysterious woman corresponds with the person and
character of Cleopatra, as imagined by Shakespeare. The
woman of the Sonnets is distinguished, not so much for
beauty, as for an inexplicable fascination that carries away
the poet’s judgment and reason in spite of himself. She
is of dark hair and complexion, a type then contrary to
the received ideal of physical loveliness. Nevertheless :—

Thou art as tyrannous, so as thou art,
As those whose beauties proudly make them cruel ;
For well thou know’st to my dear doting heart
Thou art the fairest and most precious jewel.
Yet, in good faith, some say that thee behold
Thy face hath not the power to make love groan :
To say they err I dare not be so bold,
Although I swear it to myself alone.
And, to be sure that is not false I swear,
A thousand groans, but thinking on thy face,
One on another’s neck, do witness bear
Thy black is fairest in my judgment’s place.
In nothing art thou black save in thy deeds,
And thence this slander, as [ think, proceeds.?

So speak Antony’s clear-seeing friends of his infatua-
tion for Cleopatra :—

PHILO. Nay, but this dotage of our general’s
O’erflows the measure : those his goodly eyes,
That o’er the files and musters of the war
Have glowed like plated Mars, now bend, now turn,

1 Sonnet cxii. 2 Sonnet cxxxi.
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The office and devotion of their view

Upon a tawny front : his captain’s heart,

Which, in the scuffles of great fights hath burst
The buckles on his breast, reneges all temper,
And is become the bellows and the fan

To cool a gipsy’s lust. Look, where they come :
Take but good note, and you shall see in him
The triple pillar of the world transformed

Into a strumpet’s fool.l

Again, the following sonnet may be compared, both

with what Cleopatra, in this play, says of her own attrac-
tions, and with Antony’s invectives against her in a
moment of freedom :—

CXXXVII

Thou blind fool, Love, what dost thou to mine eyes,
That they behold, and see not what they see ?
They know what beauty is, see where it lies,
Yet what the best is take the worst to be.
If eyes corrupt by over-partial looks
Be anchored in the bay where all men ride,
Why of eyes’ falsehood has thou forged hooks,
Whereto the judgment of my heart is tied ?
‘Why should my heart think that a several plot,
Which my heart knows the wide world’s common place ?
Or mine eyes seeing this, say this is not,
To put fair truth upon so foul a face?
In things right true my heart and eyes have erred,
And to this false plague are they now transferred.

Cleopatra, triumphing in the thought of her influence over
Antony, says :—

Think on me,
That am with Pheebus’ amorous pinches black,
And wrinkled deep in time? Broad-fronted Ceesar,
When thou wast here above the ground, I was
A morsel for a monarch : and great Pompey
Would stand and make his eyes grow in my brow ;
There would he anckor kis aspect, and die
With looking on his life.2

But Antony speaks of her like the writer of the Sonnet :—

You have been a boggler ever ;
But when we in our viciousness grow hard—
O misery on’t !—the wise God seel our eyes ;

L Antony and Cleopatra, Acti. Sc. 1. 2 Jbid. Act i, Sc. s.
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In our own filth drop our clear judgments ; make us
Adore our errors ; laugh at’s, while we strut
To our confusion.

CLEOPATRA. O, is’'t come to this ?

ANTONY. I found you as a morsel cold upon
Dead Ceesar’s trencher ; nay you were a fragment
Of Cneius Pompey’s ; beside what hotter hours,
Unregistered in vulgar fame, you have
Luxuriously picked out; for I am sure,
Though you can guess what temperance should be,
You know not what it is.1

Hence we may conjecture that, while the groundwork of
the poetical portrait painted in the last Sonnets may well
have been the real “object of sense” spoken of by Dante,
this bad angel (as well as Cleopatra in the play) is also in-
tended as an impersonation of “the fleshly lusts which war
against the soul”; of “the carnal mind which is enmity
against God ”; nor is it to be denied that this universal
aspect of human nature is constantly being presented to us
in Shakespeare’s other dramas. I.ove, as the overwhelming
power that prevails over the spirit, the judgment, and the
conscience, exhibits itself not only in Antony, false to all
considerations of public faith and honour, but in Proteus,
a traitor to the most solemn obligations of private friend-
ship :—

To leave my Julia shall I be forsworn,

To love fair Silvia shall I be forsworn,

To wrong my friend I shall be much forsworn,

And even that power which gave me first my oath

Provokes me to this threefold perjury :

Love bids me swear and love bids me forswear.?
To Claudio in Muck ado about Nothing, when he supposes
that Don Pedro is taking advantage of his position to
seduce the affections of Hero from himself, such amorous
treachery seems at least natural :—

Friendship is constant in all other things

Save in the office and affairs of leve :

Therefore all hearts in love use their own tongues ;

Let every eye negotiate for itself,

And trust no agent ; for beauty is a witch,
Against whose charms faith melteth into blood.

L Antony and Cleopatra, Act iii. Sc. 13.
2 Two Gentlemen of Verona, Act ii. Sc. 6.



48 A HISTORY OF ENGLISH POETRY

CHAP.

This is an accident of hourly proof
Which I mistrusted not.?

Even the austere Angelo, who

Scarce confesses
That his blood flows, or that his appetite
Is more to bread than stone,?

finds that all the barriers of honour, place, and dignity are

swept away by the flood of passion :—
When I would pray and think, I think and pray

To several subjects. Heaven hath my empty words ;

Whilst my invention, hearing not my tongue,
Anchors on Isabel: Heaven in my mouth,

As if T only did but chew his name :

And in my heart the strong and swelling evil

Of my conception. The state, whereon [ studied,
Is like a good thing being often read,

Grown feared and tedious ; yea, my gravity,
Wherein—let no man hear me—I take pride,
Could I with boot change for an idle plume,
‘Which the air beats for vain. O place, O form,
How often dost thou with thy case, thy habit,
Wrench awe from fools, and tie the wiser souls
To thy false viewing. Blood, thou art blood :
Let’s write good angel on the devil’s horn

’Tis not the devil’s crest.3

The consequences of the submission of man’s nature to
the control of this Evil Angel are imaged in the most

tragic of all the Sonnets, No. cxxix i—

The expense of spirit in a waste of shame
Is lust in action ; and till action, lust

Is perjured, murderous, bloody, full of blame,
Savage, extreme, rude, cruel, not to trust,
Enjoyed no sooner but despised straight,
Past reason hunted, and no sooner had,
Past reason hated, as a swallowed bait,

On purpose laid to make the taker mad ;
Mad in pursuit, and in possession so ;

Had, having, and in quest to have, extreme :
A bliss in proof, and, proved, a very woe :
Before, a joy proposed ; behind, a dream.

All this the world knows well, yet none knows well

To shun the heaven that leads men to this hell.

Y Muck ado about Nothing, Act ii. Sc. I.

2 Measure for Measure, Act i. Sc. 3. 3 Jbid. Act ii. Sc. 4.
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With these powerful lines should be compared the almost
equally impressive description in 7/%e Rape of Lucrece :—

O, deeper sin than bottomless conceit

Can comprehend in still imagination !

Drunken Desire must vomit his receipt

Ere he can see his own abomination.

While Lust is in his pride, no exclamation
Can curb his heat or rein his rash desire,
Till like a jade Self-will himself doth tire.

And then with lank and lean discoloured cheek,
With heavy eye, knit brow, and strengthless pace,
Feeble Desire, all recreant, poor, and meek,
Like to a bankrupt beggar wails his case :
The flesh being proud, Desire doth fight with Grace,
For there it revels ; and when that decays,
The guilty rebel for remission prays.

So fares it with this faultful Jord of Rome,
Who this accomplishment so hotly chased ;
For now against himself he sounds this doom,
That through the length of times he stands disgraced ;
Besides, his soul’s fair temple is defaced ;
To whose weak ruins muster troops of cares,
To ask the spotted princess how she fares.

She says, her subjects with foul insurrection
Have battered down her consecrated wall,
And by their mortal fault brought in subjection
Her immortality, and made her thrall
To living death and pain perpetual :
Which in her prescience she controlled still,
But her foresight could not forestall their will

The imagery in the last two stanzas has its parallel in
Sonnet cxlvi. :—

Poor soul, the centre of my sinful earth,
[Spoil of] these rebel powers that thee array,
Why dost thou pine within and suffer dearth,
Painting thy outward walls so costly gay?
Why so large cost, having so short a lease,
Dost thou upon thy fading mansion spend ?
Shall worms, inheritors of this excess,

Eat up thy charge? Is this thy body’s end ?
Then, soul, live thou upon thy servant’s loss,
And let that pine to aggravate thy store;
Buy terms divine in selling hours of dross ;
Within be fed, without be rich no more :

VOL. IV E
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So shalt thou feed on Dealh, that feeds on men,
And Death once dead, there's no more dying then.

This evidence (which might be vastly multiplied) is
sufficient to prove the intimate connection of thought
between Shakespeare’s lyrical and his dramatic or epic com-
positions. From it we are justly entitled to draw certain
conclusions.  First we may conclude that, in Shakespeare’s
general view of life as well as in his ideal creations, we
have the conceptions, not merely of a “hack playwright,” but
of deep personal experience, projected into an imaginative
form. Further, these dramatic and epic conceptions must
have proceeded from a nature very open, on the one
side, to all the attractions of sense,—most sensitive, on
the other, to the judgment of conscience, and animated by
deep religious feeling ; hence it is likely that the mental
conflicts in such a man were acute and severe. And
lastly, it may be reasonably supposed that a mind of such
strong instincts and passions would, in its immaturity,
have committed itself to the guidance of a single principle
of life and conduct, which may have caused the poet to
sympathise for a time with the views of the band of
dramatists who were directly influenced by the manners
and philosophy of Italy. As his knowledge of life and
dramatic art advanced, Shakespeare’s mode of conception
and his forms of expression, both in tragedy and comedy,
attained an admirable balance ; but it is undeniable that, in
his latest plays, a vein of bitterness, indeed of pessimism,
mingles with the most sublime creations of his genius.
“There seems,” says Hallam with great truth, “to have
been a period of Shakespeare’s life when his heart was ill
at ease, and ill content with the world or his own con-
science ; the memory of hours misspent, the pang of affec-
tion misplaced or unrequited, the experience of man’s
worser nature which intercourse with unworthy associates,
by choice or circumstance, peculiarly teaches : these, as they
sank down into the depths of his great mind, seem not only
to have inspired into it the conception of Lear or Timon, but
that of one primary character, the censurer of mankind.”?

! Hallam, History of European Literature (edition of 1860), vol. iii. p. 309.
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These words are a striking comment on the character
of many of the Sonnets—poems which may be regarded
as being a kind of confessions. Viewed in this light they
excite mixed feelings. So strongly antipathetic to the
temper of modern times are many of the topics treated in
them, that it is possible Hallam may be giving utterance
to a wide-spread sentiment in wishing that they had
never been written! Those who express such a desire
perhaps hardly realise that, had it been fulfilled, we should
not only have lost some of the most exquisite of the
world’s poetry, but also the clue to the profoundest motives
of Shakespeare’s dramatic invention. Nevertheless, even
such a sacrifice might be preferable to the loss of reverence
for the poet which some imagine to be the consequence
of accepting the Sonnets as a personal revelation,

By this key
Shakespeare unlocked his heart, the critics say :
Did Shakespeare? If so, the less Shakespeare he—

says Browning, echoing, I presume, Hallam’s objection
to the “servile” tone of idolatry prevailing in many of
the Sonnets. But this is to fall precisely into the error,
noticed in an earlier volume, of those who read Sidney’s
Astrophel and Stella in a literal and prosaic sense, and
without any regard to the artistic form in which the
feelings are embodied.? Shakespeare in his Sonnets, as
Wordsworth and other poets have recognised, does “ unlock
his heart”; but he allows us to perceive his intimate
emotions only through the traditional veil of poetry con-
secrated to this purpose by the usage of many generations ;
nor can any reader possibly interpret his language aright
without first placing himself morally, intellectually, and
socially, in the place of the writer. When we have done
this ; when we have divested ourselves in imagination of
our own surroundings, and have passed into the spiritual
atmosphere of the sixteenth century; when we have per-
ceived that the ideal exaltation of masculine friendship
had, through the influence of the Renaissance, replaced in

1 History of European Literature, vol. iii. p. 264.
2 See vol. ii. pp. 226-232.
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many minds the chivalrous woman worship of the Middle
Ages; when we recognise that the style of “servility ”
adopted towards the poet’s friend is merely a development
of the poetical language, consecrated, in earlier times, to the
worship of Beatrice and Laura,—then it will be allowed
that there is nothing in the Sonnets which need lessen
our reverence for the great name of Shakespeare. On
the other hand, we shall then be able to pass behind the
mask of the tragic and comic poet, and, mingling more
intimately with the great array of ideal characters which
surround him, the Macbeths and the Hamlets, the Mal-
volios and the Falstaffs, we shall enter into the heart of
the man who conceived them. That heart was not like
those of which the poet says, that “ they rightly do inherit
Heaven’s graces” :
Who moving others, are themselves as stone,
Unmoved, cold, and to temptation slow.!

In the largeness of its own frail nature it was in all direc-
tions touched by the feeling of human infirmities ; but the
Sonnets reveal in it nothing mean, base, or ignoble.
Rather, we perceive from these poems the truth of what
Shelley says of poets, that “they learn in suffering what
they teach in song.” For who can read the Sonnets
without perceiving from their lyrical intensity what a depth
of personal feeling is thrown into dramatic touches in plays
instinct with an otherwise inexplicable life and character?
How vividly, for instance, does the craving for the good
opinion of the world, embodied in the Sonnet beginning,
“’Tis better to be vile than vile esteemed,” express itself
in Macbeth’s restraining reflection that he has lately

won
Golden opinions from all sorts of people !

How does the tone of inward suffering, caused to the
writer of the Sonnets by the impression “which vulgar
scandal stamped upon my brow,” thrill through Hamlet’s
words to Ophelia: “ Be thou as chaste as ice, as pure
as snow, thou shalt not escape calumny!”? Such a

1 Sonnet xciv. 2 Hamlet, Act iii. Sc. 1.
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Sonnet as cxlvi, already cited, gives a peculiar significance
to what Don Pedro in Muck Ado About Nothing says of
Benedick : “ The man doth fear God, howsoever it seems
not in him by some large jests he will make.”!

When, however, we have once ascertained, through the
Sonnets, the strong lyrical note that runs through Shake-
speare’s plays, we have pushed analysis far enough. The
poet himself, while alive, asked with just indignation :—

For why should others’ false adulterate eyes

Give salutation to my sportive blood ?

Or on my frailties why are frailer spies,

Which in their wills think bad what I think good ?
No, I am what I am, and they that level

At my abuses reckon up their own :

I may be straight though they themselves be bevel :
By their rank thoughts my deeds must not be shown.2

Even more justly we may apply these words to those
who, nearly three hundred years after the poet’s death,
pry into his affairs with rash curiosity, and attach a
literal meaning to thoughts and words which he himself
left intentionally obscure. No positive inference can be
drawn from his Sonnets as to the persons and incidents
alluded to in them. If any one should be inclined to
form an unfavourable estimate of his character from the
apparent vein of over-emotional weakness which they
exhibit, this idea is to be corrected by reference to the
masculine strength of his work as a whole, by such con-
ceptions of genuine manliness as are embodied in the
persons of Henry V. Horatio, Antonio, Benedick, or
Biron. For any conclusions as to the poet’s morals, we
have no right to travel beyond the facts which are re-
corded about him by documentary or personal evi-
dence ; and these exhibit him to us only as the prudent
man of business, the courteous manager, the amiable and
delightful companion. In the Sonnets we fee/ the man
himself ; the insight we gain from them we are entitled
to use for the interpretation, not of his personality, but of
his art.

Y Much Ado About Nothing, Act ii. Sc. 3. 2 Sonnet cxxi.



CHAPTER III

SHAKESPEARE'S EARLY TRAGEDIES: INFLUENCE OF
MARLOWE

THE earliest mention of Shakespeare’s acknowledged
pre-eminence as a dramatist is by Meres in his Palladis
Tamza, 1598, in which the writer says :(—

As Plautus and Seneca are accounted the best for comedy
and tragedy among the Latins, so Shakespeare among the
English is the most excellent in both kinds for the stage: for
comedy witness his Gentlemen of Verona, his Errors, his Love's
Labour's Lost, his Love's Labour’'s Won, his Midsummer-INight's
Dream, and his Merchant of Venice ; for tragedy his Richard I7.,
Rickard 111, Henry IV., King Jokn, Titus Andronicus, and his
Romeo and Juliet.

We have no evidence prior to 1597—the year in
which the quarto editions of Rickard /1., Richard I11. and
Romeo and Juliet, apparently, first were published—to
show that any of the plays mentioned by Meres originally
appeared substantially in their existing form, which is that
of the folio edition of 1623, Nor does Meres list
appear to aim at being exhaustive. At any rate it
makes no mention of the three parts of King Henry VI,
nor of The Taming of the Shrew,; while, on the other
hand, there is no surviving trace of any play with the
title of Love's Labour's Won. Nevertheless we have
excellent grounds for believing that, in some form or
another, 77tus Andronicus was produced before 1590.
We also know that the two plays now known as King
John and The Taming of THE Shrew were based on

54
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older plays entitled respectively, 7/%e Troublesome Razgne of
King Jokn and The Taming of 4 Skhrew ,; and also that the
second and third parts of Henry VI. were reproductions
with very slight alterations of two plays, one called 77/e
First Part of the Contention betwixt the Two Famous Houses
of York and Lancaster, first published in quartoin 1594, and
The True Tragedy of Richard Duke of York and the Death of
Good King Henry the Sixt, first published in quartoin 1595.

A long controversy has raged round the question of
the authorship of these various early plays. By the older
Germans, and some of the earlier English commentators,
they were assigned, without much investigation, to Shake-
speare ; by almost all the English and American critics
since Malone (whose opinions have been adopted by
many of the modern Germans) Shakespeare has been
regarded either as a partner in the plays with other
dramatists, or as the unblushing plagiarist of other men’s
work. In the Appendix to this volume I have examined
the various theories that have been advanced on the subject
and have stated my own opinion ; I need only here there-
fore repeat my conviction that the elder German critics are
right, and the later English wrong, and that Shakespeare
alone was the author not only of 7%¢ Contention and The
True Tragedy, but of Titus Andronicus, The Taming of 4
Strew, and The Troublesome Raigne of King fohn. In this
chapter I shall start with this assumption, and shall endeav-
our to set before the reader the characterof the poet’s earliest
work, and the influences to which it owed its form.

When Shakespeare began his career as a dramatist
the character of theatrical taste had been decisively formed
by the practice of Marlowe. Zamburiaine had sufficiently
manifested to the general imagination the value of Machia-
velli’'s doctrines as the groundwork of dramatic action.
Followed as this play had been by Fawustus and the Jew
of Malta, the English theatre was now familiar with
the representation of resolute villainy, and other play-
wrights had learned from the example set them by
Marlowe to exhibit glaring actions of Lust, Pride
Avarice, and, above all, of Revenge.
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It was quite natural therefore for a young dramatist
like Shakespeare to accommodate himself to the prevailing
taste, and in 7%fus Andronicus he showed that he could
furnish the public with the entertainment it desired. This
play is coupled by Ben Jonson in the Dedication to
Bartholomew Faiyr with the Spanish Tragedy as an
example of the tragic melodrama in vogue about the
time of the Spanish Armada; it may therefore be fairly
regarded as Shakespeare’s maiden play. He has evidently
modelled it on Tke Spanish Tragedy, but intends to out-
do his original. Like Kyd’s play, the story on which it
is founded, while professing to be historical, is entirely
fictitious, and sets forth, on the one hand, the revenge of
Tamora, Queen of the Goths, on Titus Andronicus, general
of the Romans, who had sacrificed her children, and, on
the other, the retaliation of Andronicus. Horrors abound
in every act. Titus and his daughter are shockingly
mutilated by the device of Tamora; and the Roman, in
return, having killed the Queen’s two sons, bakes their
heads and serves them up to their mother in a Thyestean
banquet. QOut of over twenty dramatis persone only ten
are left alive at the end of the play. The characters
are imitated from models in Kyd and Marlowe. Titus
Andronicus, in the feigned madness which conceals his
plan of revenge, is closely studied after Jeronimo in Z7%e
Spanisk Tragedy ; while Aaron, the villainous Moor, is a
repetition of Barabas in the /Jew of Malta, whose boasts
he reproduces in almost identical words :—

Even now I curse the day—and yet I think
Few come within the compass of my curse—
Wherein I did not some notorious ill,
As kill a man, or else devise his death,
Ravish a maid, or plan the way to do it,
Accuse some innocent, and forswear myself,
Set deadly enmity between two friends,
Make poor men’s cattle break their necks,
Set fire on barns and hay-stacks in the night
Etc. Etc.l

v Titus Andronicus, Act v. Sc. 1. Compare Jew of Malta, Act ii.
(Dyce’s edition of Marlowe’s Works, p. 157).



I SHAKESPEARES EARLY TRAGEDIES 57

Like Barabas too, Aaron dies resolute :—

I am no baby, I, that with base prayers

I should repent the evils I have done :
Ten thousand worse than ever yet I did
Would I perform, if I might have my will :
If one good deed in all my life I did

I do repent it from my very soul.!

The style, like all the work of Marlowe’s school, is
tumid and extravagant, decorated with scraps of Latin,
and abounding in classical allusion, as in the following
rant of Aaron when he saves his and Tamora’s child from
the swords of the Queen’s sons :—

Now, by the burning tapers of the sky,

That shone so brightly when this boy was got,
He dies upon my scimitar’s sharp point

That touches this my first-born son and heir!

I tell you, younglings, not Enceladus,

With all his threatening band of Typhon’s brood,
Nor great Alcides, nor the god of war,

Shall seize this prey out of his father’s hands.?

Nevertheless in many respects 7ztus Andronicus marked
the advent of a dramatist of high genius. Improbable as
is the action of the play, it is much better constructed
than any of Marlowe’s dramas, and it is free from the
absurdities of mechanism—such as the introduction of
persons like Andrea’s Ghost and Revenge—which appear
in Tke Spanish Tragedy. Moreover the new writer
showed that he possessed what Kyd and Marlowe utterly
lacked, the power of pathos; and the following passage,
marred though it is by grave faults of taste, reads like an
anticipation of the finished style of emotional imagery
prevailing in the latter part of Richard 7I. Marcus and
Titus Andronicus are discoursing about the dumb and
mutilated Lavinia :—
MARC. O, thus I found her, straying in the park,
Seeking to hide herself, as doth the deer.

TiIT. It was my deer ; and he that wounded her
Hath hurt me more than had he killed me dead :

1 Ziitus Andronicus, Act v. Sc. 3. C;n_npare speech of Barabas, cited
in vol. ii. p. 415. 2 Jbid. Act iv. Sc. 2.
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For now I stand as one upon a rock
Environed with a wilderness of sea,
Who marks the waxing tide grow wave by wave,
Expecting ever when some envious surge
Will in his brinish bowels swallow him.
This way to death my wretched sons are gone ;
Here stands my other son, a banished man,
And here my brother, weeping at my woes :
But that which gives my soul the greatest spurn,
Is dear Lavinia, dearer than my soul.
Had I but seen thy picture in this plight,
It would have madded me: what shall I do
Now I behold thy lively body so ?
Thou hast no hands, to wipe away thy tears ;
Nor tongue, to tell me who hath martyred thee :
Thy husband he is dead ; and for his death
Thy brothers are condemned, and dead by this.
Look, Marcus ! ah, son Lucius, look on her!
When I did name her brothers, then fresh tears
Stood on her cheeks, as doth the honey-dew
Upon a gathered lily almost withered.

MARC. Perchance she weeps because they killed her husband ;
Perchance because she knows them innocent.

TiT.  If they did kill thy husband, then be joyful,
Because the law hath ta’en revenge on them.
No, no, they would not do so foul a deed ;
Witness the sorrow that their sister makes.
Gentle Lavinia, let me kiss thy lips ;
Or make some sign how I may do thee ease:
Shall thy good uncle, and thy brother Lucius,
And thou, and I, sit round about some fountain,
Looking all downwards, to behold our cheeks
How they are stained, as meadows, yet not dry,
With miry slimes left on them by a flood ?
And in the fountain shall we gaze so long
Till the fresh taste be taken from that clearness,
And made a brine-pit with our bitter tears ?
Or shall we cut away our hands, like thine ?
Or shall we bite our tongue, and in dumb show
Pass the remainder of our hateful days?
What shall we do? let us, that have our tongues,
Plot some device of further misery,
To make us wondered at in time to come.

If these lines were really written in 1589, it must be
admitted that they are superior to anything in 7/e Trouble-
sonte Raigne of King Jokn, which was probably Shake-
speare’s next dramatic work, since it is stated in the
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quarto edition of the play, published in 1591, that it had
then been “sundry times publikely acted by the Queene’s
Majesties Players, in the honourable Citie of London.”
The author in his Prologue, addressed “ To the Gentle-
men Readers,” sets forth the intention of his play :—

You that, with friendly grace of smoothed brow,
Have entertained the Scythian Tamburlaine,
And given applause unto an infidel,

Vouchsafe to welcome (with like curtesie)

A warlike Christian and your countryman,

For Christ’s true faith endured he many a storm,
And set himself against the Man of Rome ;
Until base treason by a damned wight

Did all his former triumphs put to flight.
Accept of it (sweet gentles) in good sort,

And think it was prepared for your disport.

Read in connection with the changes afterwards made in
the form of the play, this Prologue throws a strong light
on the development of Shakespeare’s dramatic motives.
For it is plain that the author of 77%e Troublesome Raigne
was of the school of Marlowe, and composed his play on
the Machiavellian principles favoured by that great poet ;
a fact that stands out in prominent relief when the
original sketch of the Bastard Falconbridge is contrasted
with the finished character as it appears in King Jfo/n. In
the later play the Bastard is represented as a humourist,
who sees through the show of things, like Jaques, and
who conceals strong, and sometimes noble, feelings under
blunt and cynical forms of speech. But in ZV%e Zrouble-
some Raigne Falconbridge is utterly devoid of humour. It
may be observed that the entire episode of Falconbridge
is brought into connection with the History of King John
quite arbitrarily, and yet so strongly was the imagination
of the poet possessed with the idea of 2s##%, of which the
Bastard is the embodiment, that this personage is made
to play a leading part among the historical actors.
When he first comes into the presence of the King he
is represented as being in a reverie, divided between
ambition and prudence :
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Fond man, ah, whither art thou carried ?

How are thy thoughts ywrapt in Honour’s heaven

Forgetful what thou art, and whence thou comest ?

Thy father’s land cannot maintain these thoughts ;

These thoughts are far unfitting Fauconbridge :

And well they may ; for why this mounting mind

Doth soar too high to stoop to Fauconbridge.

Why how now ? knowest thou where thou art ?

And knowest thou who expects thine answer here ?

Wilt thou upon a frantic madding vein

Go lose thy land, and say thyself base-born ?

No, keep thy land, though Richard were thy sire :

Whate’er thou think’st say thou art Fauconbridge.
JOHN. Speak man, be sudden, who thy father was
PHILIP. Please it your worship, Sir Robert.

Philip, that Fauconbridge cleaves to thy jaws;

It will not out, I cannot, for my life,

Say I am son unto a Fauconbridge.

The resolution itself is one that would have been approved
by the Guise and Mortimer of Marlowe ; but the process
by which it is arrived at is characteristic of the younger
poet, who is capable of seeing things on both sides.
Marlowe would not have conceived the conflict in the
Bastard’s mind: he would have brought him into the
royal presence with his mind resolved.

Again the Prologue to 74e Troublesome Raigne shows
that, apart from this general view of wvzz#z, the poet
intended to make the play an historical illustration of
the Machiavellian doctrine. John, usurper though he
was, was to be treated as a Protestant hero, according to
the precedent set in Bale’s Kzng Jo/kan, and with the hope
of securing the sympathies of an audience still heated
with the recent experience of the Spanish Armada. To
a certain extent the poet carried out his intention, as may
be seen from the following soliloquy of John, when he
has been deserted by the Barons after the murder of
Arthur :—

Then, John, there is no way to keep thy crown,
But firmly to dissemble with the Pope :

That hand that gave the wound must give the salve
To cure the hurt else quite incurable.

Thy sins are far too great to be the man

T’ abolish Pope and Popery from the realm :
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But in thy seat, if I may guess at all,

A king shall reign that shall suppress them all.
Peace, John, here comes the Legate of the Pope;
Dissemble thou, and whatsoe’er thou sayst,

Yet with thy heart wish their confusion.

Practically this speech amounts to a confession of failure
on the part of the dramatist. He was trying to combine
two incompatible things, Machiavellism and Protestantism.
He had announced that John was to be the hero of the
play, but when working out his idea he found it equally
impossible to represent Lackland as a man of real vzirts,
or the murderer of Arthur as a good Protestant. Popular
as the play was, the poet was dissatisfied with it, and
when he recast it—obviously in the full maturity of his
genius—while he retained the entire historical framework,
even to the succession of the original scenes,' and all the
dramatis persone, he completely altered the philosophical
aspect of the drama. The process by which he effected
this transformation was a miracle of art and judgment.
All trace of an intention to illustrate the doctrine of
individual wv#r#iz was removed ; all references to John's
anticipation of Protestantism disappeared ; the centre of
interest was shifted from the King to the person and
fortunes of Arthur. By these means the character of
John was exhibited in its true light, and the human
interest of the action was vastly increased ; Constance,
who, in Zhe Troublesome Raigne, had appeared merely as
a scolding woman, like the rival Queens in Rickard 111,
now appealed with immortal eloquence to the hearts of
the audience as a bereaved mother; the comparatively
cold and Seneca-like dialogue between Arthur and Hubert
was replaced by scenes of infinite pathos; the offensive
buffoonery in the scene of the Bastard’s visit to the
Monastery—-inserted to gratify the anti-Papal taste of
the audience — was omitted ; the self-seeking virsi
of the Bastard himself was expanded into the energy
of resolute and resourceful patriotism. Though King
Jokn, even in its present form, cannot be reckoned a

1 See Appendix, p. 463.
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good acting play, there is no play of Shakespeare which
presents a more vivid and stirring reflection of the drama
of English history.

It is likely that the success of 7/%e ZTroublesome Razgne,
and the pleasure which the audience felt in witnessing
scenes from the history of their country vividly presented
to them on the stage, induced Shakespeare to make further
experiments in the same direction. Henslowe, in his
Diary, mentions a play called “ Henry the V].” as being
first acted on March the 2nd 1591-92, and frequently
reproduced ; this we may fairly suppose to have been the
one afterwards called Frrst Part of King Henry the Sixtk ;
and that it excited as much interest as /e 7woublesome
Razgne is also probable, for Nash, in one of his pamphlets,
says: “How would it have joyed brave Talbot (the terror
of the French) to think that after he had lived two
hundred years in his tomb he should triumph again on
the stage, and have his bones new embalmed with the
tears of ten thousand spectators at least (at several
times), who in the tragedian that represents his person
imagine they behold him fresh bleeding.”! The note of
patriotism is, indeed, the dominant characteristic in an
otherwise not very interesting play; and the profound
emotions it seems to have awakened furnish an apt
illustration of Aristotle’s remark that the best tragic poets
find the subject of their dramas in events which the
audience know or believe to have really happened.?

In 1592 we have evidence to show that Shakespeare
was already regarded as the rising star in the theatrical
world. Robert Greene, at the conclusion of his pamphlet
called 4 Groats Worth of Wit bought with a Million of
Repentance, published in that year, thus addresses Mar-
lowe, Peele, and a writer whom he terms “ Young
Juvenal 7 :—

Base-minded men all three of you, if by misery ye be not
warned : for unto none of you (like me) sought those burs to
cleave ; those puppets I mean that speak from our mouths, those
anticks garnished in our colours. Is it not strange that I to

1 Nash, Prerce Penilesse. 2 Aristotle, Poetics, ix. 6.
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whom they have all been beholding, is it not like that you to
whom they have all been beholding, shall, were ye in that case that
I am now, be both of them at once forsaken? Yet, trust them not :
for there is an upstart crow beautified with our feathers, that, with
his Zger’s heart wrapt in a player’s hide, supposes he is as well
able to bombast out a blank verse as the best of you ; and, being
an absolute Jokannes Fac-fotum, is, in his own conceit, the only
Shake-scene in a country.

These words have (since they were cited by Malone)
been supposed to contain a charge of plagiarism against
Shakespeare, with special reference to the second and
third parts of King Henry the Sixth, in the latter of
which occurs the line which Greene parodies. Greene,
Marlowe, and Peele are conjectured (merely on the evi-
dence of Greene’s expressions) to have co-operated in the
production of the plays called respectively the Firsz Part
of the Contention between the Two famous Houses of York
and Lancaster, and The True Tragedy of Richavd Duke of
York, which plays Shakespeare is supposed in 1592 to
have appropriated for his Henry the Sixth. As 1 have
elsewhere analysed the grounds of this hypothesis,' I will
only say here that it is in my opinion incredible that, if
Shakespeare had really done what is imputed to him,
Greene would have used such mild language about so
astounding a theft. His words really prove no more
than the jealousy with which Shakespeare was regarded
by the school of Marlowe. In the eyes of these drama-
tists the former would naturally have appeared an “up-
start crow.” It was they (and particularly Marlowe) who
had set the new dramatic fashion ; who had first satisfied
the public craving for stirring incidents and strong emo-
tions on the stage ; who had taught the players to “bom-
bast out a blank verse” Now they saw themselves
surpassed in public favour by a man who had learned
from them the first elements of their art, and who had
shown his appreciation of their genius by a close imita-
tion of their dramatic style, or, as Greene puts it, by
beautifying himself with their feathers. At the same time
they could not but perceive that their rival had, in his

1 See Appendix, pp. 460-463.
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historic dramas, struck out a path for himself in which their
genius did not qualify them to follow him : hence the bitterand
contemptuous tone in which Greene speaks both of Shake-
speare’s self-confidence, and of the fickleness of the actors
who had transferred their admiration to the popular idol.

As to Shakespeare himself, popularity exercised both
on his invention and judgment an influence not seen in
the art of his predecessors. Marlowe was eminently a
creator : he had founded a taste, not followed one. By
his impassioned rendering of the doctrines of Machiavelli
on the stage he had raised the imagination of his
audience, as much as he had delighted their ears with
the harmony of his “ mighty line.” But having achieved
this success, he constantly repeated his leading motive,
and, had he lived, he would probably have continued to
produce types of Resolution from the same mould that had
already created Tamburlaine, Faustus, Barabas, and Guise.
There is no sign in his plays that he had any sympathy
with the patriotic feelings which prevailed among his
hearers, and which Peele at any rate, among his followers,
partially shared, as he shows in his Edward 7. and Battle
of Alcazar. Peele, however, wanted the genius to develop
his sentiments in a dramatic form, and it may be doubted
whether Shakespeare himself, who had begun his career
as a humble imitator, anticipated the effect produced by
The Troublesome Razgne. But when he perceived that
he had struck upon a vein of feeling which brought
him into sympathy with his audience, the character of his
dramatic art began at once to transform itself. 7/e Firse
Part of King Henry V1. is not inspired, like The Trouble-
some Raigne, by an abstract idea: the dramatist’s leading
motive is evidently to exhibit on the stage a number of
life-like scenes from English history ; to do, in fact, in a
dramatic form what the authors of the Mirror for Magis-
trates had rudely done a generation before in an epic
form. Encouraged by the applause with which the
spectators welcomed the representation of the death of
Talbot, Shakespeare’s imagination now conceived the vast
idea of dramatising the Wars of the Roses.
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The whole tetralogy closing with Kzng Richard I71.
forms a study of Machiavellism on a large scale, a dramatic
comment on the theory “ Might is Right” Hardly is the
breath out of the body of the valiant Henry V. when the
tragedy of fortune begins. An infant succeeds to the
English throne: selfish factions at once contend for the
government of the kingdom, and at the same time the
imperial power of England begins to wane: it is in vain
that the forces of patriotism, represented by Talbot,
fight to maintain the conquests that have been won ; the
power of selfish craft and intrigue, masked under the
guise of patriotism, emerges in the person of York to lay
claim to the throne; on the other hand, the egotistic
ambition of Suffolk precipitates the fall of the House of
Lancaster by a treaty of marriage degrading to the
nation. In the Second Part the interest of the action is
centred with rare skill in the fortunes of Humphrey, called
the good Duke of Gloucester, ruined partly by the ambi-
tion of his wife, partly by the associated craft of Beaufort,
Suffolk, and the Queen. In his murder the triumph of
the powers of Evil seems to culminate ; and thus far it may
be said that the doctrines of the Principe of Machiavelli
have been fully vindicated.

But at this point the moral character of Shakespeare’s
idea of life makes its appearance. Not one of the parties
to the crime escapes from the hand of justice. The
Cardinal dies in torment and despair ; Suffolk is murdered
by pirates ; the Queen, distracted by the loss of her lover,
is forced to experience further suffering in the overthrow of
her husband, and to feel a mother’s pangs when her son
is stabbed before her eyes on the field of battle. York
again—who has climbed to supreme power by his crafty
encouragement, on the one hand, of Suffolk’s intrigue
against Gloucester, and, on the other, of Cade’s insurrec-
tion, as well as by his persuasive influence over the more
patriotic elements in the English nobility represented by
Warwick—is deserted by Fortune at the height of his
triumph, and, after all his scheming, perishes miserably at
Wakefield. Edward, his son, raised by the aid of War-

VOL. IV F
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wick to the throne, is unable to resist his own sensual
nature, so that the possibility of reigning discovers itself,
though through many obstacles, to Gloucester, his brother,

King Richard I/1. is a continued illustration of the
results of Machiavellian philosophy. After the death of
Edward, Gloucester by secret craft removes out of his
road first his brother and then his nephews; he destroys
by force Rivers, Grey, Vaughan, Hastings, and Bucking-
ham; he prevails by subtle flattery and persuasions
over the weak wills of women like the Lady Anne and
Elizabeth the Queen, whose compliance is necessary to
promote his ends. Yet his wickedness is in vain. His
tyranny overreaches itself ; when Richmond invades the
country all hearts are against Richard; and on the eve
of battle Conscience—the protagonist of the old Moralities
—discloses to him the realities of things. Waking from
his dream he cries :—

Give me another horse : bind up my wounds.
Have mercy, Jesu!—Soft! I did but dream.

O coward conscience, how dost thou afflict me !
The lights burn blue. It is now dead midnight.
Cold fearful drops stand on my trembling flesh.
What do I fear ? myself? there’s none else by :
Richard loves Richard ; that is, I am I.

Is there a murderer here? No. Yes, I am:
Then fly. What, from myself? Great reason why:
Lest I revenge. What, myself upon myself ?
Alack! I love myself. Wherefore? for any good
That I myself have done unto myself ?

O, no! alas! I rather hate myself

For hateful deeds committed by myself!

I am a villain : yet I lie, I am not.

Fool, of thyself speak well : fool, do not flatter.
My conscience hath a thousand several tongues,
And every tongue brings in a several tale,

And every tale condemns me for a villain.
Perjury, perjury, in the highest degree ;

Murder, stern murder, in the dir'st degree ;

All several sins, all used in each degree,
Throng to the bar, crying all, Guilty ! guilty !

I shall despair. There is no creature loves me ;
And if I die, no soul shall pity me:

Nay, wherefore should they, since that I myself
Find in myself no pity to myself?
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Methought the souls of all that I had murdered
Came to my tent; and every one did threat
To-morrow’s vengeance on the head of Richard

Thus the powers of Evil are seen to defeat themselves,
and the poet puts into the concluding speech of Rich-
mond the moral of the whole tetralogy, which he doubtless
intended the audience to apply to themselves and their
own times :—

Proclaim a pardon to the soldiers fled

That in submission will return to us:

And then, as we have ta’en the sacrament,

We will unite the white rose and the red :

Smile heaven upon this fair conjunction,

That long have frowned upon their enmity !

What traitor hears me, and says not amen ?
England hath long been mad, and scarred herself
The brother blindly shed the brother’s blood,

The father rashly slaughtered his own son,

The son, compelled, been butcher to the sire:

All this divided York and Lancaster,

Divided in their dire division.

0O, now, let Richmond and Elizabeth,

The true succeeders of each royal house,

By God’s fair ordinance conjoin together !

And let their heirs, God, if thy will be so,

Enrich the time to come with smooth-faced peace
With smiling plenty and fair prosperous. days !
Abate the edge of traitors, gracious Lord,

That would reduce these bloody days again,

And make poor England weep in streams of blood !
Let them not live to taste this land’s increase
That would with treason wound this fair land’s peace !
Now civil wounds are stopped, peace lives again;
That she may long live here, God say amen !

If the foregoing account of the design of King Henry V1.
and King Richard I11. be just, not only ought all question
as to the authorship of these great plays (for in spite of
many structural defects, great they are) to cease, but a
strong light is thrown on the gradual development of
Shakespeare’s dramatic genius. There is a vast interval
between the mode of conception and execution in 77zus
Andronicus and the mode of conception and execution in
King Henry V1. the half-way stage is found in 7%e Trouble-
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some Raigne of King Jo/n. In the latter play the poet
is first seen to be abandoning the abstract ways of think-
ing which he had followed in 77tus Andronicus. Though
traces of the old influence of the “ Scythian Tamburlaine ”
may be observed in the character of the king, and though
the principle of virza is still exalted in the person of the
Bastard, there is no attempt to introduce into the play
any equivalent to Aaron, the villainous Moor, who rejoices
in the perpetration of evil for its own sake. The poet is
on English ground, limited by the definite facts of English
history, inspired by the interest and sympathy of an Eng-
lish audience. Finding, perhaps almost by chance,in 7/e
Troublesome Raigne, that he possessed the key to this
sympathy and interest, he seems to have prepared his
imagination for a higher flight, and, as he dwelt in
thought upon the ancient life of his country, something of
the solemn spirit that had moved the rude old epic poets
of The Mirvor of Magistrates descended upon the greatest
of dramatists. In the naive and simple narratives of
Fabian, Hall, and Holinshed, a hundred dramatic scenes
and situations suggested themselves to his mind, and his
study of the chronicles may have revealed to him the pro-
founder sense animating the arid personifications of Con-
science and Justice in the old Moralities. Certain it is
that the idea of the drama of life presented in King Henry
Vi, and King Richard III. is far more varied, more
emotional, more religious, more philosophical, than in
Titus Andyonicus, or even The Troublesome Raigne of
King fokn. Marlowe’s favourite type of character is still
prominent, but York, Suffolk, and Richard are not, like
Guise and Mortimer, mere selfish resolute villains, who
have mounted the wheel of fortune only to be precipitated
from a greater height: they are moral agents who, like
Gloucester in King Lear, suffer the consequences of their
own actions :—

The gods are just, and of our pleasant vices
Do make us plagues to scourge us.

In the scene of Cardinal Beaufort’s deathbed, in Clarence’s
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dream, and in the last dream of Richard III., the poet first
showed (in a somewhat melodramatic form) how deeply
he shared the sentiment he afterwards put into the
mouth of Hamlet, that “ Conscience doth make cowards
of us all.”

Germs of other dramatic contrasts, developed in later
dramas, also discover themselves in King Henry VI,
particularly the influence of resolute women on weak or
hesitating men. The aspiring and relentless Margaret is
the natural antithesis to her poor-spirited husband : in the
first scene between the ambitious Duchess of Gloucester
and her husband we have a faint forecast of the relations
between Macbeth and his wife. Indicative above all of
Shakespeare’s wonderful growth in imaginative power are
the admirable scenes representing Cade’s insurrection.
Here, for the first time, the dramatist manifests his
unequalled insight into the character of the crowd. With
something of the resolute force of Tamburlaine, Cade
combines the absurd self-sufficiency and ignorance of
Dogberry and Bottom, and, like those masterful personages,
he is able to impose his will on his still more ignorant
followers, some of whom are quite capable of measuring
his pretensions. Nowhere perhaps has the mixture of
comic and tragic elements in the crowd —its blind
ferocity, its rude humour, its hopeless incapacity of reason-
ing, its rooted prejudice—been so vividly displayed as
in the scene representing the murder of Lord Say.
Scarcely less admirable, as a rendering of the fickleness
of the crowd, is the episode in which the ready and
resolute Clifford persuades the rioters to desert their leader
in the very height of his success: the brief and trenchant
argument between him and Cade is no unworthy anticipa-
tion of the elaborate debates between Menenius and the
tribunes in Coriolanus, or even of the rival speeches of
Brutus and Antony in Jultus Cesar.



CHAPTER 1V

SHAKESPEARE'S EARLIER COMEDIES :
INFLUENCE OF LYLY

NOTHING is more remarkable in the comedies of Shake-
speare than their variety of type. Between the first draft
of The Taming of the Shrew and Twelfth Night there is
as wide an interval, both intellectually and artistically, as
between 7itus Andronicus and King Lear. This interval
is filled with various groups of plays, bound to each other
by a common vein of thought and sentiment, yet separated
by marked differences of comic motive; and in these
groups themselves each particular play is so highly
individualised that no two resemble one another as do the
comedies of Plautus and Terence. Thus while 7/%e ZTam-
ing of 4 Shrew and The Comedy of Errors may be
classed together, each, as compared with Love's Labour's
Lost and The Two Gentlemen of Verona, has a very
specific character of its own ; and the same is true of 4
Midsummer - Night's Dreamn and The Tempest. Equal
versatility is shown by the poet in blending comedy with
tragedy : the character of the grave-digger’s discourse in
Hamlet differs from the wit of the fool in Lear, and both
kinds are as distinct from the raillery of Mercutio in Romzeo
and Juliet as the style of the latter is from the gossiping
chatter of Juliet’s nurse. The reason is that the comedies
and comic scenes in Shakespeare are the product of a great
and philosophic mind, always learning new lessons from
experience and observation, not seeking to express its own
conceptions in a mere abstract form, but patiently striving
70
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to adapt its ideas of life and nature to the actual require-
ments of the stage. Every student of Shakespeare should
be interested in discovering the gradual process by which
he attained to that perfect balance of art which delights
us in plays like 7ke Merchant of Venice, As You Like I,
Twelfth Night, and Muck Ado about Nothing.

When Shakespeare began to write for the stage he
found in existence three types of comedy. One of these
was derived from the Morality. The Morality indeed
was, in intention, not comic but didactic; but it was a
decaying form of entertainment, and the only part of it
suited to the changing taste of the age was the character
of the Vice. In the hands of actors like Tarlton and
Wilson, this part lent itself to exhibitions of broad extem-
pore buffoonery, and the fool’s dress, always worn by the
Vice, appealed to that elementary sense of the ludicrous
which is satisfied with ideas of incongruity. Ina word, the
conception of comedy, bequeathed to the stage by the
Morality, was much the same in quality as the perform-
ances of the clown in the modern pantomime. Speci-
mens of the wit which approved itself to theatrical audi-
ences before the rise of Shakespeare may be seen in
Marlowe’s Faustus and Greene’s Looking Glass for London.

On a higher level stood the type of the New Comedy.
The leading idea of the New Comedy is, up to a certain
point, identical with that of tragedy, being the representa-
tion of Misfortune—misfortune, however, of a kind which
arouses the passion, not of pity and terror, but of laughter,
because we perceive that the situation is not serious or
irremediable, and are in the meantime pleased both with
the sense of our own impunity, as well as with the con-
fusions, mistakes, and intrigues in which other persons are
involved. Rude imitations of the New Comedy, retaining
some characteristics of the Morality, had been introduced
upon the stage in Ralph Roister Doister and Gammer
Gurton’s Needle. George Gascoigne had further refined
the idea of comic action by his translation of Ariosto’s
Suppositi ; and a poor but original attempt to naturalise
the Italian variety of the New Comedy had been made in
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Lyly’s Mother Bombie. From Italy, in fact, English
dramatists and audiences had acquired a knowledge of what
was required for comedy in the way of plot and situation.

There was, however, in the New Comedy a certain
element alien to the spirit of the Middle Ages, at least as
far as that manifested itself in the northern nations of
Europe. Its genius was essentially prosaic. As con-
ceived by the Greeks, its merit lay in the close imitation
of real life both in action and language ; all the intricacies
of plot in the plays of the Latin imitators of the
Greeks, Plautus and Terence, arise out of incidents which
might actually have happened, such as the carrying off of
children by pirates; questions about the rights of citizen-
ship ; marriages between native citizens and slaves or
foreigners.  Something resembling this imitation of
action on the stage was possible in the restricted life
of the self-governing cities of Italy. But nothing like it
was as yet conceivable in the still feudal society of Eng-
land : hence the slowness with which the tradition of the
Moralities was displaced by the action of the New Comedy ;
and hence too the favour at first shown to the “ witty ”
comedies of Lyly, who may be said to have originated the
movement which resulted in the Romantic Comedy of
Shakespeare. Lyly’s first object was to make the action
of his dramas unreal! He chose his subjects almost
invariably from classical mythology. His heroes and
heroines, Midas, Cynthia, Gallathea, and others, were
removed from all touch with ordinary humanity. His
plots were of the most improbable structure. He in-
vested his actions with a kind of fairy atmosphere, and
worked out his dénouements (if indeed his plays can be
said to have any dénouement) by means of divine

1 In the prologue to Endimion he says: ‘ We present neither comedy,
nor tragedy, nor story, nor anything, but whosoever heareth may say this,
Why, here is a tale of the Man in the Moon ” ; in the prologue to Sagko and
Phao: ““In all humbleness we all, and I on knee for all entreat, that your
Highness imagine yourself to be in a deep dream, that staying the conclusion
in your rising your Majesty vouchsafe but to say, and so you awaked” ; in
the prologue to 7ke Woman 1n the Moon :—

‘“If many faults escape in her discourse
Remember all is but a poet’s dream.”
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agencies. And while he thus studied unreality in his
situations, he threw all the strength of his invention into
his dialogue, which he endeavoured to enliven by a con-
stant display of the peculiar form of “wit” that he had
brought into fashion at Court. I have already described
the general characteristics of Lyly’s euphuistic dialogue ;*
the following specimen, taken from his Mydas, will at
once sufficiently illustrate that description, and what will
be said hereafter of the influence of this style on the
early comedies of Shakespeare :(—

Licio. But, soft! here comes Pipenetta, what news ?

PIPENETTA. I would not be in your coats for anything.

Licro. Indeed if thou shouldest rig up and down in our jackets,
thou wouldest be thought a very tom-boy.

Pip. I mean I would not be in your cases.

PETULUS. Neither shalt thou, Pipenetta, for first they are too
little for thy body, and then too fair to pull over so foul a skin.

Pip. These boys be drunk, I would not be in your takings.

Licro. I think so, for we take nothing in our hands but weapons ;
it is for thee to use needles and pins, a sampler not a buckler.

Pip. Nay, then, we shall never have done! I mean I would not
be so curst 2 as you shall be.

PET. Worse and worse! We are no chase (pretty mops) ;3 for
deer we are not, neither red nor fallow, because we are bachelors,
and have not cornucopia, we want heads; hares we cannot be, be-
cause they are male one year, and the next female, we change not
our sex ; badgers we are not for our legs are one as long as another;
and who will take us to be foxes that stand as near a goose and bite
not.

P1p. Fools you are, and therefore good game for wise men to
hunt ; but knaves I leave you for honest wenches to talk of.

Licio. Nay, stay, sweet Pipenetta, we are but disposed to be
merry.

P1p. I marvel how old you will be before you will be disposed to
be honest. But this is the matter, my master has gone abroad, and
wants his page to wait on him; my mistress would rise, and lacks
your worship to fetch her hair.

PET. Why is it not on her head ?

1 See vol. il. p. 362.

2 Tt would appear from the following speech of Petulus that he supposed
Pipenetta to say ¢‘ coursed.”

3 This must necessarily, both for the sense and rhythm of the sentence,
be the true punctuation. Fairholt (Lyly’s editor) reads: * We are no chase
(pretty mops) for deer : we are not, etc.”—which is nonsense, besides destroy-
ing the antithesis.
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P1p. Methinks it should be, but I mean the bair that she must
wear to-day.

Licio. Why doth she wear any hair but her own ?

P1p. In faith, sir, no, I am sure it's her own when she pays for
it. But do you hear the strange news at the Court ?

PET. No, except this be it to have one’s hair lie all night out of
the house from one’s head.

Prp. Tush! everything that Mydas toucheth is gold.

PET. The devil it is.

P1p. Indeed, gold is the devil.

Licio. Thou art deceived, wench, angels are gold. But is it true ?

Prp. True? Why, the meat that he toucheth turneth to gold, so
doth the drink, so doth his raiment.

PET. I would he would give me a good box on the ear that I
might have a golden cheek.

Licto. How happy shall we be if he would but stroke our heads
that we might have golden hairs. But let us all in lest we lose the
virtue of the gift before we have the benefit.

Pip. If he take a cudgel, and that turn to gold, yet beating you
with it, you shall only feel the weight of gold.

PET. What difference to be beaten with gold and to be beaten gold?

P1p. As much as to say, drink before you go, and go before youdrink.

Licio. Come let us go lest we drink of a dry cup for our long

tarrying.!

Another feature in Lyly’s comedies, afterwards most
artistically developed by Shakespeare, was the underplot.
In the New Comedy this portion of the dramatic structure
was not of great importance, because the principle of the
play consisted in the regular evolution of the main plot
by means of &oiws (complication) and Adaws (@dénoue-
ment). But the action in Lyly’s plays being completely
subordinated to the wit of the dialogue, it was the more
necessary for him to keep alive the interest of the audience
by contrasts of character. Accordingly the speeches of
the personages who conduct the thread of the principal
action are, in the majority of his court comedies, followed
by conversational scenes, in which the combats of wit
are maintained with peculiar smartness between speakers
whose presence is not needed to advance the movement
of the play. In Endimion, for example, there is an
underplot exhibiting the ridiculous character of Sir Tophas,
a braggart knight, who is mocked by his pages; in Mydas

v Lilly’s Dramatic Works (Fairholt), vol. ii. pp. 13-15.
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(as is seen from the extract just given) the smart pages
chop comic logic with waiting-women and huntsmen ; in
Gallathea the action is relieved by interludes, representing
the adventures of a cheating alchemist and his apprentices ;
in Campaspe the loves of the heroine and Apelles are
diversified by the invectives of the railing philosopher,
Diogenes.

The first experiment of Shakespeare in comedy was
called 7ke Taming of 4 Shrew. This play was published
in quarto in 1594, and had at that date been probably
several times witnessed in the theatre. Written while the
poet was still under the influence of Marlowe, it cannot
compare as a work of art with the revised version, as it
stands under the title of 7/e 7Taming of THE Shrew. But
considered historically, it is a monument of very great
interest, because we see in it the first rude sketch of the
philosophical idea of life which characterises all Shake-
speare’s mature creations, and also the earliest tentative
efforts of an art unequalled in its power, both of vitalising
the crude subject-matter with which it deals, and of fusing
conflicting principles of thought in a single organic structure.

The main action, the taming of the wilful heroine,
seems to have been borrowed from some Italian story
now lost, though the floating Fablian, of which it is a
variation, survives in the metrical tale of “ The Wife
Lapped in Morel’s Skin.”! For the idea of the disguises
in the play Shakespeare was indebted to Gascoigne’s trans-
lation of the Swuppositi of Ariosto. In that comedy (the
scene of which is laid in Ferrara) the hero Erostrato
has, before the play begins, changed clothes with his
servant Dulipo, in order to be in the same house with
Polynesta, with whom he is in love. Philogano, his
father, is about to arrive from Milan; and the servant,
who is transformed into Erostrato, persuades a Siennese
gentleman, by a cunning device, to personate Philogano.
The appearance of the real Philogano brings on the
dénonement. In imitation of this plot, Aurelio, the prin-
cipal lover in 7%e Taming of 4 Shrew,changes characters

1 Collier, Skakespeare’s Library, Part i. vol. iv. p. 415.
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with his servant Valeria, thereby obtaining admission to
the house of Alfonsus, with whose daughter Phylema he
is in love ; the Duke of Cestus, father of Aurelio, is sub-
stituted for Philogano ; and Philotus, a merchant, takes the
place of the personating Siennese in the Swugposzti. As to
what is original in the conception of the play, Shakespeare’s
inimitable vein of comic characterisation displays itself
in the slight but firm sketches of Ferando, the prototype
of Petruchio, and of Sandar, who, in 7/4¢ Taming of THE
Shrew, is developed into Grumio. All the scenes of the
taming in that comedy—the “beef and mustard episode,”
with those of the tailor, the question as to the time of day,
as to the moon and sun, and as to the sex of the Duke of
Cestus (or Vincentio)—appear in the early play ; so, too,
does the final wager as to the obedience of the wives ;
moreover, a good deal of the dialogue of the older play
is transplanted without alteration into 7/%e Taming of THE
Shrew.

Turning from the play to the Induction, we feel the
first stirring of the serene and beautiful imagination which
at a later date created the atmosphere of A Midsummer-
Night's Dream. The idea of this part of the work was
suggested by a story called 7/e Waking Man's Dream,
the incidents of which are related as having happened to
Philip, Duke of Burgundy, though they are only an
adaptation of the tale of Abou Hassan in the Arabian
Nights. That profound sense of earthly vanity which
pervades all Shakespeare’s dramatic writings is graphically
expressed in the opening of the story, and as it may have
been this moral tradition, inherited from the Gesta
Romanorum, that first touched the poet’s philosophical
imagination, I here transcribe the passage :—

What hath our pride and pomp availed us ? say those poor
miserable souls shut up in the infernal prisons; where is our
bravery become, and the glorious show of our magnificence? all
these things are passed like a flying shadow, or as a post who
hastens to his journey’s end. This is it which caused the ancient
comic poet to say that the world was nothing but an universal
comedy, because all the passages thereof serve to make the
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wisest laugh ; and according to the opinion of Democritus, all
that is acted on this great theatre of the whole world differs in
nothing from that which has been acted on a player’s stage: the
mirror which I will here set before your eyes will so lively express
all these inventions, and so truly show the vanities of all the great-
ness and opulencies of the earth, that although in these events I
gather not either examples not far distant from our times, or
that have been published by any other writer, yet I believe that
the serious pleasantness of this one will supply its want of
novelty, and that its repetition will neither be unfruitful nor
unpleasing.!

It is to be noted that the idea of vanity runs all
through 7he Taming of 4 Shrew, in which play Chris-
topher Sly continues to comment on the action almost up to
the close, when, having again fallen asleep, he is conveyed
back to the spot from which he was taken, to marvel on
awaking at the distinctness of his dream: in the revised
Taming of THE Shrew, on the other hand, Sly is represented
as on the point of falling asleep at the end of the first
scene of the first act, after which we see no more of him.

In the dramatic representation of the unreality of
things, Shakespeare, as I have said, had been anticipated
by Lyly. But both in this and in the other points that
have been mentioned his genius is still seen in embryo.
The episode of Sly in ZVe Taming of 4 Shrew wants
altogether the rich colouring and admirable chiaroscuro
which give such an air of truth and poetry to the later
Induction. Still more unsatisfactory is the management of
the plot of the play. No explanation is given of the
necessity of the exchange of identities between the master
Aurelio and the servant Valeria ; the latter, after agreeing
to personate the Duke of Cestus’s son, is introduced,
without any adequate reason, as a teacher of music into
the house of Alfonsus; there is nothing to account for
the personation of Aurelio’s supposed father by the mer-
chant Philotus ; there is no inducement in the way of
dowry to attract Ferando, the original of Petruchio, tc
marry Kate. When Shakespeare came to judge his
play with mature experience, he saw in how many points

1 Shakespeare’s Library, Part i. vol. iv. p. 408.
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it violated the law of probability, and how inferior in this
respect it was to its model the Sugpositi of Ariosto. In
transforming the comedy, he accordingly took great pains
to rectify these mistakes, and with such success that, in
The Taming of THE Shrew, there is no fault to be found
with the reasons for Lucentio’s (Aurelio’s) change of
character with Tranio (Valeria), or with the manner in
which the former obtains an opportunity of intercourse
with Bianca (Phylema). All that part of the Swuppositi
relating to the arrival of Erostrato’s (Aurelio’s, afterwards
Lucentio’s) father, which had been originally slurred over,
is now carefully worked out; the reason for Petruchio’s
(Ferando’s) wooing becomes apparent; and his char-
acter, with that of his servant Grumio (Sandar), is made
clear, forcible, and consistent.

Passing from T/e Taming of 4 Shrew to The Comedy
of Errors, we observe a very close connection in thought
between the two plays, but a very decided advance in
dramatic skill in the later composition. This we know
for certain was written before 1598: the versification,
which in parts has some resemblance to the metre of the
Moralities, suggests that it preceded A Midsummer-
Night's Dream ; and for other reasons, to be presently
noticed, it may be taken as an earlier production than
Loves Labour's Lost. In The Comedy of Errors the
motive of confusion and mystification which inspired the
Induction to The Taming of 4 Shrew is vigorously
worked. The plot was suggested by, and in great part
adapted from, the Menwechmi of Plautus. Whether
Shakespeare knew this comedy in the original is a ques-
tion that has been debated with much vivacity between
the opposite parties, who are concerned to prove either
the poet’s learning or his want of learning. Those who
lay stress on Ben Jonson’s testimony, that Shakespeare
had “small Latin and less Greek,” think he must have
been indebted to William Warner’s translation of the
Menechmi, though this was not published till 1595,
Considering, however, that Plautus and Terence were
then studied in the English grammar schools, it does not
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seem unreasonable to suppose that a knowledge of these
authors formed part of Shakespeare’s stock of Latin,
-which may well have seemed “ small ” to the erudite Ben
Jonson without being in itself despicable; and I may
observe, what I have never seen noticed, that Shakespeare
was evidently acquainted not only with the Menachms,
but with the Awmphitruo, and that, at a later date, he
borrowed from Plautus’s Mostellaria the names of Tranio
and Grumio for 7%e Taming of THE Shrew. The matter
is not of importance ; it is of far more interest to mark
the great advance in dramatic skill, exhibited in the hand-
ling of plot and character in 7/e Comedy of Errors, when
compared with the play we have just been examining.

As in The Taming of 4 Skhrew, so in The Comedy of
Errors, the poet is seen to have brought together materials
from various quarters, for while the main situation is
borrowed from the Men@chmi, the reduplication of the
confusion by the introduction of the twin slaves is suggested
by Sosia and his double in the Amphkitruo; on the other
hand, the misadventure of Ageon, whose person is required,
both to explain the position of affairs at the opening of
the play, and for the final dénouement, is taken from the story
told to the Siennese traveller in the Supposzti of Ariosto.
Shakespeare excels Plautus—who is content with ex-
plaining the initial entanglement in a Prologue—as much
in the development of the situation, as in the bold
ingenuity with which he steers the action through the
fourfold complications, caused by the likeness between the
two sets of twins ; indeed the whole movement of the play
offers a remarkable contrast to the uncertain handling of
the plot in Tke Taming of 4 Shrew. Not less admirable
is the versatility shown in the representation of character.
The contrast between the two Antipholuses ; the charm-
ingly outlined person of Luciana (a very delicately-con-
ceived substitute for the father-in-law in the Menwchnii);
the mingled devotion and jealousy in the aggrieved wife,
Adriana ; the tact and wisdom with which she is reproved
by the Abbess; the farcical intervention of Dr. Pinch (a
good - humoured satire on the pretensions of certain
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Puritan divines to deal with cases of persons supposed to
be possessed)—all this indicates what a stride in dramatic
invention had been made by the poet since his first essay
in comedy.

But, as is the case in 7/ke Taming of 4 Shrew, the
most interesting feature in 7/e Comedy of Ervors, viewed
historically, is its illustration of the manner in which
Shakespeare learned from the art of earlier poets to pro-
duce that unreal and poetical atmosphere which is the
great charm of what may be called his Comedies of
Illusion. The most imaginative comic effect in this play
is the state of mind produced respectively in Antipholus
and in Dromio of Syracuse by the unexpected treatment
they receive from the inhabitants of Ephesus. The slave
simply doubts his own identity. When claimed by the
Ephesian cook-maid as her lover, he runs away till he
meets his master :—

ANT. SYR. Why, how now, Dromio! where runn’st thou so
fast ?

DRro. S. Do you know me, sir? am I Dromio? am I your man ?
am I myself ?

ANT. S. Thou art Dromio, thou art my man, thou art thyself.

Dro. S. I am an ass, | am a woman’s man, and beside myself.

Antipholus, equally perplexed, is more subtle in his
reasoning.  After being addressed by Adriana, his
brother’s wife, as her husband, he asks :—

Am I in earth, in heaven, or in hell ?
Sleeping or waking ? mad or well advised ?
Known unto these, and to myself disguised !
I'll say as they say, and persever so,

And in this mist at all adventures go.2

Aftewards he ascribes his adventures to the witchcraft
of the city :—

There’s not a man I meet but doth salute me
As if T were their well-acquainted friend ;
And every one doth call me by my name.
Some tender money to me ; some invite me;

1 Comedy of Errors, Act iii. Sc. 2.
2 7bid. Act ii. Sc. 2.
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Some other give me thanks for kindnesses ;
Some offer me commodities to buy :

Even now a tailor called me in his shop,

And showed me silks that he had bought for me,
And therewithal took measure of my body.

Sure, these are but imaginary wiles,

And Lapland sorcerers inhabit here.l

Finally, he is driven to desperation; while Dromio,
who has become reconciled to the situation, as is natural
to his grosser nature, is quite ready to stay in the city of
witches.

ANT. S. I see these witches are afraid of swords.

DRo. S. She that would be your wife now ran from you.

ANT. S. Come to the Centaur ; fetch our stuff from thence :

I long that we were safe and sound aboard.

DRro. S. Faith, stay here this night; they will surely do us no
harm : you saw they speak us fair, give us gold : methinks they are
such a gentle nation that, but for the mountain of mad flesh that
claims marriage of me, I could find in my heart to stay here still and
turn witch.

ANT. S. 1 will not stay to-night for all the town ;

Therefore away, to get our stuff aboard.2

To represent a man so puzzled as to doubt about his
own identity was a conception well within the reach of
the ancient comic dramatist; and Plautus had furnished
an example of it in the Sosia of his Amplistruo, which had
been crudely copied in the Jenkin Careaway of the old
Morality, Jack Juggler® But the more spiritual form of
illusion found in /e Comedy of Errors, as in the Induction
to The Taming of 4 Shrew,is entirely medieval, and was
imported into those plays by Shakespeare from the ex-
amples furnished to him in Lyly’s Endimion, in which the
action is affected by the agency of fairies, witches, enchanted
fountains, and human beings transformed into trees.

From Lyly, too, Shakespeare took the idea of the

1 Comedy of Errors, Act iv. Sc. 3.
2 [bid. Act iv. Sc. 4.

3 SosIA. . . Di immortales, obsecro vestram fidem,

Ubi ego perii? ubi immutatus sum ? ubi ego formam perdidi?

An egomet me illic reliqui, si forte oblitus fui ?

Nam hic quidem omnem imaginem meam, qua antehac fuerat,

possidet.—Amphitruo, Act i. Sc. 1. 299.

Compare vol. ii. p. 355.

VOL. 1V G
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underplot, in which some well-marked character, not abso-
lutely necessary to the evolution of the main plot, is
brought on the stage to amuse the audience with his oddities
and witty abuse of language. In Z7%e Comedy of Errors
this part is filled by Dromio of Syracuse, and the follow-
ing specimen of dialogue, entirely different in style from
anything in ZThe Taming of 4 Shrew, will, when compared
with the extract I have given from Mydas,' furnish ample
evidence of the cause of the change in Shakespeare’s
comic manner :(—

Dro. S. Well, sir, I thank you.

ANT. S. Thank me, sir! for what ?

DRroO. S. Marry, sir, for this something that you gave me for
nothing.

ANT. S. I'll make you amends next, to give you nothing for
something. But say, sir, is it dinner-time ?

DRrO. S. No, sir: I think the meat wants that I have.

ANT. S. In good time, sir; what’s that?

Dro. S. Basting.

ANT. S. Well, sir, then ’twill be dry.

Dro. S. If it be, sir, I pray you, eat none of it.

ANT. S. Your reason?

Dro. S. Lest it make you choleric and purchase me another
dry basting.

ANT. S. Well, sir, learn to jest in good time: there’s a time for
all things.

DRro. S. I durst have denied that, before you were so choleric.

ANT. S. By what rule, sir?

DRro. S. Marry, sir, by a rule as plain as the plain bald pate of
father Time himself.

ANT. S. Let’s hear it.

DRro. S. There’s no time for a man to recover his hair that
grows bald by nature.

ANT. S. May he not do it by fine and recovery ?

DRo. S. Yes, to pay a fine for a periwig, and to recover the lost
hair of another man.

ANT. S. Why is Time such a niggard of hair, being, as it is,
so plentiful an excrement ?

DRro. S. Because it is a blessing that he bestows on beasts ; and
what he hath scanted men in hair he hath given them in wit.

ANT. S. Why, but there’s many a man hath more hair than wit.

DRro. S. Not a man of those but he hath the wit to lose his hair.

ANT. S. Why, thou didst conclude hairy men plain dealers
without wit.

1 See p. 73.
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Dro. S. The plainer dealer, the sooner lost; yet he loseth it
in a kind of jollity.

ANT. S. For what reason ?
Dro. S. For two ; and sound ones too.
ANT. Nay, not sound, I pray you.

S.
DRro. S. Sure ones then.
ANT. S. Nay, not sure, in a thing falsing.
Dro. S. Certain ones then.
ANT. S. Name them.

DRro. S. The one, to save the money that he spends in tiring ;
the other that at dinner they should not drop in his porridge.

ANT. S. You would all this time have proved there is no time for
all things.

DRroO. S. Marry, and did, sir; namely, no time to recover hair
lost by nature.

ANT. S. But your reason was not substantial, why there is no time
to recover.

Dro. S. Thus I mend it: Time himself is bald and therefore to
the world’s end will have bald followers.

ANT. S. I knew ’twould be a bald conclusion.!

Love's Labour's Lost marks a further stage of comic
invention. This play, which is among those mentioned by
Meres in 1598, is recorded as having been acted as early
as 1597 ; and though this was probably not the first
representation, yet since all the characteristics of Lyly’s
style are carried in it to a very high point of development,
it is reasonable to suppose that it was written after the
Comedy of Errors; on the other hand as, like that play, it
contains passages in the lumbering metre of the Moralities,
it may be set down as anterior to 4 Midsummer-Night's
Dream, in which this style completely disappears. The
poet, in respect of plot and action, is seen to be gradually
departing from the principle of the New Comedy, whether
in its Latin or Italian form, but to have not yet arrived at
the romantic principle on which he constructed his later
plays. As to what was suggested to him by external
stories, we can only say that the negotiation between the
Courts of France and Navarre respecting the sale of
territory is historical ;> otherwise, most of the incidents
seem to be of his own invention. The complication of

1 Comedy of Errors, Actii. Sc. 2. Compare extract from Mydas, pp. 73-74-.
2 See Collier'’s Skakespeare’s Library, Part i. vol. i. p. I.
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the plot, unlike that of the Comedy of Ervors, is extremely
simple, being produced partly by the devices of the
leading personages to escape from the consequences of a
rash vow, partly by the assuming of disguises and the
misdelivery of letters. On the other hand, there is a
great advance in the power of character-drawing. The
persons of the witty Biron, the extravagant Armado, the
pedantic Holofernes, and the stupidly-conceited Costard,
are all firmly sketched, and give promise of the finer
execution afterwards attained in such characters as Bene-
dick, Malvolio, and Dogberry. They are, however, taken
from a comparatively narrow range of observation, and all
the strength of the dramatist is thrown into his dialogue.

Love’s Labour's Lost may, in fact, be regarded as a
study of absurdity in the abuse of language, intentional or
unintentional, by all orders of society, from the courtier to
the clown. Lyly’s euphuistic manner is partly imitated
as in itself a species of comic wit, and partly ridiculed as
an exhibition of human folly ; the various examples of
courtly, scholastic, and rustic pedantry are contrasted with
each other in the nicest gradations. In each form of
speech, however, the influence of Euphues is apparent.
The chivalrous idea of gallantry, inherited from the Courts
of Love, and modified by Lyly, animates the combats of
wit between Biron, on the one side, and Boyet and the
ladies on the other ; the love sonnets resemble some of
Shakespeare’s own in the euphuistic extravagance of their
metaphor ; while the logical and verbal conceits, which
Lyly had brought into fashion, are illustrated in the
following speech of Biron :—

The king he is hunting the deer; I am coursing myself:
they have pitched a toil; I am toiling in a pitch,—pitch that
defiles : defile! a foul word. Well, set thee down, sorrow! for
so they say the fool said, and so say I, and I the fool: well
proved, wit! By the Lord, this love is as mad as Ajax: it kills
sheep; it kills me, I a sheep: well proved again o my side!
etc., etc.!

Euphues’ ridiculous precision is amusingly hit off in

1 Lowe’s Labour’s Lost, Act iv. Sc. 3.
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Don Armado, who, with his page Moth, is, I think, cer-
tainly an improved version of Sir Tophas and his page,
Epiton, in Lyly’s Endimion. The lofty gravity, with which
the Spaniard proclaims his passion for the stolid Jaquen-
etta, is a curious anticipation—though the absurdity takes
a different form—of Don Quixote and his Dulcinea : —

I do affect the very ground, which is base, where her shoe,
which is baser, guided by her foot, which is basest, doth tread.
1 shall be forsworn, which is a great argument of falsehood, if I
love. And how can that be true love which is falsely attempted ?
Love is a familiar; Love is a devil: there is no evil angel but
Love. Yet was Samson so tempted, and he had an excellent
strength ; yet was Solomon so seduced, and he had a very good
wit.  Cupid’s butt-shaft is too hard for Hercules’ club; and
therefore too much odds for a Spaniard’s rapier. The first and
second cause will not serve my turn; the passado he respects
not, the duello he regards not: his disgrace is to be called boy ;
but his glory is to subdue men. Adieu, valour! rust, rapier! be
still, drum! for your manager is in love; yea, he loveth. Assist
me, some extemporal god of rhyme, for I am sure I shall turn
sonnet. Devise, wit; write, pen; for I am for whole volumes
in folio.1

In Love's Labour's Lost the underplot is brought into
great prominence. Don Armado is the pivot on which it
turns, but many other characters revolve round him, of whom
perhaps, the most notable is Holofernes, the schoolmaster,
a person reflecting in a ridiculous form the conceit of the
schoolmen at the Universities. There is considerable
humour in the dialogue between this pedant, his admirer,
Sir Nathaniel, the curate, and Dull, the constable :—

DULL. You two are book-men ; can you tell me by your wit
What was a month old at Cain’s birth, that’s not five
weeks old as yet?
HOLOFERNES. Dictynna, goodman Dull ; Dictynna, goodman Dull

DuLL. What is Dictynna ?
NATHANIEL. A title of Pheebe, to Luna, to the moon.
HoL. ‘The moon was a month old when Adam was no more,
And raught not to five weeks when he came to five-
score.
The allusion holds in the exchange.
DuLL. "Tis true indeed; the collusion holds good in the
exchange.

1 Love's Labcur’s Lost, Acti. Sc. 2.
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HoL. God comfort thy capacity! I say, the allusion holds in
the exchange.

DuLL. And 1 say, the pollusion holds in the exchange; for
the moon is never but a month old: and I say besides, 'twas a
pricket that the princess killed.

HoL. Sir Nathaniel, will you hear an extemporal epitaph on the
death of the deer? And, to humour the ignorant, call I the deer
the princess killed a pricket.

NaTH. Perge, good master Holofernes, perge ; so shall it please
you to abrogate scurrility.

HoL. I will something affect the letter, for it argues facility.

The preyful princess pierced and pricked a pretty
pleasing pricket ;

Some say a sore ; but not a sore, till now made sore
with shooting.

The dogs did yell: put L to sore, then sorel jumps
from thicket ;

Or pricket sore, or else sorel; the people fall
a-hooting.

If sore be sore, then L to sore makes fifty sores one
sorel.

Of one sore I an hundred make by adding but one
more L.

NaTH. A rare talent.

DuLL (aside). If a talent be a claw, look how he claws him
with a talent.

Hor. This is a gift that I have, simple, simple; a foolish
extravagant spirit, full of forms, figures, shapes, objects, ideas,
apprehensions, motions, revolutions : these are begot in the ventricle
of a memory, nourished in the womb of pia mater, and delivered
upon the mellowing of occasion. But the gift is good in those in
whom it is acute, and I am thankful for it.

NATH. I praise the Lord for you: and so may my parishioners ;
for their sons are very well tutored by you, and their daughters profit
very greatly under you: you are a good member of the common-
wealth.

HoL. Mehercle, if their sons are ingenuous, they shall want no
instruction ; if their daughters are capable, I will put it to them:
but vir sapit qui pauca loquitur.!

Although the confusions arising from illiterate punctua-
tion had been comically represented in Ralpk Roister
Doister? 1 am not aware that the blunders in language
of rustics had been made the subject of ridicule on any
stage before Dull and Costard started a tradition which

1 Love’s Labowr’s Lost, Act iv. Sc. 2. 2 See vol. ii. p. 356.
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was continued in English comedy, through Bottom and
Dogberry, down to Mrs. Malaprop. Shakespeare, however,
was under some obligation to a predecessor. The
character of the pompous official, who reasons syllo-
gistically to absurd conclusions, had been already repre-
sented by Lyly in Endimion; and in the following
passage from that play, joined to the humours of the
constable and the clown in Love's Labour's Lost, we have
the germs of the inimitable follies of the watchmen in
Much Ado About Nothing .—

Enter the Watch.

DARES. But I pray, sirs, may we see Endimion ?

2nd WATCHMAN. No, we are commanded in Cynthia’s name that
no man see him.

Samias. No man? Why, we are but boys.

1st WATCHMAN. Man, neighbours, he says true; for if I swear
I will never drink my liquor by the quart, and yet call for two pints,
I think with a safe conscience I may carouse both.

DaR. Pithily, and to the purpose.

2nd WATCH. Tush, tush, neighbours, take me with you.

SaMm. This will grow hot.

DAR. Let them alone. .

2nd WATCH. If I say to my wife, Wife 1 will have no raisins
in my pudding, she put in currants; small raisins are raisins, and
boys are men. Even as my wife have put no raisins in my pudding,
so shall no boys see Endimion.

DaAR. Yourself.

Ep1. Let Master Constable speak ; I think he is the wisest among
you.

MASTER CONSTABLE. You know, neighbours, ’tis an old-said saw,
Children and jools speak true.

ALL. True.

MASTER CONSTABLE. Well, there you see the men to be fools,
because it is provided from the children.

DAR. Good.

MASTER CONSTABLE. Then say I, neighbours, that children
must not see Endimion, because children and fools speak true.

EPpL. O wicked application !

SaM. Sincerely brought about.

1st WATCH. Nay, he says true : and, therefore, till Cynthia have
been here he shall not be uncovered. Therefore, away !

DaAR. A watch, quoth you? A man may watch seven years for
a wise word, and yet go without it. Their wits are as rusty as their
bills.1

1 Lilly’s Dramatic Works (Fairholt), vol. i. pp. 54-55,
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I now come to what is, historically, a very interesting
play, as it marks a turning-point in Shakespeare’s poetical
careet. The Two Gentlemen of Verona was first
published in the folio of 1623, but we are unable to
determine accurately the date of its earliest representation
on the stage; though, as it is mentioned by Meres, we
know that it must have been acted before 1598. Looking
to the direct imitation of Lyly’s style in parts of it, I
imagine that it must, broadly speaking, have belonged to the
same period as Love's Labour's Lost ; but I take it to have
been written later, because the principle of romance for the
first time enters into the plot, and also because the char-
acter of Launce is a more finished study in comic euphuism
than such characters of low life as Costard and Dull. On
the other hand, I think it likely that it preceded A Mid-
summer-Night's Dream, because in the latter play the
element of euphuism is entirely subordinated to the comic
situation brought about by the fairy machinery. Other-
wise there is an obvious similarity in poetical principle
between 7ke Two Gentlemen of Verona and portions of
both the other dramas I have mentioned, which are them-
selves also akin in spirit to 7/%e Comedy of Evrors. The
poet in all these plays finds his comic motive in the con-
fusions and cross-purposes of life ; but while in 7%e Comedy
of Errors confusions are brought about by a freak of
nature, and in Love's Laboxr's Lost either by the natural
stupidity or the deliberate artifices of men, in 7/4e Two
Gentlemen of Verona the main complication is caused by
the serious agency of love.

This play is, in fact, the first of Shakespeare’s tragi-
comedies, and also the first in which he reflects deeply on
the nature of a passion which, above all others, discloses
the frailties of the human will. On the one hand, 77¢
Two Gentlemen of Veroma touches the tragedy of Romco
and Juliet, which it also resembles in the poetical euphuism
of its style ; on the other, it is the precursor of that series
of dramatic romances with a happy ending, comprising
The Merchant of Venice, As You Like It, Much Ado About
Nothing, All's Well that Ends Well, Measure for Measure,
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and 7he Winter's Tale. The tragic element appears in
the corrupting influence of selfish passion on the character
of Proteus, and in the pathetic situation of the injured
Julia. In this character the romance of the play centres.
The story is suggested by the Dziarna Enamorada; but,
when Julia is compared with Viola in Zwelfth Night, we
see how gradually Shakespeare arrived at his final con-
ception of the self-devotion which is the crowning beauty
of woman. What seems mainly to have impressed him in
the idea of Z/e Two Gentlemen of Verona, as afterwards
in 4 Midsummer-Night's Dream, is the contrariety in
the fortunes of true love. This is made apparent in the
speech of Julia, when she has undertaken to fetch Silvia’s
picture for Proteus—the climax of the romance :—

How many women would do such a message ?

Alas, poor Proteus! thou hast entertained

A fox to be the shepherd of thy lambs.

Alas, poor fool! why do I pity him

That with his very heart despiseth me ?

Because he loves her, he despiseth me

Because I love him, I must pity him.

This ring 1 gave him when he parted from me,

To bind him to remember my good will ;

And now am I, unhappy messenger,

To plead for that which I would not obtain,

To carry that which I would have refused,

To praise his faith which I would have dispraised ?

I am my master’s true-confirmed love ;

But cannot be true servant to my master,

Unless I prove false traitor fo myself.

Yet will I woo for him, but yet so coldly

As, heaven it knows, I would not have him speed.l

The dramatic interest, therefore, lies in the external com-
plexity of the situation, not, as in Zwelfth Night, in the
complete self-surrender of the will, illustrated by the im-
passioned pleading of Viola to Olivia on behalf of the Duke.

The comic element in the play is developed, in the
underplot, by means of the characters of the two servants
Launce and Speed. These are modelled on the characters
of Licio and Petulus, in Lyly’s Mydas,; and one scene is
imitated directly from that play, as may be seen from a

1 7wo Gentlemen of Verona, Act. iv. Sc. 4.
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comparison between the soliloquy of Launce, beginning,
“I am but a fool, look you,” and followed by the dialogue
between himself and Speed (in which there is a catalogue
of his mistress’s qualities) and the conversation between
Licio and Petulus, as, for example :

Licro. But, sirrha, for thy better instruction I will unfold every
wrinkle of my mistress’ disposition.

PETULUS. I pray thee do.

Lic. But for this time I will only handle the head and purtenance.

PET. Nothing else ?

Lic. Why, will not that be a long hour’s work to describe that is
almost a whole day’s work to dress ?

PET. Proceed.

Lic. First, she hath a head as round as a tennis ball,
Etc. Etcl

After which they proceed to entertain the audience with a
display of verbal repartee in the—it must be confessed—
eminently tedious vein of Shakespeare’s two servants.
The wit of Launce in 7/%e Two Gentlemen of Verona is
grounded on what Speed calls “ your old vice still : mistake
the word”: Speed’s talent lies in bringing his logic to
absurd conclusions : both are dramatic inventions of the
author of Euphues.

In other respects the play exhibits, germinally, many
of the characteristics of Shakespeare’s finest work. The
poet’s power of bringing together materials from different
quarters is conspicuously displayed. Besides his obliga-
tions to the Diana Enamorada, Sidney’s Arcadia furnishes
him with two suggestions: the close friendship between
Valentine and Proteus, imitated from the friendship
between Pyrochles and Musidorus; and the election of
Valentine to be captain of the outlaws, as Pyrochles in the
Arcadia is chosen leader of the Helots. With this romantic
atmosphere are also very happily blended allusions to actual
life, as in the description Panthino gives of the habits of
modern travel among the English aristocracy :—

Men of slender reputation

Put forth their sons to seek preferment out :
Some to the wars, to try their fortune there ;

v Lilly’s Dramatic Works (Fairholt), vol. ii. p. 11.
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Some to discover islands far away ;
Some to the studious universities.!

The humours of the servants afford a pleasant contrast
to the misfortunes of the leading personages. On the
other hand, the structure of the play is somewhat feeble.
The underplot—if the conversations between Launce and
Speed can be so called—is connected very slenderly with
the main plot; and the principal action itself is not
developed in such a manner as to explain the extra-
ordinary inconsistencies of character; there is, for
example, nothing to render probable the depths of
baseness and treachery to which Proteus suddenly sinks
in his passion for Silvia; still more unnatural is his
abrupt reconversion to virtue; most incredible of all,
the offer of Valentine to resign the love of his mistress
in favour of his mean-spirited friend.

In A Midsummer - Nights Dream Shakespeare’s
comedy attained the perfection of the art of producing
laughter by the misfortunes of mortals arising out of
confusion and error. The plot of this play combines
three elements of confusion: the mistakes about persons
represented in 7/e Comedy of Errors; the cross-purposes
of lovers represented in 7/4e Two Gentlemen of Verona,
the misuse of words and logic, ridiculed both in the
latter play and in Love's Labour’'s Lost,; but a super-
natural element fusing all these principles in one, and
controlling the whole machinery of the drama, is now intro-
duced by the introduction of fairy agents. The art and
finish of this most lovely play argue it to be a later pro-
duction than those we have already examined, and though
we have no certain record to determine the date of its
composition, it may with some confidence be assigned to
1595 or 1596, since the speech of Titania about the dis-
ordered course of the seasons was doubtless inspired by
the extraordinary conditions of the weather in the years
1594 and 1595. In the masterly execution of the gene-
ral design, Shakespeare’s obligations to Lyly are fully
apparent. I have said that the atmosphere of dream and

1 Two Gentlemen of Verona, Act i. Sc. 3.
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illusion, introduced in the Induction to 7/e Zawung of
A Shrew, is to be found first in the plays of the elder
poet ; even the suggestion of Bottom and the elves is
anticipated in a scene of Ewdimion in which a company
of fairies surround and pinch a loutish character called
Corsites.! In the cold moonlight of Lyly’s fancy these
detached episodes produce little effect ; but Shakespeare’s
supreme imagination understood how to combine them,
and to people the world of dreams with invisible beings,
affecting with their freaks the fortunes of the mortal
actors. The materials for his creation lay immediately
before him in the superstitions of the country, but hitherto
the “spark from heaven” had been wanting to call into
existence the court of Oberon and Titania.

Lyly, again, had furnished Shakespeare with the idea of
the underplot contrasted with the principal plot, and the
latter had advanced considerably on the invention of his
master in Love's Labour's Lost and The Two Gentlemen of
Verona ; but the humours of pedantic or ignorant persons in
these earlier comedies are introduced almost irrelevantly ;
they are now woven in an admirably artistic manner into the
texture of the Midsummer-Night's Dream. The marriage
of Theseus and Hippolyta, so felicitously anticipated at
the opening, helps to connect the action at once with the
complications occasioned by the fortunes of the two pairs
of lovers, and with the loyal exhibition of Bottom and his
friends ; the fairy machinery in the same way is employed
to confound equally the intentions of the principal actors
and those of the performers in the rustic drama. The
question has been asked why the play should be called
A Midsummer-Night's Dream ; since the time is not mid-
summer, and the main action is a reality ; indeed, Shake-
speare himself seems to have felt that he must reckon with
prosy criticism of this kind, for he supplies an answer,
conceived in the spirit of Lyly, in the Epilogue :—

If we shadows have offended,

Think but this, and all is mended,
That you have but slumbered here

lLilly"’sr b;;matz'c Wortks (Fairholt), vol. i. p. 57.
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While these visions did appear.
And this weak and idle theme,
No more yielding but a dream,
Gentles, do not reprehend—

an argument implying that the essence of the comedy lies
in the fairy machinery, which explains the course of affairs
to the spectators, but not to the actors. So admirably is
the action managed, that the elves are visible to none of the
mortals except Bottom, who, as becomes his character
accepts the facts of his “translation” with the fine com-
posure of Christopher Sly under slightly different circum-
stances. The dénouement of the play, as well as its
complication, depends on the will of the elves; the
misfortunes they bring about last for the night; but “joy
cometh in the morning ” : everything therefore that passes
may be considered as much a dream as was the play of
The Taming of 4 Shrew to the hero of its Induction.

Not less beautiful is the vein of feeling which connects
the underplot, representing the performance of the absurd
interlude, with the idea of illusion pervading the play
itself. The device of the Induction t0 74e Taming of 4
Shrew is here inverted, Theseus being made to choose for
his entertainment the drama of Pyramus and Thisbe, in a
speech of the finest humanity, which shows with what
admirable skill Shakespeare had transplanted both the
idea of comic incongruity and the classicalism of Lyly
from the sphere of mere words into the region of life and
emotion :—

THESEUS. [Reads] “The battle with the Centaurs, to be sung
By an Athenian eunuch to the harp.”
We'll none of that: that have I told my love,
In glory of my kinsman Hercules.
[Reads] “The riot of the tipsy Bacchanals,
Tearing the Thracian singer in their rage.”
That is an old device ; and it was played
When I from Thebes came last a conqueror.
[Reads] ¢ The thrice three Muses mourning for the death
Of Learning, late deceased in beggary.”
That is some satire, keen and critical,
Not sorting with a nuptial ceremony. :
[Reads] “A tedious brief scene of young Pyramus
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And his love Thisbe ; very tragical mirth.”
Merry and tragical! tedious and brief!
That is, hot ice and wondrous strange snow.
How shall we find the concord of this discord ?
PHILOSTRATE. A play there is, my lord, some ten words long,
Which is as brief as I have known a play ;
But by ten words, my lord, it is too long,
Which makes it tedious ; for in all the play
There is not one word apt, one player fitted ;
And tragical, my noble lord, it is;
For Pyramus therein doth kill himself.
Which, when I saw rehearsed, I must confess
Made mine eyes water ; but more merry tears
The passion of loud laughter never shed.
THE. ‘What are they that do play it?
PHIL. Hard-handed men that work in Athens here,
‘Which never laboured in their minds till now,
And now have toiled their unbreathed memories
With this same play, against your nuptial.
THE. And we will hear it.
PHIL, No, my noble lord ;
It is not for you: I have heard it over,
And it is nothing, nothing in the world ;
Unless you can find sport in their intents,
Extremely stretched and conned with cruel pain,
To do you service.
THE. I will hear that play,
For never anything can be amiss,
When simpleness and duty tender it.
Go, bring them in : and take your places, ladies.!

A similar vein of euphuistic wit runs through the
comments of the spectators of the play, always, however,
mitigated with the same humane consideration, arising out
of a sense of human vanity, on the part of Theseus, as,
for example :(—

HippoLYTA. This is the silliest stuff that ever I heard.

THESEUS. The best in this kind are but shadows, and the
worst are no worse, if imagination amend them.

Hip. It must be your imagination then, not theirs.

THE. If we imagine no worse of them than they of themselves,
they may pass for excellent men.2

In many respects 7/e Tempest is a companion drama

1 Midsummer-Night's Dream, Act v. Sc. 1.
2 Jbid, Actv. Sc. 1.



v SHAKESPEARE'S EARLIER COMEDIES 95

to A Midsummer - Night's Dream. Very conflicting
opinions, however, have been formed as to the date of the
composition of the former play. It is first mentioned,
under its present name, as having been acted before
James I. on All-Hallows Night in 1611 ; and though, this
fact does not in itself prove the comedy to have been then
a new one, Malone set it down to the year 1610,
supposing it to have been suggested by the shipwreck
of Sir George Somers and Sir Thomas Gates in the
Bermudas in 1609, the story of which had been told in
Sil Jourdan’s Discovery of the Bermudas, published in
1610. To this hypothesis there are some very strong
objections. In the first place, the spirit pervading
the play is quite different from the poetical motives of
any of the dramas known to have been the late work of
Shakespeare — King Lear, Macbeth, Timon, Coriolanus,
Antony and Cleopatra ; on the other hand, it is closely
akin in sentiment to the genius of the cycle beginning
with The Taming of 4 Shrew. Nor, again, is there any-
thing in Sil Jourdan’s narrative which can be confidently
regarded as having furnished a suggestion for any passage
in 7he Tempest ; contrarily, there are several allusions in
the latter which can be best explained by reference to Sir
Walter Raleigh’s pamphlet, entitled, A Discoverie of the
large vich and beautiful Empire of Guiana, published in
1596. But the strongest argument against the date
assigned by Malone is the fact that the play appears to be
plainly alluded to by Ben Jonson in the prologue to Every
Man in hés Humour, first acted in the November of 1596,
in which, by way of protest against the taste of the day,
he says :—

He rather prays you will be pleased to see

One such to-day as other plays should be ;

Where neither chorus wafts you o’er the seas,

Nor creaking throne comes down the boys to please,
Nor nimble squib is seen to make afeard

The gentlewomen ; nor rolled bullet heard

To say, it thunders ; nor tempestuous drum
Rumbles, to tell you when the storm doth come.

. . . . . -
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I mean such errors as you’ll all confess

By laughing at them they deserve no less,

Which when you’ve heartily done, there’s hope left then
You that have so graced monsters, may like men.

Who can doubt that Jonson is here discharging his
critical spleen against the Masque in 7/%e Zempest ; the
opening scene of the shipwreck in that play, and the
person of Caliban? Hence I am of the opinion of
Joseph Hunter who, in an admirable dissertation on Z7%/e
Tempest, concludes that it was first acted as early as 1596.!
He is, I think, successful in disposing of all objections
to his theory except one, which he does not seem to
have noticed, namely, that the metrical style of the play,
as we have iZ, is, in many parts, completely different not
only from the style of A Midsummer-Night's Dream, but
even from that of plays certainly composed several years
later, such as As You Like It and Much Ado about Nothing.
In these, as in all the early plays of Shakespeare, in
which the influence of Marlowe prevails, the movement of
the verse is swift and flowing, the period being generally
extended, with a pause at the end of each line, through
three or four verses together ; in 7/e Tempest, on the
contrary, as in most of the plays from King Lear on-
wards (above all in Coriolanus), the diction is sometimes
(though not always) harsh, abrupt, and even violent;
the sentences end in the middle of lines; the casura
often involves a superfluous syllable ; while the subordi-
nate clauses of the sentence are sometimes protracted to
within a single syllable of the close of the line. I do
not think that any one could read carefully 7%e Merciant
of Venice after The Tempest, and (judging solely by the
language) come to the conclusion that the two plays were,
from beginning to end, the work of the same period. Yet,
if we may argue from Jonson’s prologue before cited, 7/%e
Zempest in some form must have been then in existence.
This apparent contradiction may be explained if we
accept Hunter’s hypothesis that Z/e Zempest was first
produced under the title of Loves Labour Won, a play

1 Hunter’'s New [lustrations of Shakespeare, vol. i. p. 130.
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of Shakespeare mentioned by Meres in 1598. It is
most unlikely that any play written by Shakespeare
should have entirely disappeared; on the other hand,
nothing would have been more natural than for the poet
to select for his comedy, when first written, a name both
corresponding with the title of the antecedent Love's
Labour's Lost, and fixing the centre of interest in the
severe probation imposed by Prospero on Ferdinand to
test his love for Miranda! Perhaps the play was not so
popular as some of his others, and either for this reason,
or from some critical preference of his own, when it was
revived in 1611, he may have taken advantage of the
general interest felt in Somers’ shipwreck to alter the
name, and, after his wusual fashion, to re-write some
portions of it in his latest manner. Whatever altera-
tions in detail he made in the play, he doubtless preserved
the original structure unaltered, for it is pervaded by the
same fairy-like imagination as A Midsummer- Night's
Dream, and the same key-note of sentiment is sounded :—
We are such stuff’

As dreams are made on, and our little life
Is rounded with a sleep.

Whereas, however, in the earlier play the comic effects
are produced by elvish tricks—

Those things do best please me
Which befals preposterously—

in The Tempest the illusions of the world are made the
text for a profounder philosophy:-—

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

And, like this insubstantial pageant faded,
Leave not a rack behind.2

Puck is replaced by Prospero; the magic powers of fairy-
land are beneficently used. A deeper ethical significance
1 See The Tempest, Act iii. Sc. 1, Act. iv. Sc. 1, and compare Hunter’s

New Illustrations of Shakespeare, vol. i. pp. 130-135.
2 The Tempest, Act iv. Sc. I.
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elevates the tone of 7he Tempest. In A Midsummer-
Nights Dream the dénouement consists in the unravelling
of the transient misfortunes of lovers: in Z/ke Zempest a
way is found out of a tangled web of suffering woven by
deceit, treachery, and ingratitude. A sense of guilt and
remorse finds utterance in the mouths of the human
actors : forgiveness of injuries is the last word of the
solution brought about by the delicate machinery of the
supernatural dramatis persone. Even the underplot has in
it a touch of tragedy, and the drunken buffooneries of
Trinculo and Stephano are rendered dangerous by their
association with the murderous brutishness of Caliban.

In other respects the play, like A4 Midsummer-Night's
Dream, shows a marvellous advance in creative power
since the poet’s first attempt at ideal invention in the
Induction to 74e Taming of 4 Shrew. Alike in the
evolution of the plot and in the grouping of the char-
acters, everything is now in perfect harmony with the
ideal conditions of time and place. The enchanted
island (possibly suggested to Shakespeare’s imagination,
as Mr. Hunter conjectures, by travellers’ tales of Lampe-
dusa), with its tradition of the sorceries of the foul witch,
Sycorax ; the noble figure of Prospero, potent over the
spirits of the air, and standing in beautiful contrast, as
well to the ignorance and purity of Miranda as to
the unteachable bestiality of Caliban; the relations of
these almost superhuman beings to the mixed crew of
shipwrecked courtiers, servants, and sailors, so finely
represented in their varied gradations of chivalry, guilty
self-seeking, and clownish stupidity ;— perhaps in no
mortal work is the divine power of poetry in fusing
the conflicting elements of imagination into an organic
whole so conspicuously manifested. Not less admirable
is the mature skill with which Shakespeare has employed
in due degree the artistic devices he learned from his
predecessors. In the nature of the plot we still feel the
influence of the New Comedy ; but, in the manner of un-
folding it, Shakespeare shoots far beyond the art of
Plautus; Lyly’s influence is evident in the superhuman
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surroundings of the action, but these are irradiated with
a poetry of which Lyly was incapable: the conversa-
tion of the courtiers and the oddities of the persons of
low life are modelled on the dialogue of the older poet in
his Court comedies; but what was there mechanical and
artificial is now made instinct with life; the painful
verbal quibbling is discarded, and the humour seems to
spring naturally out of the character and the situation.
The Tempest is the crown of that portion of Shake-
speare’s comic work which is most directly inspired by
the genius of the Middle Ages,—his Comedies of Illusion,
as opposed to his Comedies of Romance.

With these Comedies of Illusion must be classed the
tragedy of Romeo and Juliet. Some critics, adopting the
suggestion of Tyrwhitt, have supposed this play to have
been written as early as 1591, because of the nurse’s
allusion—

"Tis since the earthquake now eleven years ;!

the date of that event in England having been 1580,
But this hypothesis involves an artistic impossibility (at
least if we assume the text of 1591 to have been sub-
stantially identical with that of 1597); since we should
have to suppose the whole character of Mercutio, his
speech about Queen Mab, the smart euphuistic dialogue
between him and Romeo, and the garrulous babble
of the nurse, to have preceded such immature writing
as we find in the Contention between the Houses of
York and Lancaster and the True Tragedy of Richard,
Duke of York. It is evident, to any one who reflects,
that the play is the production of a period when
Shakespeare was developing the style of Lyly, and when
his fancy was deeply coloured with the imagery of
fairy mythology; it is therefore reasonable to place the
date of its composition not far from A Midsummer-
Night's Dream ; a conjecture which is corroborated by
the fact that the date of the first quarto containing the
text of the play is 1597. The nurse is, in all proba-
v Romeo and Juliet, Acti. Sc. 3
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bility, alluding to the great earthquake near Verona in
1570, of which Shakespeare may well have heard
without troubling himself more about the exact interval
of time than was convenient for the scansion of his verse.

Romeo and Juliet marks the half-way stage between the
tragic style which Shakespeare imitated from Marlowe,
exhibiting the operation of wz7#i, and the later tragedies,
marked by a strong ethical tendency, such as Hamidlet,
Othello, King Lear, and Macbeth. The power of the
human will in this play counts for little ; it is swept away
by the tide of passion and fate. An image of the world
is presented to us as a whole, and in the vein of reflection
pervading the prologue to the play, the chorus before the
second act, and the occasional speeches of Friar Laurence,
we observe the Greek tragic doctrine of moral necessity
blended with the medieval doctrine of human vanity.
The fable is taken from one of those old-world stories
which, first appearing in the Greek novels, gradually
detached themselves and emerged in new shapes in the oral
or written tales of the medizval fzouvéres. Thus we trace
its progress from the episode of the potion given to
Anthia in Xenophon’s Love Adventures of Abrocomas and
Anthia, and her entombment, to the similar incidents
reported in the Roman de Cligés of Chrestien de Troyes;
thence it passes into the tales of Luigi da Porto, Bandello,
and Belleforest in the sixteenth century, from which it
once more migrates to England into Paynter’s prose
translation from Boisteau in 7ke Palace of Pleasure,
and into Arthur Brooke’s poem (taken from the version
of Bandello) published in 1562. Brooke says he had seen
it “set forth on the stage with much more commendation
than he could look for,”! and it seems by no means im-
possible that a fragment of the play he alludes to, a Latin
one, still survives in MS.2 It contains the characters of the
nurse, Friar Laurence, Benvolio (Philophilus), and Tybalt,
but not of Paris; and it has a chorus to moralise on the

1 Shakespeare’s Library, Part 1, vol. i. p. 66.
2 It is among the Sloane MSS. in the British Museum (No. 1775). See
Hunter’s New [llustrations of Shakespeare, vol. ii. p. 130.
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progress of events. Brooke, very probably, took from
this drama some ideas for his metrical story; Shake-
speare certainly took the framework of his tragedy from
the poem of Brooke. In this, as in the Latin play, we
have a sketch of the Friar, learned in natural science, and
of the character of the nurse, which, in the hands of the
Latin dramatist, was of course an imitation of the nurse
of Phaedra, whether in the play of Euripides or Seneca. The
character of Mercutio in Brooke is curious; he is repre-
sented as having “an icy hand,” which Juliet contrasts
with Romeo’s ; and he has none of the wit with which
Shakespeare endows him: with these exceptions Shake-
speare follows Brooke closely. In no other of his plays,
except in King Lear, are we left with such an impression
of the overmastering power of destiny; nevertheless,
Romeo and Juliet is not wanting in a consolatory moral,
which is set forth in the prologue :(—

Two households, both alike in dignity,

In fair Verona, where we lay our scene,
From ancient grudge break to new mutiny,

Where civil blood makes civil hands unclean.
From forth the fatal loins of these two foes

A pair of star-crossed lovers take their life ;
‘Whose misadventured piteous overthrows

Do with their death bury their parents’ strife.

How closely tragedy and comedy, in the subject
of love, ran together in Shakespeare’s imagination may
be seen from a comparison between these lines and a
passage in A Midsummer-Night's Dream :—

LYSANDER. Ay me! for aught that I could ever read,
Could ever hear by tale or history,
The course of true love never did run smooth ;
But, either it was different in blood,——
HERMIA. O cross! too high to be enthralled to low.

Lys. Or else misgraffed in respect of years,—
HEer. O spite ! too old to be engaged to young.
Lyvs. Or else it stood upon the choice of friends,—
HER. O hell ! to choose love by another’s eyes.
Lys. Or, if there were a sympathy in choice,

War, death, or sickness did lay siege to it,
Making it momentany as a sound,
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Swift as a shadow, short as any dream ;

Brief as the lightning in the collied night,

That, in a spleen, unfolds both heaven and earth,
And ere a man hath power to say *‘ Behold !”
The jaws of darkness do devour it up :

So quick bright things come to confusion.!

The story of the two Veronese lovers aptly illustrates
this universal truth, and the idea that their misfortunes
are the result of destiny is forcibly brought out in the
words of Friar Laurence after the tragic issue of his
plans :—

Some greater power than we can contradict
Doth frustrate our intents.?

This sense of mortal impotence and vanity is further
heightened by the skilful blending of comedy and
tragedy; the death of the witty Mercutio; the vulgar
babble of the nurse in the midst of calamity ; the senile
irritability with which old Capulet hurries his daughter
to her fate. As regards the manner of expressing this
medieval feeling of the unreality of things, and the
paradoxical ideas connected with the passion of love,
the influence of Lyly is everywhere apparent in Romeo
and juliet. Euphuism pervades the amorous imagery of
the play, and the extent to which the style is carried in
the dialogue may be judged from the following combat of
wit between Romeo and Mercutio :—

ROMEO. Pardon, good Mercutio, my business was great, and in
such a case as mine a man may strain courtesy.

MEeRcuTIO. That’s as much as to say, such a case as yours con-
strains a man to bow in the hams?

RoM. Meaning, to court’sy.

MER. Thou has most kindly hit it.

RoM. A most courteous exposition.

MER. Nay, I am the very pink of courtesy.

RoM. Pink for flower.

MER. Right.

RoM. Why, then is my pump well flowered.

MER., Well said : follow me this jest now till thou hast worn out

v Midsummer-Night's Dream, Acti. Sc. 1.
2 Romeo and Juliet, Actv. Sc. 3.
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thy pump, that when the single sole of it js worn, the jest may remain
after the wearing sole singular.
RoM. O single-soled jest, solely singular for thy singleness !
MER. Come between us, good Benvolio ; my wits faint, etc., etc.!

While thus connected with the Comedies of Illusion,
it will be seen that Romeo and Juliet is also very closely
allied to the great group of tragi-comedies which Shake-
speare was about to bring into being. It differs from
these in its melancholy ending. The play is one peculiarly
harrowing to the feelings, and will always be exposed on
that account to the censure of that portion of every
audience which, from the days of Aristotle downwards,
has demanded in a drama the prospect of ultimate happi-
ness for the actors. Shakespeare might, if he had chosen,
have secured (as Xenophon had done, and as he himself
did in Cymbeline and Measure for Measure) for his hero
and heroine a fortunate issue from their sufferings. That
he determined otherwise is a signal proof of his judgment.
For had the Friar’s device succeeded, the death of Tybalt
would have remained unavenged, and the conflict between
the two houses must have continued. By the sacrifice
of two true and innocent lovers a tragic propitiation is
made for past guilt, and hereditary enmities are at once
reproved and reconciled. The balance of good, arising
out of an overwhelming evil, is an image of the laws
of human life :—

A glooming peace this morning with it brings ;
The sun, for sorrow, will not show his head :
Go hence, to have more talk of these sad things ;

Some shall be pardoned, and some punished :

For never was a story of more woe
Than this of Juliet and her Romeo.2

v Romeo and Juliet, Act ii. Sc. 4.
Zbid. Act v. Sc. 3.



CHAPTER V

SHAKESPEARE’'S LATER HISTORIES, ROMANTIC COMEDIES,
AND TRAGI-COMEDIES

WE come now to a group of plays in which Shakespeare’s
genius is exhibited at the height of its powers. Perhaps
such a rapid succession of masterpieces has never been
witnessed as in the period which saw the production of
The Merchant of Venice, As You Like It, Much Ado About
Nothing, Twelfth Night, the two Parts of King Henry I'V.
and King Henry V. Whatever is crude and tentative in
the poet’s earlier performances disappears in these plays.
The action seems of itself to reveal the depth of the
philosophy, and the philosophy to illuminate the large
extent of the action. The characters, no longer intro-
duced for the mere amusement of the spectators, are all
seen to be necessary for the evolution of the play. The
comic dialogue, not less profusely witty than in ZLove's
Labour's Lost, springs more spontaneously out of the
occasion. In a word, Poetry here achieves her greatest
triumph, by transporting us out of ourselves into a world
at once ideal and natural in the highest degree.

The secret of this perfection is that Shakespeare had by
this time discovered the true foundation of all great dramatic
art. As his knowledge of life and his theatrical experience
advanced together, he perceived that he must ground his
creations in the sympathies and emotions of his audience.
Abandoning the more or less abstract principle of compo-
sition, which he had adopted while he was under the
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influence of Marlowe and Lyly, he instinctively struck
into the path followed by the great Attic dramatists, and
chose his subjects either from history or from those
floating legends and romances which generations of story-
tellers had made familiar to the minds of the people.
Reflection and practice had shown him the truth of the
principle which Aristotle extracts from the plays of the
Greek tragedians, that “what has not happened we do
not at once feel sure to be possible; but what has
happened is manifestly possible, otherwise it would not
have happened.”! Having first successfully applied this
principle to the epic materials of history in his dramatic
rendering of the chronicles of Holinshed, he extended
it to the sphere of legend, and in 7he Two Gentlemen
of Verona and Romeo and Juliet dramatised epic situa-
tions already dealt with by #rowwvéres and novelists. An
ever-growing popularity encouraged him in his practice,
and he henceforth grounded the fable of every play that
he produced on some existing tale or history, with a well-
defined beginning, middle, and end. But with the main
plot, which thus brought him into immediate sympathy
with the spectators, he now combined characters and
underplots, conveying, in a dramatic form, his own
philosophic view of the action, and distributing light and
shadow over the entire composition. The general effect
produced by this method of workmanship, when con-
trasted with the more regular form of the Greek drama,
determined by the central position of the chorus, is
appropriately described by the word “ Romantic.”
Nowhere is the romantic mode of dramatic compo-
sition more brilliantly illustrated than in the great series of
histories beginning with Kzng Richard I1. and ending with
King Henry V. The unity of conception running through
the series is as unmistakable as in King Henry VI. and
King Richard I11.; but whereas, in the earlier tetralogy,
Shakespeare was chiefly concerned to display the general
course of divine justice in human affairs, in the latter he
represents rather the effects produced by the character and
1 Aristotle, Poetics, chap. ix. pp. 5, 6.
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conduct of individuals in their mutual relations with each
other. Thus the dethronement of Richard II. never ceases
to affect the fortunes of Henry IV.; and the character of
Henry V., which reaches its heroic maturity after he has
ascended the throne, is seen to be developing itself in his
riotous life while still Prince of Wales! From the
sympathy and philosophic insight with which Shakespeare
treats the character of this king, it is not unreasonable to
suppose that his poetic conception was grounded on his
own spiritual experience ; so that, in the series of dramas
of which Henry is the hero, we have not only a vivid
representation of English history but a reflection of the
poet’s most intimate thoughts about life and morality.
King Richard I1. was produced not later than 1597, in
the August of which year the tragedy was entered in the
Register of the Stationers’ Company, and was published
in a quarto form. This edition does not contain the
“Parliament Scene and the Deposing of King Richard,”
which is first found in the quarto of 1608, a date at
which the inserted episodes had ceased to have any
sinister political meaning. In the course of the action
Shakespeare faithfully follows Holinshed; but, in his
moral treatment of the character of the King, as con-
trasted with the comparatively melodramatic representa-
tion of Richard III, it is evident that he has entered
upon a new epoch of dramatic conception. Richard II.
is not wanting in certain attributes of wz#fz, which are
shown by his energetic conduct in banishing Bolingbroke
and Mowbray. But, though ambitious to play the part
of an absolute monarch, he has not sufficient greatness
of mind to conceive what is required of him in that
capacity. He has no sense of patriotism. Gaunt’s in-
dignant outburst against his vulgar policy of farming out
the realm of England reflects the general sense of the
weakness of his character ;2 he himself, unlike Boling-
broke, neglects to cultivate the necessary arts of popu-
larity ;* he thinks that he can be unjust and arbitrary

1 His character is first referred to in A7ng Rickard /1. Act.v. Sc. 3.
2 Act ii. Sc. 1, 31-68 (Globe edition). 3 Acti. Sc. 4, 20-36.
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with impunity.! Relying entirely on the strength of his
external position, and being unsustained by any inward
force of character, he collapses disgracefully, when the
moment of trial comes, and passes from irrational con-
fidence in his royal authority into equally childish
despondency.? The bold spirit of the Bishop of Carlisle
rouses him for a moment by pointing out to him the

necessity of energy and resolution :—

My lord, wise men ne’er sit and wail their woes,
But presently prevent the ways to wail.

To fear the foe, since fear oppresseth strength,
Gives in your weakness strength unto your foe,
And so your follies fight against yourself.

Fear, and be slain ; no worse can come to fight :
And fight and die is death destroying death ;
When fearing dying pays death servile breath.?

But on receiving tidings of fresh calamity from Scroop

Richard again despairs :—

Thou hast said enough.
Beshrew thee, cousin, which didst lead me forth
Of that sweet way I was in to despair !
What say you now? What comfort have we now ?
By heaven, Ill hate him everlastingly
That bids me be of comfort any more !
Go to Flint castle: there I'll pine away;
A king, woe’s slave, shall kingly woe obey.4

And so he does. In spite of flashes of kingly spirit
and eloquence his actions are all unmanly, so that even

his queen is astonished at his pusillanimity :—

What! is my Richard both in shape and mind

Transformed and weakened ? Hath Bolingbroke deposed

Thine intellect ? Hath he been in thy heart?
The lion dying thrusteth forth his paw,

And wounds the earth, if nothing else, with rage
To be o’erpowered ; and wilt thou, pupil-like,
Take thy correction mildly, kiss the rod,

And fawn on rage with base humility,

Which art a lion and a king of beasts ? 5

1 Rickard II. Act ii. Sc. 1, 159-214. 2 Jbid. Act iii. 144-177.
3 [bid. Act iii. Sc. 2. 4 Jbid. Act iii. Sc. 2.

5 lbid. Actv. Sc. 1.
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Richard recognises the power of resolution, and says
to Bolingbroke :—

Well you deserve : they well deserve to have
That know the strong’st and surest way to get.l

Conscious that he himself had been unable to keep what
he once had, he is not man enough even to fall with
dignity. The same incapacity to understand the reality
of things that he had shown as King appears in him as a
prisoner ; he quibbles with words, and makes his own
calamities the subject of a tearful and self-conscious philo-
sophy. His abdication is a spectacle of misfortune and
weakness which moves at once compassion and contempt.

Bolingbroke affords a striking contrast to hi$ cousin.
Crafty, self-contained, and resolute, though not wanting in
humane feelings, he knows how to turn all circumstances
to his own advantage, and his dying speech to his heir
exhibits him as a profound exponent of Machiavellism :—

Come hither, Harry, sit thou by my bed ;

And hear, I think, the very latest counsel

That ever I shall breathe. God knows, my son,
By what by-paths and indirect crook’d ways

I met this crown ; and I myself know well

How troublesome it sat upon my head.

To thee it shall descend with better quiet,
Better opinion, better confirmation ;

For all the soil of the achievement goes

With me into the earth. It seemed in me

But as an honour snatched with boisterous hand,
And I had many living to upbraid

My gain of it by their assistances ;

Which daily grew to quarrel and to bloodshed,
Wounding supposed peace: all these bold fears
Thou see’st with peril I have answered ;

For all my reign hath been but as a scene
Acting that argument : and now my death
Changes the mode ; for what in me was purchased,
Falls upon thee in a more fairer sort ;

So thou the garland wear’st successively.

Yet, though thou stand’st more sure than I could do,

1 Rickard IZ. Act iii. Sc. 3.
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Thou art not firm enough, since griefs are green ;
And all my friends, which thou must make thy friends,
Have but their stings and teeth newly ta’en out ;

By whose fell working 1 was first advanced,

And by whose power I well might lodge a fear

To be again displaced : which to avoid,

I cut them off ; and had a purpose now

To lead out many to the Holy Land,

Lest rest and lying still might make them look

Too near unto my state. Therefore, my Harry,

Be it thy course to busy giddy minds

With foreign quarrels ; that action, hence borne out,
May waste the memory of the former days.!

Between the strong but lowly-aiming character of
Henry IV. and the imaginative weakness of Richard II.
stands the remarkable figure of Henry V. This prince is
represented from the first as being moved by a double
personality. When his father is reproving him for his
excesses, he points out the similarity between his son’s
disposition and Richard’s :—

For all the world
As thou art to this hour was Richard then,
When I from France set foot at Ravenspurgh,
And even as I was then is Percy now.2

And this view of the Prince of Wales before he came to
the throne is strongly borne out by the evidence of all the
old historians. So too the conqueror of Agincourt had
been already represented on the stage in an old play
called The Famous Victories of Henry V., where the riotous
conduct of the Prince and his companions was set forth in
such a manner as to give an opportunity to Tarlton, the
favourite buffoon actor of the period, who played in it the
part of the clown Derrick. As Tarlton died in 1588, it
is probable that T/e Famous Victories (which was very
popular) had been produced before Shakespeare’s arrival in
London : in any case, the play—a poor production written
in prose—shows no trace of his hand, though it furnished
him with one or two hints which he turned to good account

1 Henry 7V. Part 2, Act iv. Sc. 5.
2 Jbid. Part 1, Act iii. Sc. 2.
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in King Henry IV. and King Henry V! For the external
facts and ground-work of his history he relied on Holin-
shed, but the strong vitality of the Prince of Wales’s
character he drew entirely from his imagination, and from
his philosophic insight into his own and human nature?
On the one side the Prince is impelled to excess, both by
his own temperament and by the delight he finds in
observing the humours of the life about him : he is ironi-
cally amused, alike by the rich absurdity of Falstaff and
by the fussy distractions of a “puny drawer.” “I am of
all humours,” he says, “that have showed themselves
humours since the old days of goodman Adam to the
pupil age of this present twelve o’clock at midnight.”?
Nevertheless he surveys all the shows of life from a post of
observation :—

I know you all; and will awhile uphold

The unyoked humour of your idleness :

Yet herein will I imitate the sun,

‘Who doth permit the base contagious clouds
To smother up his beauty from the world,
That, when he please again to be himself|
Being wanted, he may be more wondered at,
By breaking through the foul and ugly mists
Of vapours that did seem to strangle him.4

The King mistakes his character :—

Why, Harry, do I tell thee of my foes,

Which art my near’st and dearest enemy ?
Thou that art like enough, through vassal fear,
Base inclination and the start of spleen,

To fight against me under Percy’s pay,

To dog his heels and curtsy at his frowns,

To show how much thou art degenerate.

1 He obtained from it the idea of the mock conversation between the
Prince and his father impersonated by Falstaff, which was suggested by the
imitation in 7%e Famous Victories by Derrick and John Cobler of the scene
between the Prince and the Chief Justice ; he also found in it the outline of
Henry’s courtship of Katherine of France.

2 The writer of Zhe Famous Victories represents the change in the
character of Henry V. as having been caused by his repentance at his father’s
deathbed : Holinshed in his chronicle (A.D. 1412) is inclined to minimise
the tradition of Henry’s youthful excesses.

3 King Henry V. Part 1, Act. ii. Sc. 4.

4 Ibid. Acti. Sc. 2.
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To which the Prince replies :—

Do not think so; you shall not find it so:
And God forgive them that have so much swayed
Your majesty’s good thoughts away from me !

With how much sympathy this was written we may infer
from Shakespeare’s Sonnet cxxi. :—

’Tis better to be vile than vile esteemed,

‘When not to be receives reproach of being,

And the just pleasure lost which is so deemed

Not by our feeling but by others’ seeing:

For why should others’ false adulterate eyes

Give salutation to my sportive blood ?

Or on my frailties why are frailer spies,

‘Which in their wills count bad what I think good ?

No, I am that I am, and they that level

At my abuses reckon up their own:

I may be straight, though they themselves be bevel ;

By their rank thoughts my deeds must not be shown ;
Unless this general evil they maintain,
All men are bad, and by their badness reign.?

The philosophic, ironic side of Henry’s nature, which
attracts him to the company of Falstaff, is strongly ex-
pressed in the half-humorous emotion with which he
surveys the supposed dead body of the fat knight on the
field of Shrewsbury :—

What, old acquaintance! could not all this flesh
Keep in a little life ? Poor Jack, farewell !

I could have better spared a better man :

O, I should have a heavy miss of thee,

If I were muck in love with vanity!3

A manly energy and sense of reality in Henry prevents
him from falling into such irresolution as destroyed Hamlet
through over-reflection. On the other hand, he is raised
above the impetuous Hotspur by the power of philosophic
thought ; both qualities combined render him the spiritual
antithesis of Falstaff. A higher achievement of genius
was never accomplished than the association of these three
U Henry IV. Part 1, Act iii. Sc. 2.

2 Sonnet cxxi.
3 Henry IV. Part 1, Act. v. Sc. 4.
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contrasted characters in a single play ; and the profound
representation in their persons of the principle of honour
makes the First Part of King Henry IV. the most perfect
expression at once of Shakespeare’s own philosophy of life
and of the ideals which, in the reign of Elizabeth, were
urging their conflicting claims on the English imagination.
Hotspur is the incarnation of chivalry. He is, as
Douglas calls him, “the King of honour.”! Honour, the
dazzling image of romantic valour and adventure, is the
motive of all his actions. As his father says of him :—

Imagination of some great exploit
Drives him beyond the bounds of patience ; 2

and as he himself continues, half rapt in soliloquy :-—

By heaven methinks it were an easy leap,

To pluck bright honour from the pale-faced moon,
Or dive into the bottom of the deep,

Where fathom-line could never touch the ground,
And pluck up drowned honour by the locks ;

So he that doth redeem her thence might wear
Without corrival all her dignities.?

But like the expiring chivalry of the age, his imagination
is as remote from the realities of things as are the dreams
embodied in Sidney’s Awcadia. His uncle Worcester
observes of him :—

He apprehends a world of figures here,

But not the form of what he should attend.*
Except in battle he is not a fitting companion for men of
action. By his petulant impatience he offends those
whom it is his interest to conciliate, and his ungoverned
imagination makes him spoil the best laid plans.

Falstaff is violently contrasted with Hotspur. This
character is the unmistakable child of Shakespeare’s inven-
tion, who first represented him on the stage under the name
of Sir John Oldcastle, as appears from several allusions in
Henry IV, and also from a passage in the play of a con-
temporary dramatist.® The same knight figures among

v King Henry IV. Part 1, Activ. Sc. 4. 2 Jbid. Acti. Sc. 3.

3 7bid. Acti. Sc. 3. 4 [bid. Act i. Sc. 3.

5 Nathaniel Field in his dmends of Ladies, Act iv. Sc. 3 (1611), speaks of
the soliloquy on honour as having been spoken by Sir John Oldcastle.



v SHAKESPEARE'S LATER HISTORIES 113

the companions of the Prince of Wales in 7/4e Famous
Victories of Henry V., but has there none of the attributes of
Falstaff. The name of the latter seems to have been sub-
stituted for that of the historical Lollard, in consequence
of the protests of the living descendants of Oldcastle,
backed no doubt by the Puritan faction, who were dis-
pleased at seeing any one bearing the name of the martyr
presented on the stage in a ridiculous light. The famous
soliloquy on Honour contains the kernel of Falstaff’s
philosophy :—

FaAL. I would ’twere bed-time, Hal, and all well.

PRINCE. Why, thou owest God a death. [£xit]

FaAL. ’Tis not due yet ; I would be loath to pay him before his
day. What need I be so forward with him that calls not on me ?
Well, ’tis no matter ; honour pricks me on. Yea, but how if honour
prick me off when I come on? how then? Can honour setto a leg ?
no: or an arm? no: or take away the grief of a wound? no. Hon-
our hath no skill in surgery, then? no. What is honour ? a word.
What is in that word honour? What is that honour? air. A trim
reckoning! Who hath it? he that died o Wednesday. Doth he
feel it? no. Doth he hear it? no. ’Tis insensible, then? Yea, to
the dead. But will it not live with the living? no. Why? detrac-
tion will not suffer it. Therefore I'll none of it. Honour is mere
scutcheon : and so ends my catechism.!

Here is the positive and material view of life put
forward in all its grossness, but with extraordinary wit.
Falstaff is the spokesman of all who are content “ propter
vitam vivendi perdere causas.” In this respect he stands
in the sharpest contrast with Hotspur, who exclaims with
his dying breath :—

I better brook the loss of brittle life

Than those proud titles thou hast won of me ;

They wound my thoughts worse than thy sword my flesh :
But thought’s the slave of life, and life time’s fool ;

And time, that takes survey of all the world,

Must have a stop.2

Life, on the other hand, is everything to Falstaff :—

1 King Henry IV., Parti. Act v. Sc. 1. 2 Jbid. Actv. Sc. 4.
VOL. 1V I
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I like not such grinning honour as Sir Walter hath: give me
life : which if I can save, so; if not, honour comes unlooked for,
and there’s an end.l

If it be asked what there is in Falstaff—a knight
without sense of honour, a boastful coward, a fat de-
bauchee—to attract the heroic soul of Prince Henry, the
answer is that Falstaff is a comic character appealing
with peculiar sympathy to that reflective humour which
the Prince possessed. His character is an illustration of
the truth of Plato’s subtle observation that “the sense of
the ridiculous is mainly excited by exhibitions of self-
deception.”? He is a genuine representative of the
selfish side of human nature, and puts into forcible words
thoughts and feelings which other men do their best to
keep out of sight. His cowardice is absolutely trans-
parent, yet he is content with himself, and the witty
euphuistic logic, the theatrical bombast, the enormous
lies, under which he seeks to disguise his real nature, only
serve to bring it into stronger relief. Hence his character
produces, in the imagination of the spectator, not only an
idea of incongruity—the most essential element of the
ridiculous—but that sense of superiority so forcibly de-
scribed by Hobbes: “ The passion of laughter is nothing
else but a sudden glory, arising from a sudden conception
of some eminency in ourselves, by comparison of the
infirmity of others, or of our own formerly.” ®

For Prince Henry, conscious of real superiority, and
at the same time deeply impressed with the sense of
“vanity,” such a character naturally provides an endless
fund of entertainment, so long as he chooses to indulge his
merely contemplative tendencies. But when the moment
for action comes, the Prince shows that he realises in the
highest degree the true requirements of honour :—

And that shall be the day, whene’er it lights,
That this same child of honour and renown,

This gallant Hotspur, this all-praised knight,
And your unthought-of Harry chance to meet.

v King Henry IV. Part i. Act v. Sc. 3. 2 Plato, Philebus, 48.
3 Cited by Butcher in his Aristotie’s Theory of Fine Art (2nd edition),
p- 365.
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For every honour sitting on his helm

Would they were multitudes, and on my head
My shames redoubled ! for the time will come,
That I shall make this northern youth exchange
His glorious deeds for my indignities.

Percy is but my factor, good my lord,

To engross up glorious deeds on my behalf ;
And I will call him to so strict account,

That he shall render every glory up,

Yea, even the slightest worship of his time,
Or I will tear the reckoning from his heart.!

Through this double personality the drama unfolds, in
the most convincing manner, the meaning of that apparently
sudden conversion of the Prince of Wales on his acces-
sion to the throne, which, as related by the chroniclers,
appears an insoluble mystery. The playwright who
wrote The Famous Victories of Henry V. made no attempt
to solve the problem, but placed the historic fact baldly
before the spectator. When we compare the crude
representation of character in this play (which it is to be
remembered was a great favourite with the audiences of
the day) with the parting speech of Shakespeare’s Henry
V. to Falstaff, we perceive how erroneous is the opinion of
Grant White, whowould depict Shakespeare asa professional
playwright, merely concerned to amuse his audience :—

I know thee not, old man: fall to thy prayers;
How ill white hairs become a fool and jester !

I have long dreamed of such a kind of man,

So surfeit-swelled, so old and so profane ;

But, being awaked, I do despise my dream.
Make less thy body hence, and more thy grace ;
Leave gormandising ; know the grave doth gape
For thee thrice wider than for other men.

Reply not to me with a full-born jest :

Presume not that I am the thing I was ;

For God doth know, so shall the world perceive
That I have turned away my former self ;

So will I those that kept me company.?

Nevertheless, the sense of vanity, which was the main-
spring of the Prince of Wales’s conduct before he assumed
responsibility, is strong in him after he has become king.

Y King Henry 1V. Part i. Act iii. Sc. 2. 2 Zéid. Part ii. Act v. Sc. 4.
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From his old association he has learned how common men
think about common things, so that he can reason with
soldiers like Williams and Bates sympathetically and on
their own level ; but the rough homeliness of their reflec-
tion oppresses him with the irony of his position, and
when he is alone, he breaks into a soliloquy that Hamlet
might have uttered on the real nature of the external
“ Onore,” which the world in general values above every-
thing :—

O ceremony, show me but thy worth !

What is thy soul of adoration ?

Art thou aught else but place, degree and form,

Creating awe and fear in other men ?

Wherein thou art less happy being feared

Than they in fearing.

What drinkest thou oft, instead of homage sweet,

But poisoned flattery ? O, be sick, great greatness,

And bid thy ceremony give thee cure !

Thinkest thou the fiery fever will go out

With titles blown from adulation ?

Will it give place to flexure and low bending ?

Canst thou, when thou command’st the beggar’s knee,

Command the health of it ? etc., etc.l

On the field of Agincourt, as at Shrewsbury, however,
all sense of irony disappears; the King combines the
resolution of the Bastard in King Jokn with the fiery
imagination of Hotspur :—

WESTMORELAND. O that we now had here
But one ten thousand of those men in England
That do no work to-day!

K. HENRY. What’s he that wishes so ?
My cousin Westmoreland ? No, my fair cousin :
If we are mark’d to die, we are enow
To do our country loss ; and if to live,
The fewer men, the greater share of honour.
God’s will! I pray thee, wish not one man more.
By Jove, I am not covetous for gold,
Nor care I who doth feed upon my cost;
It yearns me not if men my garments wear ;
Such outward things dwell not in my desires :
But if it be a sin to covet honour,
I am the most offending soul alive 2

1 King Henry V. Act iv. Sc. 1. 2 Jbid. Act iv. Sc. 3.
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Such was the genius with which Shakespeare con-
verted a series of famous events in English history into a
vehicle for representing the deepest and most universal
truths of human character. Not less admirable is the
dramatic skill shown in the accommodation of the subject
to the forms of the stage, by the use made of the under-
plot in displaying the character of the leading personages.
Where the comic interludes in Shakespeare’s earlier plays,
such as the Comedy of Errors and The Two Gentlemen of
Verona, are too often introduced, in Lyly’s fashion, for
the mere exhibition of wit, the scenes at Rochester and
Gadshill, at the Boar’s Head and at Shallow’s House, are,
in Henry IV, all intimately connected with the main
action, and are necessary for the evolution of the char-
acters of Falstaff and the Prince. Lastly, the euphuistic
smartness of dialogue, cultivated in such plays as Love's
Labour’s Lost, is now seen to be toned down into a
natural style, suited to the character of the speakers, and
forming an appropriate vehicle for some of the most
genuinely comic scenes in the English language. Through-
out Henry [V. the euphuism of Falstaff’s language—a
good sample of which occurs in the inimitable mock trial
at the Boar’s Head—is unmistakable, but it is as far
removed from the mechanical rhetoric of Lyly as Falstaff
himself from Euphues :(—

Peace, good pint-pot; peace, good tickle-brain. Harry, I do
not only marvel where thou spendest thy time, but also how thou
art accompanied : for though the camomile, the more 1t is trodden
on the faster it grows, yet youth, the more it is wasted the sooner
it wears, That thou art my son, I have partly thy mother’s word,
partly my own opinion, but chiefly the villanous trick of thine eye
and a foolish hanging of thy nether lip, that doth warrant me.
If then thou be son to me, here lies the point; why, being son
to me, art thou so pointed at? Shall the blessed sun of heaven
prove a micher and eat blackberries? a question not to be asked.
Shall the son of England prove a thief and take purses? a question
to be asked. There is a thing, Harry, which thou hast often
heard of and it is known to many in our land by the name of
pitch : this pitch, as ancient writers do report, doth defile; so
doth the company thou keepest: for, Harry, now do I speak to
thee not in drink but in tears, not in pleasure but in passion, not in
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words only, but in woes also: and yet there is a virtuous man in
thy company, and I know not his name.l

I have dwelt at length on this great succession of
historic dramas, because it is in them that we can trace
most clearly the advance of Shakespeare, both in philo-
sophic thought and dramatic skill. They furnish us with
the key of personal sympathy needed to unlock the full
significance of such plays as As You Like It, Twelfth
Night, Hamlet, and Measure for Measure, in which, though
the conception and execution are not less plainly the pro-
duct of the dramatist’'s own emotional experience, his
sympathies are more closely veiled behind the characters
of fictitious persons. Perhaps the most completely dra-
matic of all his plays, certainly the one in which his
constructive skill is most evident, is Tke Merchant of
Venice. This comedy, one of those mentioned by Meres,
was produced some time before 1598, at what exact date
we have no evidence to show. By some it is supposed
to be identical with the “ Venecyon Comedy,” mentioned
by Henslowe in his diary as early as 1594, but, in my
opinion, the finish of the style, and the complex art of the
whole composition, clearly prove it to be a later work than
the Midsummer-Nights Dream, which can hardly have
been written before 1595. Shakespeare’s creative power
in organising scattered materials is here seen in its most
splendid form. The action of the play is grounded on no
less than three different stories, and though, from a
casual expression of Stephen Gosson’s it has been
inferred that Shakespeare was indebted for his plot to an
older drama, this reasoning seems to me in the highest
degree improbable? Many particulars of the central
episode—namely, that of the agreement for the pound of
flesh—are taken from an old fabliax which, after appear-
ing in the Gesta Romanorum, had been reproduced
towards the close of the fourteenth century in a more
polished form, in the // Pecorone of Giovanni Fiorentino,

L Henry IV. Part i. Act ii. Sc. 4.

2 Henslowe, Diary, p. 40.
3 Steevens’ Shakespeare (1803), vol. vii. p. 229.
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an imitator of Boccaccio.! With this tale Shakespeare
combined the story—also taken from the Gesta Romanorum
—of the daughter of the Soldan of Syria, whose wise choice
between three caskets procured her the honour of marriage
with the son of the Emperor of Rome? Finally, the
episode of Jessica’s elopement is taken from Massuccio
di Salerno, a novelist of the fifteenth century, who gives a
comic account of the distracted emotions of an old usurer,
on learning that his daughter had left his house under
the same circumstances as the Jewess, carrying off his
gold and jewels?

These various incidents are not brought together at
random, but with a view to the necessities of the drama.
1l Pecorone, in its epic form, was quite unsuited to the
stage. The character of Antonio, the unselfish friend, is
indeed to be found in it, but the hero of the story is a
gull, and the heroine—at least when she first appears—an
adventuress, whose only virtue is the crafty cunning in
which the women of the oriental story-teller are always
made to excel. When Shakespeare had conceived the two
sympathetic characters of Portia and Bassanio, it became
necessary for him to modify the framework of Fiorentino’s
story, and he did so with consummate art, by fusing with
it the story of the caskets. Again, there is nothing what-
ever in the fabdliau out of which grew the story about the
pound of flesh to suggest the vivid character of Shylock.
The interest of the tale, as handled by the #onvéres, con-
sists partly in the illustration of the wickedness of usury,
partly in the casuistry of the situation produced by the
conflicting claims of human and divine law : the anony-
mous Jew merely figures in it because his people were
regarded as the natural representatives of usury. But in
the dramatic conception of Shakespeare, the situation
expands into an image of the complex struggle of life,
and in this the nationality of Shylock becomes of import-
ance. Nowhere is the wide grasp of Shakespeare’s in-

1 Skakespeares Library, Part i. vol. i. p. 319.
2 Jbid. p. 361.
3 Dunlop, History of Fiction (2nd edition), vol. ii. p. 393.
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tellect, or the fine balance of his judgment, more char-
acteristically shown than in his conduct of the action in
The Merchant of Venicee The moral interest is dis-
tributed between the relations of Antonio to Shylock, on
the one hand, and the opposite pleadings of Shylock and
Portia on the other. Antonio is not free from blame;
Shylock has just grounds of grievance against him on the
score of humanity. The merchant has called the usurer

Misbeliever, cut-throat dog,
And spat upon his Jewish gaberdine.l

This is against reason, and Shylock urges justly :—

I am a Jew. Hath not a Jew eyes? hath not a Jew hands,
organs, dimensions, senses, affections, passions? fed with the same
food, hurt with the same weapons, subject to the same diseases,
healed by the same means, warmed and cooled by the same winter
and summer, as a Christian is? If you prick us, do we not bleed ?
if you tickle us, do we not laugh ? if you poison us, do we not die ?
and if you wrong us, shall we not revenge? If we are like you in
the rest, we will resemble you in that. If a Jew wrong a Christian,
what is his humility ? Revenge. If a Christian wrong a Jew, what
should his sufferance be by Christian example ?  Why, revenge. The
villany you teach me, I will execute, and it shall go hard with me
but I will better the instruction.?

Here we see that Shylock has certain attributes of
Marlowe’s Barabas. In the last words cited above he
uses the argument suggested by Barabas in 7/e Jew of
Malta to his daughter, Abigail® and indeed, in Shy-
lock’s steady and relentless purpose, Shakespeare
seems to have taken several hints from Marlowe’s char-
acter, just as, in the argument between Shylock and the
Duke, he has evidently studied with care the several pleas
put forward in the “Declamation” on the subject in
the Orator of Silvayn* It is only when Shylock has
fully proved, by his own actions, that his purpose is
diabolical ; when he has rejected, without hesitation, first
Portia’s general appeal to his compassion, then the offer of
repayment twice over, at last even the entreaty to pro-

v Merchant of Venice, Act i. Sc. 3.

2 /[bid. Act iii. Sc. 1. 3 The Jew of Malta, Act i. Sc. I.
4 Shakespeare’s Library, Part i. vol. i. p. 355.
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vide a surgeon, that Portia pronounces the full doom
against him, logically incurred by his own inhumanity :—

For as thou urgest justice, be assured,
Thou shalt have justice, more than thou desirest.!

In order to remove all grounds of sympathy with
Shylock, it was necessary to lower his character from the
height at which it might have appeared to stand, if he
had been represented as animated solely by the purpose
of revenge. With this view Shakespeare’s unfailing tact
wrought into the action the episode of Jessica’s elopement,
which shows the Jew in a light at once mean and
ridiculous. Salanio describes his behaviour :—

I never heard a passion so confused,

So strange, outrageous, and so variable,

As the dog Jew did utter in the streets :

“ My daughter! O my ducats! O my daughter!
Fled with a Christian! O my Christian ducats!
Justice ! the law! my ducats, and my daughter!”?2

Opposed to Shylock, the charming person of Portia,
frank and womanly, modest and intellectual, is beauti-
fully commended to our sympathy by the preliminary
episode of the caskets; and besides the effect of chiaro-
scuro produced by the two wunderplots on the whole
composition, the somewhat displeasing character of Jessica
is softened by the delightful moonlight conversation
between her and Lorenzo in the garden scene at Belmont.
As to the dialogue, the speech of Shylock, cited before,
shows how much Shakespeare had learned from Lyly;
but, as has been observed of the wit of Falstaff, the
antithetical manner of the elder dramatist is now employed,
not for its own sake, but as a mirror of emotion and
character. Almost the only trace of the earlier euphu-
istic style is the episode of Launcelot Gobbo, which is in
no way necessary to the action, and (being an obvious
revival of the character of Launce in 7/ke Two Gentlemen
of Verona) is simply introduced to entertain the audience.

Much Ado About Nothing resembles The Merchant of

1 Merchant of Venice, Act iv. Sc. I. 2 7bid. Act ii. Sc. 8
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Venice in the elaborate structure of its plot: the action of
the play never stands still, and the dénouement, though
not altogether probable, is worked out with more care
than Shakespeare is accustomed to bestow on this portion
of his dramas. The comedy was produced before August
21, 1600, under which date it appears in the Register of
the Stationers’ Company ; and as it is not among the
plays mentioned by Meres, we may perhaps assume it to
have been written in 1599. Shakespeare has taken as
the groundwork the tale of Timbreo di Cardona, as
related by Bandello, which the poet had probably read
either in the original or in Belleforest’s translation.!
There are signs also that he had read (perhaps in Har-
ington’s translation of the Orlando Furioso) Ariosto’s
version of the same story embodied in the episode of the
Ariodante and Ginevra? With the main plot are struc-
turally connected the underplots, exhibiting the loves of
Benedick and Beatrice and the blunders of Dogberry and
Verges ; and, for our historical purpose, the interest of
the play lies in its relation to Love's Labour's Lost, in
which the comic motives of these underplots may be seen
in embryo. Thus the character of Biron is, in many
respects, a rough sketch of that of Benedick, while
Rosaline is a still more shadowy outline of Beatrice; but
in the earlier comedy there is no sign of the dramatic skill
or subtle knowledge of character shown in the conspiracy,
whereby, in Muck Ado About Nothing, the male and
female misogamist, through the flattery of self-love, are
“brought into a mountain of affection the one with the
other.” So too Constable Dull, in ZLove's Labour’s Lost,
fully anticipates in his confusions of language and logic the
inimitable self-satisfaction of Dogberry ; but Shakespeare
was then far from having arrived at that conception of
dramatic irony which inspired him with the happy idea of
making the blundering watchmen the chief agents in the
detection of Don John’s villainous plot. Nor had he yet
invented the form in which to associate tragedy and
comedy, so that neither the more serious side of Beatrice’s
1 Shakespeare’s Library, Part 1. vol. iii. p. 104. 2 Orlando Furioso, Canto v.
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character, shown in her devotion to her slandered cousin, nor
Benedick’s, proved by the challenge to his friend Claudio,
could have been represented on the stage. The brilliant
combats of repartee between Benedick and Beatrice are
plainly euphuistic, but the euphuism is in keeping with
the characters ; nothing, for example, can be more natural
and appropriate than Benedick’s reflections on the power
of love :—

May I be so converted and see with these eyes? I cannot tell;
I think not: I will not be sworn but love may transform me to an
oyster ; but I'll take my oath on it, till he have made an oyster of
me, he shall never make me such a fool.

In Much Ado about Nothing plot and action predomi-
nate over reflection; the contrary is the case in 4s You
Like It, which is the most purely contemplative of all
Shakespeare’s comedies. Registered by the Stationers’
Company in August 1600, it must have been the work of
the same period as the play we have just been considering,
and the method of its construction is peculiarly interesting
as offering perhaps the best example that exists of the
evolution of a medizval story from an epic into a dramatic
shape. The original germ of the play is to be found in
the Zale of Gamelyn, which was for some time supposed
to be the work of Chaucer, but is really a metrical fablian
illustrating the process described in the first volume of this
history, whereby “ gests” and romances were degraded to
suit the popular taste! This ballad, of the fourteenth
century—relating in verse of little merit how Gamelyn,
the youngest son of Sir Johan of Burdis, was defrauded of
his rights by his elder brother, and how he joined a troop
of outlaws and conducted himself after the manner of
Robin Hood—was doubtless founded on some still older
prose romance, and came into the hands of Thomas
Lodge, who, during his voyage with Captain Cavendish to
the Straits of Magellan, amused himself with metamorphos-
ing it into a court romance, modelled partly on Euphues
and partly on the Arcadia® Keeping closely to the original

1 Vol i. pp. 445-468. 2 See vol. ii. p. 322.
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story of Sir John of Bordeaux’ sons, Lodge added to it
the figures of the usurping and the banished Kings of
France ; of Rosalynd and her cousin Alinda ; of Montanus
and the scornful shepherdess Pheebe ; and softened the
portion of the narrative relating to the outlaws into epi-
sodes connected with the Arcadian life of the exiled king.
His main motive was to present, in the dialect of Euplhues,
a picture of ideal pastoralism, diversified with scenes of
romantic love, and rendered interesting by such mistakes
about sex as Sidney had introduced into his Arcadza.
Thus modified, the story was well adapted to exhibit
those tragi-comic contrasts in life which were congenial
to the imagination of Shakespeare. The poet found,
in the fortunes of Orlando, Rosalind and the Duke her
father, an action of misfortune bravely and cheerfully
endured ; in the Forest of Arden a scene of natural
beauty, where the action might be appropriately laid;
confusions in the love-plot, such as he had already re-
presented in Love's Labour’s Lost and The Two Gentlemen
of Verona ; and that philosophic antithesis between the life
of the Court and the life of the country which, as we
have seen, was always present in the mind of Sidney.

But though Shakespeare thus had all the materials for
creation at his disposal, the materials were wanting in the
spirit of life. Lodge had no feeling for action and character.
When he departed from the narrative of the ballad he
generally altered for the worse. He never thought of
discriminating between the disposition of the two brothers.
Saladyne (Shakespeare’s Oliver) was to him only a person
useful for pairing off with Alinda (Celia) and for making
long rhetorical speeches, which in no way differ in char-
acter from those of Rosader (Orlando): the entire story in
his hands is nothing but an exercise in euphuism. The
first thing Shakespeare did was to condense the incidents
of the tale in such a way as to create an immediate sympathy
with the patient, brave, unselfish, and chivalrous Orlando,
and so to preserve the interest of the spectators in his for-
tunes, even when the action seemed to stand still in the
Forest of Arden. Next he had to vivify the landscape
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itself, which, in the Goldern Legacy, is completely ideal
and conventional, as may be inferred from the following
passage :(—

The ground where they sate was diapred with Flora’s riches,
as if she ment to wrap Tellus in the glorie of her vestments:
round about in the form of an amphitheater were most curiously
planted pine trees, interseamed with lymons and cytrons, which
with the thickness of their boughs so shadowed the place that
Pheebus could not prie into the secret of that arbour.?

In As You Like It, on the other hand, the painting is
picturesque and particular, and at the same time in har-
mony with the Arcadian idealism of the whole play. We
see the

Oak whose antique root peeps out
Upon the brook that brawls along this wood : 2

the Duke’s company, who

Under the shade of melancholy boughs,
Lose and neglect the creeping hours of time : 3

Rosalind’s “ sheepcote fenced about with olive trees,” and
the path leading to it :—
West of this place, down in the neighbour bottom :

The rank of osiers by the murmuring stream
Left on your right hand brings you to the place.*

The delightful retirement in the Forest is peopled with
a great variety of personages, all of whom Shakespeare
took care to connect with the main action by means of
separate underplots, and in such a manner as to represent
the different moods aroused by the idea of the romantic
Arcadia. Pastoralism had already touched the fancy
of Elizabeth’s age in many characteristic compositions.
Spenser in The Shepherds' Calendar had moralised on the
transitoriness of life; Barnfield in his Passionate Shep-
herd had painted beautiful landscapes; Sidney in his
verses “ In Dispraise of the Court” had lyrically expressed

1 Shakespeare's Library, Part i. vol. ii. p. 44.

2 As You Like It, Act ii. Sc. 1.
3 Jbid, Act ii. Sc. 7. 4 Jbid. Activ. Sc. 3.
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the contrast between the life of the Court and of the
country, between the desires of the heart and the conven-
tions of society ; Marlowe had embodied the same feeling
in his song, “ Come, live with me, and be my love” ; but
never had the relations of romance to reality been treated
with such rich and comprehensive imagination as by
Shakespeare. As You Like It is to his comedies what
King Lear is to his tragedies, the most profound, the
most philosophic, the most universal of all his ideal re-
presentations of life. Every shade of Arcadian character
is reflected in it. Sidney’s antipathy to the hollowness of
the Court finds a spokesman in the banished Duke :—

Now, my co-mates and brothers in exile,

Hath not old custom made this life more sweet
Than that of painted pomp ? Are not these woods
More free from peril than the envious court ?

Here feel we but the penalty of Adam,

The seasons’ difference, as the icy fang

And childish chiding of the winter's wind,

‘Which when it bites and blows upon my body,
Even till I shrink with cold, I smile and say
“This is no flattery : these are counsellors,

That feelingly persuade me what I am.”

Sweet are the uses of adversity,

‘Which, like the toad, ugly and venomous,

Wears yet a precious jewel in his head :

And this our life exempt from public haunt,

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

In Jaques, on the other hand, the idea of vanity, which we
have seen running through all Shakespeare’s plays from
The Taming of 4 Shrew, reaches its climax. Jaques has
been, as the Duke says, “a libertine ;” like Henry V. he
has been acquainted with all sorts and conditions of men ;
but unlike that heroic prince, he is “ in love with vanity,”
and his contemplation has ended in pessimism. To him

All the world’s a stage,
And all the men and women merely players ;2

and, his view of life being completely ironic, he can see

1 As You Like It, Act ii. Sc. 1. 2 Jbid. Actii. Sc. 7.
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nothing but the evil of things. Even the solitude of the
forest only rouses his indignation against mankind :—

Thus most invectively he pierceth through

The body of the country, city, court,

Yea, and of this our life, swearing that we

Are mere usurpers, tyrants, and what’s worse,

To fright the animals and to kill them up

In their assigned and native dwelling-place.l
Jaques’ passion for music equals that of Schopenhauer.
He “can suck melancholy out of a song, as a weasel
sucks eggs”; and the moralising Duke finds as much
delight in observing him in these musically sullen moods
as Prince Henry has in the company of Falstaff, “for then
he’s full of matter.” The reason is that it is then his
imagination is most at liberty.

To correct the contemplative melancholy of Jaques,
we have, besides the philosophic optimism of the Duke,
the cheerful wit of Rosalind, the manly straightforward-
ness of Orlando, and the loyal service of Adam. Still,
in spite of this active and moral element in the play,
Shakespeare might have been justly blamed for putting
his deepest reflections into the mouth of a libertine, had
he not, with splendid dramatic art, restored the true
balance of thought by introducing the character of
Touchstone, so as to bring the Fool into contact with
the Philosopher. This character, indeed, is no more a
novel invention of the poet than are the plots of his plays.
Dressed in the cap with coxcomb and fox’s tail, and
carrying the bauble, the symbol of his office in the houses
of the great, the Fool had long been a familiar figure
on the English stage, in the traditional character of the
Vice, whose business it was to amuse the audience with
extempore wit. But no dramatist had made artistic use
of him till Shakespeare brought him forward as a
moralist. In As You Like It Touchstone is no philo-
sopher, like the melancholy courtier ; his brain is—

As dry as the remainder biscuit
After a voyage.?

1 As Yowu Like 1t, Act ii. Sc. 1. 2 Jbid. Act ii. Sc. 7.
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But he has one advantage, which Jaques envies him, the
license of free speech, granted to his supposed folly.
When Jaques proposes to wear nothing but motley he
stipulates :—
I must have liberty

Withal, as large a charter as the wind,

To blow on whom I please ; for so fools have ;

And they that are most galled with my folly,

They most must laugh. And why, sir, must they sc ?

The “why ” is plain as way to parish church :

He that a fool doth very wisely hit

Doth very foolishly, although he smart,

Not to seem senseless of the bob : if not,

The wise man’s folly is anatomised

Even by the squandering glances of the fool.

Invest me in my motley ; give me leave

To speak my mind, and I will through and through

Cleanse the foul body of the infected world,

If they will patiently receive my medicine.}

As his name seems to imply, the fool acts as the touch-
stone to every kind of human folly. Without being able
to generalise, as Jaques does, his particular observation
gives him perhaps an even stronger apprehension of the
deepest truths of things:—

He drew a dial from his poke,
And, looking on it with lack-lustre eye,
Says very wisely, It is ten o’clock :
Thus we may see,” quoth he, “how the world wags :
*Tis but an hour ago since it was nine,
And after one hour more ’twill be eleven ;
And so, from hour to hour, we ripe and ripe,
And then, from hour to hour, we rot and rot,
And thereby hangs a tale.” 2

Touchstone is distinguished by a kind of materialistic
common sense, which enables him to seize on the reality
of each situation in which he finds himself, and stoically
to acquiesce in facts. When, for example, with the same
fidelity that ennobles Lear’s fool, he is accompanying
Rosalind and Celia in their flight, he makes no attempt
to encourage them in their distress :—

1 4s You Like It, Act ii. Sc. 7. 2 /bid. Actii. Sc. 7.
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Ros. O Jupiter, how weary are my spirits !
TOUCH. I care not for my spirits, if my legs were not weary.

CEL. I pray you, bear with me; I cannot go no further.

ToucH. For my part, I had rather bear with you than bear you ;
yet I should bear no cross if I did bear you, for I think you have no
money in your purse.

Ros. Well, this is the forest of Arden.

ToOUCH. Ay, now am I in Arden; the more fool I; when I
was at home, I was in a better place: but travellers must be
content.l

In the same vein is his philosophy of marriage : —

JaQ. Will you be married, motley ?

TOUCH. As the ox hath his bow, sir, the horse his curb, and the
falcon her bells, so man hath his desires; and as pigeons bill, so
wedlock would be nibbling.2

He has been a courtier, and understands how the most
high-flown disputes about honour may be ended by tricks
of language. At the same time he is by no means in-
clined, like the sentimental courtiers, to contrast court
and country to the advantage of the latter :—

CorIN. And how like you this shepherd’s life, Master Touch-
stone ?

ToucH. Truly, shepherd, in respect of itself, it is a good life ;
but in respect that it is a shepherd’s life, it is naught. In respect
that it is solitary, I like it very well ; but in respect that it is private,
it is a very vile life. Now, in respect it is in the fields, it pleaseth
me well ; but in respect it is not in the court, it is tedious. As it is
a spare life, look you, it fits my humour well ; but as there is no more
plenty in it, it goes much against my stomach.?

Shakespeare’s dramatic skill and comic humour are
illustrated with peculiar brilliancy in the use he makes of
Touchstone to expose the absurdity of romantic pastoral-
ism, by bringing the paradoxical fool into contact with
such truly rustic characters as Corin, Audrey, and
William.

The comedy called Zwelfth Night is first mentioned

v A4s yowu Like It, Act ii. Sc. 4.
2 Jbid. Act iii. Sc. 3. 3 Jbid. Act iii. Sc. 2.
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on the stage under an entry of the date February 2,
1601-2, in the diary of John Manningham of the
Middle Temple. It differs in character both from
Much Ado about Nothing and As You Like It having less
action than the former and a more intricate plot than
the latter. Historically its interest lies in its relation to
the earlier Zwo Gentlemen of Vevona and Comedy of
Errors, one of which it resembles in the episode of the
disguised female page, wooing on behalf of her master ;
and the other in the confusion produced by the likeness
between twins. The main-plot is closely imitated from
G!’Ingannatz, an Italian play which is thus described by
Hunter .—

Fabritio and Lelia, a brother and sister, are separated at the
sack of Rome in 1527. Lelia is carried to Modena, where
resides Flaminio, to whom she has formerly been attached.
Lelia disguises herself as a boy, and enters his service. Flaminio
had forgotten Lelia, and was suitor to Isabella, a Modenese lady.
Lelia, in her male attire, is employed in embassies from Flaminio
to Isabella. TIsabella is insensible to the importunities of Fla-
minio, but conceives a violent passion for Lelia, mistaking her
for a man. In the third act Fabritio arrives at Modena, when
mistakes arise owing to the close resemblance between Fabritio
and his sister in her male attire. Ultimately recognitions take
place ; the affections of Isabella are easily transferred from
Lelia to Fabritio ; and Fabritio takes to his bosom the affectionate
and faithful Lelia.?

From this play Shakespeare seems to have also ob-
tained the suggestion for Maria, Olivia’s waiting-maid,
whose original is called Pasquella ; while from Cesare, one
of the characters in G/’Inganni, a somewhat similar play
of earlier date, he took Viola’s assumed name of Cesario.
It will readily be recognised that the plot of Zwelfth Nighe,
as well as of its immediate originals, is derived from the
story of Felismena in the Diana Enamorada of Monte-
mayor, already reproduced in 7% Two Gentlemen of
Verona ; but, as 1 have observed, the character of the
self - sacrificing Viola is an infinitely finer and more

! Hunter, New [llustrations of Shakespeare, vol. i. pp. 393-394.
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elaborate conception than that of Julia in Shakespeare’s
older play.

The advance of the poet in imagination and art
is still more clearly marked by the admirable underplot
in Twelfth Nizght. In this the natural mistakes, caused
by resemblance and disguise in the main action, are
balanced by an exhibition of the errors produced by self-
love, exemplified in the character of Malvolio. Mal-
volio is one of Shakespeare’s finest and most subtle con-
ceptions ; his delusion is common to humanity, and it is
characteristic of the poet that he should have repre-
sented the keen-witted Benedick, when his vanity has
once been touched with the belief of Beatrice’s love for
him, reasoning precisely in the same way as the conceited
steward.! That Shakespeare himself well understood the
nature of the disease is plain from his Ixii. Sonnet :—

Sin of self-love possesseth all mine eye
And all my soul and all my every part ;
And for this sin there is no remedy,
It is so grounded inward in my heart.
Methinks no face so gracious is as mine,
No shape so true, no truth of such account ;
And for myself mine own worth do define,
As I all other in all worths surmount.
But when my glass shows me myself indeed,
Beated and chopped with tanned antiquity,
Mine own self-love quite contrary I read;
Self so self-loving were iniquity.
"Tis thee, myself, that for myself I praise,
Painting my age with beauty of thy days.

To have projected the experiences of self-love into
an outward form, to have imagined Malvolio “in the sun
practising behaviour to his own shadow,” exposing his
conceit to the hidden audience who had contrived the
plot to draw it out, rehearsing his intended conduct to
Sir Toby who was watching him, and at last making such
an exhibition of his delusions to the unconscious Olivia
as to possess her with an idea of his madness—this was

1 Compare Twelfth Night, Act ii. Sc. &, with Much Ado about Nothing,

Act ii. Sc. 3—*¢ Benedick: ‘Ha! ‘ Against my will I am sent to bid you
come in to dinner.” There’s a double meaning in that,’ ” etc., etc.
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to have reached a dramatic point beyond which the genius
of the romantic comedy of character could not proceed.
Scarcely less admirable is the inventive skill which has
linked the underplot to the main plot, in such a manner as
to produce a display of character in the challenge carried
between Viola and Sir Andrew Aguecheek by the mis-
chievous Sir Toby. When to these elements is added
the poetical irony arising partly from the pathos of
Viola’s situation, partly from the sweet singing of the
nonsense - speaking, crack - brained fool, it is a question
whether, at least in respect of action and character,
Twelfth Night should not take equal rank with As You
Like It as the finest of Shakespeare’s romantic comedies,
Quite distinct from it in spirit, The Merry Wives of
Windsor, which was probably produced on the stage
about 1600, has an interest of its own in view of the
tradition that it owes its existence to the desire of Queen
Elizabeth to see Falstaff represented in love, and also as
being the only comedy of Shakespeare based throughout
upon the direct imitation of contemporary manners. It
was entered for publication in the Stationers’ Register on
January 18, 1601-2, but the text of the quarto, in which
form it then appeared, was so much altered and expanded
in the folio of 1623 as to suggest that Shakespeare
carefully revised it in the interval. Like most of the other
comedies of this period, the main incidents in the plot, as
far as they are connected with Falstaff’s love-making, are
taken from Italian and other stories, the principal of which
are two tales in Le tredeci Piacevoli Notti of Straparola ;
but the scene, in which Falstaff is pinched by the Fairies
and Anne Page is stolen, is Shakespeare’s own inven-
tion. This incident shows a good deal of the spirit of
Lyly; in other portions of the play Shakespeare seems
to have been mainly animated by satirical motives. The
bombastic theatrical style of Pistol is clearly intended
to ridicule the early manner of Marlowe and Peele, which
was now going out of fashion ; while, in Nym’s constant
use of the word “ humours,” I think there must be a certain
1 Shakespeare’s Library, Part i, vol. iil. pp. 1-80.
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sarcastic reference to Ben Jonson’s new comic style, just
coming into vogue. If so, it was only the return of a
compliment, for Ben Jonson had undoubtedly delivered a
stroke at Shakespeare’s romantic practice in the prologue
to Every Man in his Humour; and we know from the
Return from Parnassus that Shakespeare had retaliated,
though in what manner the author does not say.! I con-
fess that it seems to me folly to complain, as Malone’s
disciples do, of Ben Jonson, for attacking Shakespeare,
or, as Gifford does, of Shakespeare, for joining in the
assault on Ben Jonson. The quarrel, as far as there was
one, was purely literary, Classicist against Romanticist :
each school was working on principles which seemed to it
worth defending : in the personal relations between Jonson
and Shakespeare there was, as far as we can see, no trace
of malignity. Shakespeare, at any rate, pleased Jonson
with the sincere flattery of imitation, for the character of
the jealous Ford in 7ke Merry Wrives of Windsor owes
some of its features to Kitely in Every Man in his Humour ;
nor is Slender without a family likeness to Master Matthew
and Master Stephen in the same play. As for the other
characters of 7/e Mevry Wives of Windsor,Falstaff, Shallow,
Pistol, Nym, and Bardolph were old acquaintances of the
audience; and the poet doubtless felt secure of the approval
of the pit when imitating the broken English of Sir Hugh
Evans and Dr. Caius, seeing that he had already made a
similar experiment on the public taste in the persons of
Fluellen and Katharine of France in King Henry V.
Whatever may have been the cause, certain it is that
after 7he Merry Wives of Windsor the vis comica in
Shakespeare’s plays seems to dwindle. In the group of
dramas standing apart from his pure tragedies and
romantic tragi - comedies, the tragic principle largely
predominates. Al’s Well that Ends Well, Measure for
Measure, Cymbeline, Pericles, and The Winter's Tale, may
be regarded as comedies, in so far as the misfortunes
which they represent are happily surmounted in the end ;
on the other hand they are tragic, both as regards action

1 Return from Parnassus, Act iv. Sc. 3.
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and character, almost up to the close. They would seem
to be the work of a mind attracted to the subject by
finding something in the situation congenial to its
own view of life, without being altogether in sympathy
with the dramatic form imposed upon it, partly by the
exigencies of the story, partly by the expectations of the
audience. The comic passages in all of them are want-
ing in life and inspiration : the dénouemenrt is improbable,
abrupt, almost arbitrary, as though the poet, after in-
teresting himself in the action up to a certain point, had
left it to conclude itself at haphazard. Though Measure
Jor Measure touches almost unprecedented depths of tragic
emotion, and though both Cymbeline and The Winter's
Tale contain episodes of the most beautiful and pathetic
romance, these plays, as a group, leave the imagination
with a sense of something wanting, and cannot therefore
be counted among Shakespeare’s happiest works. At
the same time, they are of great historical interest, as
throwing light on the gradual transition of his invention
from comedy to tragedy.

All's Well that Ends Well first appears in the folio of
1623, but, as it appears to have suggested some of the
incidents in Measure for Measure, we may reasonably
suppose it to have been written before that play and
after Zwelfth Night, which it resembles in its treatment
of the clown or fool. The main-plot is taken, in most of
the details, from Boccaccio’s story in the Decameron (trans-
lated by Painter in 7/%e Palace of Pleasure), which relates
the artifices whereby Giletta of Narbona obtained the
hand of the Count Beltramo, and, after being deserted
by her husband, regained his company and affection ;!
the underplot, exhibiting the character of Parolles, and
the scenes between the fool and the old countess, seem to
be the inventions of Shakespeare. Shakespeare is not
seen at his best in this play. It has a fatal blot in the
detestable character of Bertram, who, after deserting his
wife, feigning a hypocritical sorrow for her supposed
death, lying to his king, and slandering the woman whom

v Shakespeare’s Library, Part i. vol. iil. p. 138.
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he believes to have granted him her favours, is restored
without a word of reproach to the arms of the amiable
and devoted Helen. Parolles is one of the class of
braggart and cowardly soldiers represented by Pistol and
Bobadil. The scene of the drum, in which his real
cowardice is exposed, is genuinely comic; but his char-
acter suffers by the comparison it suggests with the rich
humour of Falstaff. So, too, the wit of the countess’s
fool seems forced and unnatural, when compared with that
of Touchstone and Feste ; we fecl that the poet has in-
troduced the character, as he introduced Launce in 7/e
Two Gentlemen of Verona, merely to amuse the spectators.

Measure for Measure is, in part, a more mature con-
ception of the same subject. If we may accept Collier’s
not improbable conjecture that a passage near the opening
of this play alludes to the recent accession of James L.}! it
would have been produced about 1604, a date that corre-
sponds well with the style and the vein of thought which
characterise it. In it Shakespeare is dealing with a sub-
ject peculiarly congenial to his imagination, namely, the
perpetual conflict proceeding in the soul of man between
desire and will, instinct and conscience, sensuality and
honour, human law and divine compassion. A hundred
varieties of the story represented in Measure for Measure,
all in the hands of the medieval #roxvére illustrating
a question of moral casuistry, presented themselves for his
choice ; but of these the two most distinct were the ver-
sions of Giraldi Cinthio in his Hecatommiths, and of
George Whetstone in his Heptameron of Civil Discourses.
In Cinthio’s tale the conduct of Angelo is imputed to a
nameless jurist, a governor under the Emperor Maxi-
milian ; the girl who is the original of Isabella actually
sacrifices her honour at the solicitation of her brother;
neither of these characters has a name ; the brother is
put to death by the jurist ; the sentence of justice is pro-
nounced by the Emperor on the appeal of the injured
sister against the jurist, who is condemned to marry his

! Collier’s Shkakespeare, vol. i. p. 263. The passage referred to begins
¢TI love the people,” etc., Act i. Sc. I.
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victim in satisfaction of her honour, but to be executed
next day for the murder of her brother. His life is
spared at the intercession of his wife (who conceives that
a new set of duties are imposed upon her by marriage),
and the two live happily for ever after! Whetstone,
while borrowing the story without acknowledgment,
made it, in one or two points, more probable. He gave
the name of Promos to the jurist; converted the latter
into the Viceroy of Corvinus, King of Hungary ; called
the sister Cassandra and the brother Andrugio; and,
instead of causing the latter to be killed in prison,
represented him as escaping with his life. He thus got
rid of the monstrous improbability that the sister should
have lived contentedly as the wife of her brother’s mur-
derer ; for, when Andrugio discovers himself to be alive,
it becomes unnecessary to carry out the second part of the
Emperor’s sentence. Still the narrative, even when thus
amended, was far enough from verisimilitude, and in Whet-
stone’s hands it showed distinct traces of the mainly didactic
purpose of story-telling,illustrated in the Gesta Romanorum.

The manner in which Shakespeare handles these crude
materials, in what Aristotle calls the “ complication ” (8éas)
of his plot, is a splendid example of dramatic skill and
philosophic thought. By causing the Duke, after tem-
porarily abdicating his authority, to disguise himself, he
provided a deus ex mackind for the solution of all the
difficult moral situations. It is the Duke who eases the
inevitably painful position of Isabella after she has refused
to save her brother’s life by the sacrifice of her honour ; who
arranges the substitution of Barnardine’s head for Claudio’s ;
and who finally exposes the guilt of Angelo, thus remedy-
ing the improbability of Whetstone’s narrative, who makes
Promos confess on the motion of his own conscience, after
being accused by Cassandra. With equal brilliancy of
imagination Shakespeare inspires the dull commonplace of
Whetstone’s story with life and poetry by his conception
of the part of Isabella. In order to blacken the character of
Promos, Whetstone had represented Cassandra yielding to
! For both stories see Siakespeare’s Library, Part i. vol. iil. pp. 155-184.
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the solicitations of her brother, but Shakespeare, with a
deep sense of the universal nature of the problem, makes
Isabella the type of lofty and ideal purity. She thus
becomes the moving principle in the two leading situa-
tions of the play, one exhibiting the struggle between the
love of life and the dictates of honour in the mind of
Claudio, the other the strife between love and will in the
heart of Angelo.

Claudio’s character, though slight, is a masterpiece.
In him the principle of w4 is not highly developed.
He is an average man, ready, in theory, to submit his
will to the laws of honour and religion, but who, from the
laxity of morals prevailing in the society about him, is
feebly armed against the impulses of passion. Con-
fronted with the extreme consequences brought upon him
by the revival of an over-severe law and by his own con-
duct, he at first faces death with the stoical resolution of
an ordinarily brave man; but when the prospect of
escape opens before him, he begins to reason about
honour to the same effect, though of course not in the
same vein, as Falstafff He has accepted the reasonable
and abstract exhortations of the supposed friar, setting
forth the vanity of life, with manly resignation ; and when
Isabella first informs him of the proposal of Angelo,
conscience causes him to reject it in a spirit which
inspires the admiration of Isabella, and her sublime
words :—

There spake my brother ; there my father’s grave
Did utter forth a voice.l

But thinking upon life, the fear of death overwhelms him,
and lights up his imagination with all the lurid horrors
of the unseen, particularised in the famous lines begin-
ning, “ Ay, but to die, and go we know not where.” By
this he is driven to the natural but mean solicitation :
“Sweet sister, let me live” Yet when the astonished
indignation of Isabella recalls him to a sense of the truth,
his better nature once more regains the mastery, and he
prepares to meet his fate with calm resignation.

v Measure for Measure, Act iii. Sc. 1.
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The character of Angelo, on the other hand, is a
profound study of man’s capacity for self-deception. He
is distinguished for vz»#iz. In pursuit of his own selfish
aims and desires he shows himself resolute, relentless, and
insensible to the claims of others, as when he deserts
Mariana, to whom he is betrothed, after the loss of her
dowry.! Yet, as his conduct has not injured him in the
eyes of the world, he is not conscious of the baseness of
his own nature, which the clear-sighted Duke is resolved
to test by placing him in a position of authority.
Imagining himself to be superior to the allurements of
love, because he is not prone to the temptation to which
Claudio has yielded, Angelo supposes himself to be a
saint, and regards himself as the incarnate will that
executes the decree of the moral law :(—

IsABEL. Must he needs die ?

ANGELO. Maiden, no remedy.

IsaB. Yes; I do think that you might pardon him,
And neither heaven nor man grieve at the mercy.

ANG. I will not do'’t.

Isag. But can you, if you would ?

ANG. Look, what I will not, that I cannot do.2

Isabella herself afterwards recognises that he was
sincere in his desire for the public improvement :—

I partly think
A due sincerity governed his deeds,
Till he did look on me.3

And he himself, when he feels how strong is the tempta-
tion of the devil, proclaims that he has hitherto believed
in the virtuous inclination of his will :—

O cunning enemy, that, to catch a saint,
With saints dost bait thy hook !¢

When, however, he has once surrendered himself to his
overmastering passion, and supposes that he has obtained
his desire, he proves the unfathomable baseness of his

v Measure for Measure, Act iii. Sc. 1. 2 [bid. Act ii. Sc. 2.
3 Jbid. Actv. Sc. 1. * [bid. Act ii. Sc. 2.
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nature by ordering the execution of Claudio, so that he
may not appear to the world to have been false to the
strict requirements of justicee The scene representing
the tortuous, indirect, and insinuating approaches, by
which Angelo seeks to disguise from Isabella the real
character of his proposal, till her virgin innocence and
purity force him to speak plainly, is perhaps unequalled in
dramatic poetry; and if the action could have been
maintained throughout at this level, Measure for Measure
might have been ranked as the greatest of Shakespeare’s
plays.

But there is a fatal weakness in the dénonement. 1t
is true that, in point of mere dramatic art, Shakespeare
has never shown finer skill than in applying the plot of
Alls Well that Ends Well to unravel the complicated
situation, thereby getting rid of some of the moral impro-
bability of the conclusion to the story as told by Cinthio
and Whetstone. But when all is said, the artifice is one
which befits comedy rather than tragedy, and after the
intense imaginative emotion in the characters of Claudio,
Angelo, and Isabella, the ease with which the abominable
wickedness of Angelo is dismissed, in consideration of the
successful trick by which he has been duped, attenuates the
moral impression which the play is otherwise qualified to
create. 'We must also deduct from the merits of Measure
Jor Measure the inferior quality of the comedy. The
character of Elbow is a poor reproduction of Dogberry ;
the other minor personages, Mistress Overdone, Pompey,
and Abhorson, are representatives of the vilest professions ;
and though the ribald Lucio serves to bring out by con-
trast the snowy purity of the mind of Isabella, his
nauseous discourses might have been omitted without in
any way affecting the structure of the play.

Alls Well that Ends Well and Measure for Measure are
evidently closely related to each other: so too are Pericles,
Cymbeline, and The Winter's 7Tale, though in quite a
different way. These are probably all works of the same
period.  Pericles, as is shown by the text published in
1608, must have been produced on the stage about 1607.
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The Winter's Tale was first published in the folio of 1623,
but is described in that year by Sir Henry Herbert,
Master of the Revels, as an “old” play, licensed by Sir
George Buck. As Sir George was licenser of plays from
nearly the beginning of the century, this reference does
not help to make the date of composition precise, but the
acting of 7he Winter's Tale is mentioned by Simon
Forman in 1611, and from its general resemblance to the
other two plays with which I have classed it, it may fairly be
assigned to some year between that date and the repre-
sentation of Pericles. Of Cymbeline, we only know that it
first appears in the folio of 1623 : it has points of like-
ness both to Pericles and to The Winter's Tale ; but there
is no external evidence to suggest the date of its
production on the stage.

All three plays belong to a group of tragi-comedies,
the incidents in them being of a tragic cast, but the con-
clusion happy. They differ, however, from A/’s Well that
Ends Well and Measure for Measure, in so far as the
motive of those plays is thoroughly dramatic,—having the
beginning, middle, and end required by Aristotle,—while
the group with which we have now to deal may rather be
described as dramatised romances. In other words, an
epic character prevails in them: as in the plots of the
Greek novels, one or more leading personages are con-
ducted, without any limitations of place or time, through
a series of adventurous misfortunes to a state of ultimate
security : moreover, in all the three plays the elements of
romance are very similar. Each of them, for example,
has an innocent and unfortunate heroine, Marina, Imogen,
Perdita; in each of them parents lose children, who are
finally restored to them. In Pericles, as in The Winter's
Tale, a wife, supposed to be dead, is brought back to her
husband ; while in the latter play, as in Cymébeline, a hus-
band, suspicious of his wife’s fidelity, orders either her or
her child, to be slain; the heroines of Pericles and The
Winter's Tale have each names significant of their for-
tunes ; in Pericles, Dionyza, jealous on behalf of her child,
seeks to destroy Marina, just as the Queen in Cymbeline
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attempts to remove Imogen from the succession to the
kingdom, to make way for her son, Cloten.

Looking to the structure of these plays, we find that
Pericles is founded on the prose narrative of Laurence
Twine, entitled : The Pattern of painful Adventures con-
taining the most excellent, pleasant, and variable History of
the strange accidents that befell unto Prince Apollonius, the
Lady Lucina, his Wife, and Tharsia, his Daughter, and
also on Gower’s story of King Appolinus of Tyre, in the
Confessio Amantis

The progress of the action is marked by the entrance
of Gower at the beginning of each act, who explains,
after the manner of a chorus, the unrepresented events
which are supposed to have happened in the interval.
He is thrice accompanied by a Dumb Show. Both these
stage devices are found in Peele’s Battle of Alcazar.
The monotonous character of the blank verse, and the
frequent interspersion of rhymes, in the first two acts,
suggest an early date for the composition: on the other
hand, the dialogue in the third and fourth acts is in
Shakespeare’s latest manner ; and, assuming the work as
a whole to be his, it seems possible—accepting the
tradition of Dryden, that Pericles was the poet’s earliest
work—to conclude that in his later years he patched up
his crude performance for the stage by inserting the
striking episode of Marina.?

On the other hand, there is no sign that Cymbeline
was one of Shakespeare’s early productions. The frame-
work of the play is dramatic, being founded on Boccaccio’s
tale of the wager made by Bernabo Lomellia of Genoa
as to his wife’s virtue, and the consequences that followed.?
With this is blended the history of Cymbeline’s refusal
to pay tribute to the Romans, as related by Holinshed ;*
but the two elements are so skilfully welded together
by the actions of the hero Posthumus Leonatus, and the
violence of the imagery and the occasional harshness

1 Skakespeare’s Library, Part i. vol. iv. pp. 179-334.
2 Prologue to Circe.
3 Shakespeare’s Library, vol. ii. p. 189.
* Holinshed’s Ckronicle (1808), vol. i. pp. 479-480.
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of the versification throughout are so much akin to the style
of The Winter's Tale, that 1 am convinced the two plays
belong to the same period of Shakespeare’s dramatic genius.

The Winter's Tale again has, like Cymbeline, a dramatic
motive in the jealousy of Leontes ; but, as in Pericles, the
treatment of the story is epic: the fourth act opens with
the entry of Time as chorus, who explains that sixteen
years have gone by :—

Your patience is allowing,
1 turn my glass and give my scene such growing
As you had slept between : Leontes leaving,
The effects of his fond jealousies so grieving
That he shuts up himself, imagine we,
Gentle spectators, that I now may be
In fair Bohemia ; and remember well,
I mentioned a son of the king’s, which Florizel
I now name to you; and with speed so pace
To speak of Perdita, now grown in grace
Equal with wondering : what of her ensues
I list not prophesy ; but let Time’s news
Be known when ’tis brought forth.

Shakespeare was compelled to adopt this device
because the action of the play follows closely the incidents
of Greene’s romance called Pandosto. He had at an
earlier date used the plot of Lodge’s Ewuphues’ Golden
Legacy for As You Like It, but in that case the story,
condensed into a brief period of time, and culminating in
the various scenes of Arden, gave him an opportunity of
concentrating his whole philosophy of life round the idea
of Arcadia; while in 7/%e Winter's Tale the moral of the
play could not be evolved till the close of a long series of
adventures, requiring the lapse of years and frequent
changes of scene.

When we turn away from the epic materials and
dramatic structure of these plays, to search for the lyrical
or personal feeling that gives them their poetry, I think it
will be found that they are animated by two dominant
motives. One of them is philosophical and emotional
Whatever may have been the cause, it is clear that in
Cymbeline and in The Winter's Tale Shakespeare’s imagina-
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tion is dwelling profoundly on the effects of the passion of
jealousy, which he had first represented in Ozkello. Each
of these three plays exhibits the awful torments of mind
produced by the belief of any human soul that the object
of its love is false and unworthy. By this link they are
all connected with Sonnets cxxvii.-clii, and especially
cxlvii—

My love is as a fever, longing still
For that which longer nurseth the disease,
Feeding on that which doth preserve the ill,
The uncertain sickly appetite to please.
My reason, the physician to my love,
Angry that his prescriptions are not kept,
Hath left me, and I desperate now approve
Desire is death, which physic did except.
Past cure I am, now reason is past care,
And frantic-mad with evermore unrest ;
My thoughts and my discourse as madmen’s are,
At random from the truth vainly expressed ;
For I have sworn thee fair and thought thee bright,
Who art as black as hell, as dark as night.

Let this be compared with Otkello, Act iv. Sc. 2, and, in
the terrific speech of the Moor, it will be seen that the
feeling is the same :—

Had it pleased heaven
To try me with affliction ; had they rained
All kinds of sores and shames on my bare head,
Steeped me in poverty to the very lips,
Given to captivity me and my utmost hopes,
I should have found in some place of my soul
A drop of patience : but, alas, to make me
A fixed figure for the time of scorn
To point his slow unmoving finger at !
Yet could I bear that too; well, very well :
But there, where I have garnered up my heart,
Where either I must live, or bear no life ;
The fountain from the which my current runs,
Or else dries up ; to be discarded thence !
Or keep it as a cistern for foul toads
To knot and gender in! Turn thy complexion there,
Patience, thou young and rose-lipped cherubin,—
Ay, there, look grim as hell !

Could Shakespeare have written thus if he had not
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himself experienced the passion? Not less personal in
its intense bitterness is the speech of Posthumus in
Cymbeline, Act ii. Sc. 5:—

Is there no way for men to be, but women
Must be half-workers ?

and in the same vein Leontes, in 7/e Winter's Tale, Act i.
Sc. 2, pours forth his sarcasms on marriage :—

There have been,
Or I am much deceived, etc.

Assuming all these ideal creations to have a ground-
work in personal experience, how infinite seems the power
and grandeur of that imagination which, instead of in-
dulging itself lyrically in a wretched publication of its own
sufferings, created the dramatic situations where jealousy
is exhibited, working its wicked will on the noble and
innocent figures of Desdemona, Hermione, and Imogen!



CHAPTER VI
SHAKESPEARE'S LATER TRAGEDIES

IN the interpretation of Shakespeare’s tragedies it is
important to bear three things in mind : (1) that between
1505 or 1596, the probable date of the production of
Romeo and Juliet, and 1600, the earliest date that can
be assigned for the production of Hamlet, the poet com-
posed no pure tragedies, and that after 1600 he pro-
duced no pure comedy; (2) that his later tragedies
combine the Machiavellian principle of tragic action
found in his early tragedies, with the principle of philo-
sophic reflection so strongly developed in As You Like It,
King Henry IV., and King Henry V.; (3) that through
these late works runs a vein of passionate thought and
emotion, which seems to indicate that the poet’s choice of
dramatic materials had been affected by some profound
change in his whole view of life. The tragedies fall
naturally into two classes: those that are constructed on
the base of some well-known story or historic legend
— Hamlet, Othello, Macbeth, and Lear, which are essenti-
ally tragedies of incident and action; and those that
derive their fable from Greek and Roman history— Z#mon,
Coriolanus, Trotlus and Cressida, Julius Caesar, Antony
and Cleopatra, which are, in the main, tragedies of
character.

The first of the mature series of tragedies was Hamlet,
which, judging from internal evidence, must have been
first played soon after 1600. On the moral significance

VOL. 1V L
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of this tragedy volumes have been—not unnaturally—
written ; but its leading motive has never been better
described than in a sentence of Goethe: “To me it is
clear that Shakespeare meant, in the present case, to
represent the effects of a great action laid upon a soul
unfit for the performance of it” What there is in Hamlet
beyond this may be more safely inferred from a few sugges-
tive facts than from pages of a prior: reasoning, however
ingenious. And in the first place, it is of the greatest
importance to observe that there was evidently a play
called Hamlet older than Shakespeare’s. References to it
are made as early as 1589 by Nash in his Preface to
Greene’s Menaphon ;' by Henslowe in his diary of June o,
1594, where he mentions the profit he himself derived
from the play;? and by Lodge in his Wits Miserie,
published in 15962 Some scholars have inferred that
the play so referred to is Shakespeare’s Hamilet (which,
in that case, would have been one of his earliest works ) ;
that the quarto published in 1603 shows the form in
which the tragedy was originally produced ; and that the
text of the quarto published in 1604, which is sub-
stantially identical with that of the folio of 1623, is a
recast of the first draft of the tragedy. But against this
it must be urged, first, that the wretched and imperfect
text of the quarto of 1603 could never have come
under the revising eye of Shakespeare, being plainly only
a version of the play taken down by some shorthand
reporter from the lips of the actors; secondly, that, if
Shakespeare’s Hamlet had been in existence in 1598, it
would certainly have been mentioned by Meres; and

1 See vol. ii. p. 423.

2 <« g of June 1594 . . . at hamlet . . . viii.s/.”

3 In this book a fiend is described as ¢ a foul lubber, and looks as pale as
the vizard of the ghost who cried so miserably at the theatre, ¢ Hamlet,
Revenge!’” Gabriel Harvey makes an entry respecting Shakespeare’s
Hamlet in a copy of Speght’s edition of Chaucer dated 1598 :—¢¢ The younger
sort take much delight in Shakespeare’s Venus and Adonis, but his
Lucrece and his tragedy of Hamlet, Prince of Denmark, have it in them to
please the wiser sort.” Stevens thought this entry was made as early as
1598, but Malone, who saw the book, considers that it was probably inserted
after 1600.
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thirdly, that no one who accepts the account of Shake-
speare’s dramatic development given in the foregoing pages
can suppose that in 1589 he would have been likely
to conceive the tragedy, even as it appears in the quarto
of 1603. The play referred to by Nash, Henslowe, and
Lodge was in all probability the work of Kyd, and
would have been constructed on the Machiavellian lines
laid down by Marlowe and developed in 7/e Spanish
Tragedy ; in other words, we may fairly presume that it
represented a resolute action of revenge, worked out
according to the incidents of the story of Hamlet related
by Belleforest. The ghost referred to by Lodge was
doubtless only one of those prologising spectres imitated
from the Z/ypestes of Seneca, such as we find in 7Z/e
Misfortunes of Arthur and The Spanisk Tragedy ; Ham-
let himself would have appeared in the play as a resolute
prince determined to revenge the death of his father, just
as old Jeronymo revenges the death of his son.
Shakespeare used the same materials as the earlier play-

wright, but conceived the situation in an entirely different
spirit. His Hamlet is a dramatic example not of reso-
lution but of irresolution; he is the exact opposite of
Barabas and Jeronymo, and also of Henry V. The duty
of resolute action was imposed on the Prince of Denmark,
as it was imposed on Henry of Monmouth by the revolt
of the Percies; the latter acted with energy when the
time called for action; Hamlet only recognises, from
the example of Fortinbras, that he ought to act:—

How all occasions do inform against me,

And spur my dull revenge! What is a man,

If his chief good and market of his time

Be but to sleep and feed ? a beast, no more.

Sure, he that made us with such large discourse,

Looking before and after, gave us not

That capability and god-like reason

To fust in us unused. Now, whether it be

Bestial oblivion, or some craven scruple

Of thinking too precisely on the event,

A thought which, quartered, hath but one part wisdom,

And ever three parts coward, I do not know
‘Why yet I live to say “ This thing’s to do”;
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Sith I have cause and will and strength and means
To do’t. Examples gross as earth exhort me :
Witness this army of such mass and charge,
Led by a delicate and tender prince,

Whose spirit with divine ambition puffed,
Makes mouths at the invisible event,

Exposing what is mortal and unsure

To all that fortune, death and danger dare,
Even for an egg-shell.  Rightly to be great

Is not to stir without great argument,

But greatly to find quarrel in a straw

When honour’s at the stake. How stand I then,
That have a father killed, a mother stained,
Excitements of my reason and my blood,

And let all sleep ? while, to my shame, I sce
The imminent death of twenty thousand men,
That, for a fantasy and a trick of fame,

Go to their graves like beds, fight for a plot
Whereon the numbers cannot try the cause,
‘Which is not tomb enough and continent

To hide the slain? O, from this time forth,
My thoughts be bloody, or be nothing worth !1

Why, then, did Hamlet pause? Not, I think, altogether
for the reasons supposed by Goethe : the cause was rather
a constitutional defect of character. Possessed of the
double nature which appears also in Henry V., the
contemplative element in the Prince of Denmark so
strongly overbalances the active, that his passions and
conscience fail to afford an adequate stimulus to his will.
Under the pressure of circumstances he can behave with
energy, as when he confronts his mother and compels her
to recognise that he is not really mad, or when he alters
the King’s letters so as to ensure the destruction of
Rosencrantz and Guildenstern. But, his resolution being
fitful and capricious, he is unable to persevere in a steady
course of revenge: his arbitrary assumption of the char-
acter of madman causes him first to murder Polonius by
mistake, and then to overthrow the reason of Ophelia,
whom he loves ; the postponement of his vengeance brings
about the death, not only of the guilty king, but of his
own mother, of Laertes, of himself. —Many intellectual

1 Hamlet, Act iv. Sc. 4.
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influences combine to restrain him from the execution of
the purpose to which his intellect directs him. First of
all, his sense of irony: he is—as Prince Henry also was
to some extent—“in love with vanity ”: his sceptical
analysis is constantly suggesting to him the unreality of
things :—

HAMLET. To what base uses we may return, Horatio! Why
may not imagination trace the noble dust of Alexander, till he find it
stopping a bung-hole ?

HOoRATIO. 'Twere to consider too curiously, to consider so.

HaM. No, faith, not a jot ; but to follow him thither with modesty
enough, and likelihood to lead it: as thus : Alexander died, Alexander
was buried, Alexander returneth into dust ; the dust is earth ; of earth
we make loam; and why of that loam, whereto he was converted,
might they not stop a beer-barrel ?

Imperious Ceesar, dead and turned to clay,
Might stop a hole to keep the wind away :
O, that that earth, which kept the world in awe,
Should patch a wall to expel the winter's flaw |1

This is a line of thought which we have seen manifest-
ing itself in many of the earlier plays. It is the philo-
sophical view of Theseus in A Midsummer-Night's
Dream :—

The best in this kind are but shadows, and the worst are no
worse if imagination but amend them ;—

and of Jaques in As You Like It -—
All the world’s a stage,
And all the men and women merely players ;}—
it is Prospero’s moral in 7/e Tempest -—

We are such stuff
As dreams are made on, and our little life
Is rounded with a sleep.

Again, Hamlet is restrained from action of any kind, even
from suicide, by his vivid imagination, his fear of the
unseen. He reasons, up to a certain point, like the writer
of Sonnet 1xvi. :—

1 Hamlet, Act v. Sc. 1.
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Tired with all these, for restful death I cry,

As, to behold desert a beggar born,

And needy nothing trimmed in jollity,

And purest faith unhappily forsworn,

And gilded honour shamefully misplaced,

And maiden virtue rudely strumpeted,

And right perfection wrongfully disgraced,

And strength by limping sway disabled,

And art made tongue-tied by authority,

And folly doctor-like controlling skill,

And simple truth miscalled simplicity,

And captive good attending captain ill :
Tired with all these, from these I would be gone.l

Within a world so full of evil Hamlet is kept by “the
dread of something after death” :—

Thus conscience does make cowards of us all ;
And thus the native hue of resolution

Is sicklied o’er with the pale cast of thought,
And enterprises of great pitch and moment
With this regard their currents turn awry,
And lose the name of action.?

Finally, Hamlet finds a reason for inaction in the sceptical
fear that his senses themselves may have betrayed him,
and that the admonitions of the ghost may be a device
of the Evil One :—

The spirit that I have seen
May be the devil: and the devil hath power
To assume a pleasing shape ; yea, and perhaps
Out of my weakness and my melancholy,
As he is very potent with such spirits,
Abuses me to damn me.3

When all this is contrasted with such completely
mechanical examples of resolution as we find in the
speeches of Aaron, York and Richard III. we must con-
clude that Shakespeare’s whole conception of the value of
virtz as a dramatic principle had altered. He had, as we
have seen, begun his career as a disciple of Marlowe. Mar-

1 Compare with this Sonnet Hamlet, Actiii. Sc. 1: ¢‘To be or not to be,”

etc.
2 Hamlet, Act iii. Sc. I. 3 Ibid. Act ii. Sc. 2.
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lowe’s view of the drama of life was in effect an atheistic
one. He delighted to exhibit the onward course of a
resolute will in pursuit of a selfish purpose, victorious
over difficulties, and only checked in its successful career
by some sudden turn in the wheel of fortune.  Shake-
speare, in his earlier tragedies, without sharing Marlowe’s
religious beliefs, had effectively employed the Machia-
vellian principle for stage purposes. In 7ztus Andronicus
he had represented the actions of bloody revenge de-
vised by Titus and Tamora; he had exhibited evil
resolutely pursued for its own sake in the person of
Aaron. But self-examination and the study of history,
particularly English history, widened and deepened his
conceptions of life: he learned that the human will is
checked by forces outside itself, and that selfishness has
to reckon with other and more spiritual powers than those
of fortune. In the Hubert of King Jokn, in the Cardinal
Beaufort of Henry VZ, most of all in the closing scenes
of Rickard III, the poet showed his appreciation both
of the restraining and the retributive functions of con-
science, as he must so often have seen them represented
in an abstract form in the plots of the old Moralities.
With a full sense of growing dramatic power, he pro-
ceeded to represent, in the famous soliloquy of Falstaff,
the mind of man reasoning with itself on the conflicting
claims of life and honour ; the passionate desire for fame
and honour, as expressed by Hotspur; the resolves of
honour and patriotism, equally magnanimous and philo-
sophical, in the character of Henry V. He now conceived
all these conflicting motives of action operating on a mind
endowed with the strongest powers of reflection, in such a
manner as to produce the tragic state of irresolution
illustrated in the character of Hamlet.

In this conception of character there is nothing ab-
stract ; all is positively and universally true. The poet
enters with the liveliest sympathy into the legendary story ;
his moral ideas are so distributed between the dramatis
persone that each child of his imagination becomes a
distinct and characteristic being, reflecting light from
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himself on to the central figure of the play. The
Machiavellian King, murderer and hypocrite as he is,
is not less sensitive to the stings of conscience than

Hamlet :—
O, ’tis too true!
How smart a lash that speech doth give my conscience !
The harlot’s cheek, beautied with plastering art,
Is not more ugly to the thing that helps it
Than is my deed to my most painted word :
O heavy burthen !1

and, when alone, the murderer confesses his guilt with
agonising prayers to heaven. Polonius, with his formal
wisdom, the fruits of outward experience and observation,
offers exactly the contrast required to the introspective
reasoning of Hamlet: the blind filial affection of Laertes,
whose desire for revenge makes him so ready an instru-
ment of the villainous King, brings the irresolution of the
Prince into stronger relief; the admiration of the latter
for the firm and balanced character of Horatio helps to
reveal the defects of his own nature. Even in the struc-
ture of the tragedy we can see how ingeniously Shake-
speare has converted the conventions of the stage (which
were probably all of the play that the majority of the
audience were capable of understanding) into instruments
for the expression of his own philosophical conceptions ;
how, for example, he has elevated Kyd’s stage ghost
into a sublime and awful being; to what perfection he
has carried the “wit” proper to the underplots of Lyly
in the episode of the grave-diggers; with what skill he
has made use of the person of the courtier Osric to reflect
on the affected euphuism of polite society.

Othello was acted before James I. in November 1604,
and in the absence of any earlier mention of the tragedy, or
any internal evidence to indicate the date of composition,
it may be set down as belonging to that year.” This play

Y Hamlet, Act iii. Sc. 1.

2 See Shakespeare, xiv. Halliwell, in his Life of Shakespeare, p. 190,
quotes from a MS. by J. M. Gent, 1600, some lines which he thinks were
copied from Iago’s speech, Act iii. Sc. 3 : ¢ who steals my purse steals trash.”

But it appears from Halliwell’s own statement that some portions of the MS.
were added after 1600.
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is founded on a tale of Giraldi Cinthio in the Hecatom-
mithi ; Shakespeare altered a few of the details in the
story, but preserved the outlines. He breathed, however,
into the bald narrative a power and personality which, as
in Hamlet, make the reader feel that the play has been
written with the poet’s own life-blood. The dramatic
principle of wirti is now shown in a new light. Iago,
the most thoroughly Machiavellian figure on the English
stage, is not, like Barabas or Richard III., the hero of the
play, but his revenge is the hinge upon which the whole
plot turns. After explaining the injury he has received
from Othello, Iago says to Roderigo :—

Now, sir, be judge yourself,

Whether I in any just term am affined
To love the Moor.

Rob. I would not follow him then.

1aGo. O, sir, content you ;
I follow him to serve my turn upon him :
We cannot all be masters, nor all masters
Cannot be truly followed. You shall mark
Many a duteous and knee-crooking knave,
That, doting on his own obsequious bondage,
Wears out his time, much like his master’s ass,
For nought but provender, and when he’s old, cashiered :
Whip me such honest knaves. Others there are
Who, trimmed in forms and visages of duty,
Keep yet their hearts attending on themselves,
And, throwing but shows of service on their lords,
Do well thrive by them and when they have lined

their coats

Do themselves homage : these fellows have some soul ;
And such a one do I profess myself. For, sir,
It is as sure as you are Roderigo,
Were I the Moor, I would not be Iago:
In following him, I follow but myself ;
Heaven is my judge, not I for love and duty,
But seeming so, for my peculiar end :
For when my outward action both demonstrate
The native act and figure of my heart
In compliment extern, ’tis not long after
But I will wear my heart upon my sleeve
For daws to peck at: I am not what I am.!

v Othello, Act i. Sc. 1.
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It will be observed that, in this announcement of firm
resolution, Shakespeare gets quite free from the melo-
dramatic element which mixes itself in the representation
of such characters as Aaron and Richard III. There is
nothing ideally improbable in the plot of O#kello, or in the
character of Iago: the play exhibits the tragic effects that
can be produced by absolute selfishness working under
the control of intellect on the passions and credulity of
men. When Iago has settled on his end he allows no
consideration to bar his way; he recognises in his solilo-
quies that what he recommends to others is the “divinity
of hell”; but as it serves his interest it is to be followed.
By the devilishness of his intellect he obtains an advantage
over all the other actors in the tragedy; because their
judgments are clouded by mists of human weakness and
passion, which enable him to present falsehood to them
under the appearance of truth and reality. Iago knows
precisely what argument will have weight with each
particular disposition. From Roderigo, as much fool as
knave, he does not attempt to conceal his own selfish
motives, understanding that his dupe will do anything he
is told, when there seems to be a prospect of gratifying his
blind passion for Desdemona. In his case a weak will
requires to be encouraged by philosophy :—

RODERIGO. What should I do? I confess it is my shame to be
so fond ; but it is not in my virtue to amend it.

I1aGo. Virtue! a fig! ’tis in ourselves that we are thus or thus.
Our bodies are our gardens, to the which our wills are gardeners : so
that if we will plant nettles, or sow lettuce, set hyssop and weed up
thyme, supply it with one gender of herbs, or distract it with many,
either to have it sterile with idleness, or manured with industry, why,
the power and corrigible authority of this lies in our wills.!

Over the nobler characters Iago gains his ascendency
by their belief in the heartiness, honesty, and good fellow-
ship, underlying his blunt speech. Cassio, for example,
thinks that Iago is only advising him in his own interest to
entreat the mediation of Desdemona with her husband :--—

1 Othello, Act i. Sc. 3.
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Cass10. You advise me well.
IaGo. 1 protest, in the sincerity of love and honest kindness.
Cas. I think it freely ; and betimes in the morning I will beseech
the virtuous Desdemona to undertake for me : I am desperate of my
fortunes if they check me here.
Iaco. You are in the right. Good night, lieutenant. I must to
the watch.
Cas. Good night, honest lago. [Exit.]
IaGo. And what’s he then that says I play the villain ?
‘When this advice is free [ give and honest,
Probal to thinking and indeed the course
To win the Moor again? etc., etc.1

He gains Othello’s credence by pretending a reluct-
ance to disclose his suspicions lest these should lower him
in the Moor’s opinion :—

It were not for your quiet nor your good,
Nor for my manhood, honesty, or wisdom,
To let you know my thoughts.
OTHELLO. What dost thou mean ?
Iaco. Good name in man and woman, dear my lord,
Is the immediate jewel of their souls :
Who steals my purse steals trash; ’tis something,
nothing ;
Twas mine, tis his, and has been slave to thousands ;
But he that filches from me my good name
Robs me of that which not enriches him,
And makes me poor indeed.?

At the same time the clearness of his professedly
materialistic principles gives him an immense advantage
over the sound but unreasoning instincts of those
whom he deludes. Desdemona is deceived by his blunt
cynicism, because, in the purity of her mind, she does
not believe him to be in earnest. Roderigo, human, though
a fool, refuses to believe in Desdemona’s levity :—

RoD. 1 cannot believe that in her; she’s full of most blessed
condition.

Iaco. Blessed fig’s-end ! the wine she drinks is made of grapes :
if she had been blessed, she would never have loved the Moor.3

1 Othello, Act ii. Sc. 3.
Ibid. Act iii. Sc. 3. 3 Ibid. Actii. Sc. 1.
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As to Othello, lago himself allows that he “is of a
constant, loving, noble nature,”* and the Moor is at first
firmly possessed with the belief in the innocence and
goodness of his wife ; but Iago knows how to work on his
jealous disposition, and when suspicion has once obtained
a lodgment in his mind, Othello’s nature is not suffici-
ently elevated to resist the apparently irresistible material
evidence of Desdemona’s guilt which is laid before him.

In commenting on 7/e Winter's Tale and Cymbeline,
I have noted the attraction which this passion seems to
have had for Shakespeare’s imagination ; nor can I doubt
that the poet wrote from the depths of personal experi-
ence the lines in Ozhello :—

Look, where he comes! Not poppy, nor mandragora,
Nor all the drowsy syrups of the world,

Shall ever medicine thee to that sweet sleep

Which thou owedst yesterday.2

The more wonderful seems to be the power of the
creative imagination which, with such an extraordinary
power of self-analysis, so completely suppressed the poet’s
own personality in the drama ; which from the common-
place story of Cinthio called into being not only the
character of Iago, but the episode of the love-making of
Othello and Desdemona, the drunkenness of Cassio, the
contrast in the persons of Desdemona and Emilia, the
exquisite poetry in the incident of the handkerchief.
Neither in this play nor in Macbet/z is there any check in
the action interfering with the power of tragedy to effect
“through pity and fear the purgation of these emotions.”

Macbeth combines some of the elements of Hamlet and
Otkello. The central situation is essentially the same as in
Hamlet, an irresolute will at once impelled to and restrained
from action by opposing desires and considerations. The
characters and circumstances of each, however, are radi-
cally different. Both are capable of “looking before and
after,” but Hamlet is called upon to act by filial affection,

1 Otkello Actii. Sc. 1. 2 Jbid. Act iii. Sc. 3.
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and what he considers the duty of revenge : he is checked
by his doubts. Macbeth is urged on by merely selfish
ambition, and is restrained only by the fear of the
material consequences. Where Hamlet says :—

The dread of something after death,
The undiscovered country from whose bourn
No traveller returns, puzzles the will
And makes us rather bear those ills we have
Than fly to others that we know not of ;1

Macbeth reasons :—

If the assassination
Could trammel up the consequence, and catch
With his surcease success ; that but this blow
Might be the be-all and the end-all here,
But here, upon this bank and shoal of time,
We’ld jump the life to come.?

So that while Hamlet, reflective, conscientious, even
religious, doubts whether his father’s ghost may not be a
temptation sent by the Evil One, Macbeth, merely super-
stitious, seeks to strengthen himself in his resolution by
the prophecies of the Weird Sisters. Yet when he
reflects on all the consequences of his intended crime
he shrinks from his purpose, like Hamlet :—

I have no spur
To prick the sides of my intent, but only
Vaulting ambition, which o’erleaps itself,
And falls on the other.?

At this point, however, Macbeth is supplied, for the
execution of crime, with the external stimulus that Hamlet
lacks for the performance of what he feels to be his duty.
Lady Macbeth represents in the play the principle of
Resolution, and, like Iago in O#kello, her business is to
fortify the infirm purpose of her partner. Her mind
being fixed on its end, she puts aside all imagination,
and she knows how to work upon her husband’s nature :—

v Hamlet, Act iii. Sc. 1.
2 Macbeth, Act 1. Sc. 7. 3 [bid,
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Was the hope drunk
Wherein you dressed yourself? hath it slept since ?
And wakes it now, to look so green and pale
At what it did so freely? From this time
Such 1 account thy love. Art thou afeard
To be the same in thine own act and valour
As thou art in desire? Wouldst thou have that
Which thou esteem’st the ornament of life,
And live a coward in thine own esteem,
Letting 1 dare not” wait upon I would,”
Like the poor cat i’ the adage ?!

At a much earlier period in his dramatic career Shake-
spearc had conceived the germs of Lady Macbeth’s char-
acter in the ambitious Eleanor, Duchess of Gloucester,
who strives to arouse her husband’s energies by her own :—

Why doth the great Duke Humphrey knit his brows,
As frowning at the favours of the world ?

Why are thine eyes fixed to the sullen earth,
Gazing on that which seems to dim thy sight ?
What seest thou there? King Henry’s diadem,
Enchased with all the honours of the world ?

If so, gaze on, and grovel on thy face,

Until thy head be circled with the same.

Put forth thy hand, reach at the glorious gold.
What, is’t too short? DI’ll lengthen it with mine ;
And, having both together heaved it up,

We'll both together lift our heads to heaven

And never more abase our sight so low

As to vouchsafe one glance unto the ground.?

The contrast between the ambition of the virile woman
and that of the irresolute man is, in Macbet/z, carried out
to the end of the play with splendid skill As long as
moral energy can confront the world, Lady Macbeth
bears up against remorse, conscience, imagination. She
is not a woman to see ghosts, and even when Macbeth
breaks down at the banquet she can dismiss the guests
with dignity. But her husband, having proved himself
unequal to his position, her physical powers collapse
under the moral strain on her mind, the terrific force of
which is so magnificently expressed in the sleep-walking

1 Macbeth, Act i. Sc. 7.
2 Henry VI. Part 2, Acti. Sc. 2.
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scene. Macbeth, on the contrary, recovers himself when
his strong imagination has been fortified by the delusive
prophecy, that he shall remain unvanquished till Birnam
wood shall come to Dunsinane, and invulnerable by any
born of woman ; and even after the fallacy of his hopes
is revealed, his irresolutlon is lost in despair; he dies
fighting.

This play, first printed in the folio of 1623, was pro-
bably produced in the winter of 1605 ;! it was followed
by King Lear, the last of Shakespeare’s tragedies founded
on legendary action, probably acted for the first time in
the course of 1606. Beyond any of his works (with the
possible exception of The Merchant of Venice) King Lear
illustrates the poet’s extraordinary power of fusing con-
flicting elements into an organic action. Hawmlet, Othello,
and Macbeth are dramatic versions of single stories
already in existence; Kzng Lear, on the other hand,
combines the well-known legend of the king and his
daughters — already told with many variations by
Geoffrey of Monmouth, Wace, Layamon, Spenser, and
Holinshed—with the tale of the King of Paphlagonia
and his two sons related in Sidney’s Arcadia, and to this
again is added the episode of Edgar (the equivalent of
Leonatus in Sidney’s narrative) in his character of Tom
of Bedlam, a part apparently suggested by Samuel Hars-
nett's Declaration of Egregious Popish Impostures, pub-
lished in 1603, which contains the names of the different
fiends mentioned in the tragedy.?

Not less complex is the spirit of the play, for while
the other tragedies (with the exception of two short
scenes in Macbet/r and Othello) exclude deliberately comic
representation, one of the most important figures in King
Lear is the King’s fool, whose discourse is as professionally
witty as that of Touchstone in As You Like It. In this
respect the tragedy reverts to the earlier type exemplified
in Romeo and Juliet, and, indeed, at first sight it seems as

1 As to the reasons for assigning this date see Collier’s Skakespeare (2nd
cdition), vol. v. pp. 213-215.
2 Hunter’s New [llustrations of Shakespeare, vol. ii. pp. 267-269.
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if the poet had in these two plays intended to rouse pity
and fear, after the Greek fashion, by an action of mis-
fortune and destiny, rather than, as in the dramas im-
mediately preceding K7ng Lear, by an exhibition of the
tragic effects of the conflict between the passions and the
will. Evil prevails almost to the close ; the fortunes of
the good and innocent Cordelia, the honest Kent, the
dutiful Edgar, all involved in a common ruin, not from
their own fault, but from the errors or crimes of others,
leave us with a sense of inequality in the distribution of
happiness and misery. Added to this, the spectacle of
the pitiless war of the elements against the aged and
discrowned Lear, and the forlorn wanderings of the
sightless Gloucester, intensify the gloom of the action, so
that we instinctively recall in Lear and Cordelia the
figures of (Edipus and Antigone, and the words of Aris-
totle describing the action of a perfect tragedy: “ The
change of fortune should not be from bad to good, but,
reversely, from good to bad. It should come about as
the result not of vice, but of some great error or frailty,
in a character such as we have described, or better rather
than worse.” !

But in so judging we should miss half the greatness
of Shakespeare’s conception. It is true that the view of
the world presented to us in ZLear is stern and terrible,
but it does not reflect upon divine justice. Looking
below the surface, we see how large a part of the situation
is the product of the perversity and corruption of the
human will. Lear’s misfortunes primarily spring from
his arbitrary and impulsive nature: Gloucester pays the
penalty for the self-indulgence which, at the opening of
the play, he himself judges with so much levity. As the
philosophic Edgar says :—

The gods are just, and of our pleasant vices
Do make us plagues to scourge us.2

Nor do the more determined evil-doers escape retribution;

1 Aristotle, Poetics, cap. xiii. 4.
2 King Lear, Act v. Sc. 3
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the wicked daughters of the King, crossing each other’s
selfish purposes, perish respectively by murder and suicide;
in their case—

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

The innocent victims of evil are to be restored, as far as
may be. Albany says:—

What comfort to this great decay may come

Shall be applied : for us, we will resign,

During the life of this old majesty,

To him our absolute power: [70 Edgar and Kent] you,
to your rights ;

With boot, and such addition as your honours

Have more than merited. All friends shall taste

The wages of their virtue, and all our foes

The cup of their deservings.?

Thus the play comprehensively illustrates both Marlowe’s
tragic principle of Will resolved in the pursuit of its own
ends, and the Greek tragic principle of divine Nemesis
following the commission of sin from one generation to
another. The medizval doctrine of the vanity of the
world—the mainspring of works like 7%e Fall of Princes
and The Mirrvor jfor Magistrates—is made to modify the
doctrine of Machiavellj, that all things are permissible to
absolute Power.

It is impossible to estimate too highly the dramatic
skill with which Shakespeare has worked out this mixed
conception, by combining the legend of King Lear with
Sidney’s story of the King of Paphlagonia and his two
sons. Lear and Gloucester, the chief sufferers in the play,
are men of that imperfect character which Aristotle requires
in the chief figures of tragedy: the King with a large,
noble, generous and loving disposition, marred by the
arbitrary impulses of a despot, as he shows by his unjust
treatment of Cordelia and Kent ; Gloucester feeble, timid
and pleasure-loving, but loyal, kind-hearted and affectionate.

1 King Lear, Act v. Sc. 3. 2 Jbid. Act v. Sc. 3.
VOL. IV M
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The selfishly resolute characters—Edmund, Cornwall,
Goneril and Regan—turn to their own advantage the
weakness and folly of their elders. While the latter are
in power, they flatter their credulity; when they have
gained their ends, they trample their benefactors under
foot. In particular, the character of Edmund (who answers
to Sidney’s Plexirtus) illustrates the Machiavellian principle.
He has the intellect and selfish craft of Iago, but his nature
is not without an element of nobility, which appears in his
dying moments :—
EDMUND. What you have charged me with, that have I done;
And more, much more ; the time will bring it out:
’Tis past, and so am I. But what art thou

That hast this fortune on me? If thou’rt noble,
I do forgive thee.!

And again —

This speech of yours hath moved me,
And shall perchance do good.?

And .(—

I pant for life : some good I mean to do,
Despite of mine own nature.?

In a certain sense he is the victim of his father’s selfish-
ness. He is a bastard, and on this consideration he
bases his egotistic philosophy :—

Thou, nature, art my goddess ; to thy law

My services are bound. Wherefore should I

Stand in the plague of custom, and permit

The curiosity of nations to deprive me,

For that I am some twelve or fourteen moonshines
Lag of a brother? Why bastard ? wherefore base ?
When my dimensions are as well compact,

My mind as generous, and my shape as true,

As honest madam’s issue ?

Well, then,
Legitimate Edgar, I must have your land :
Our father’s love is to the bastard Edmund,
As to the legitimate : fine word,—legitimate !

v King Lear, Act v. Sc. 3.
2 10id Act v. Sc. 3. 3 Jbid. Act v. Sc. 3.
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Well, my legitimate, if this letter speed,

And my invention thrive, Edmund the base
Shall top the legitimate. I grow; I prosper:
Now, gods, stand up for bastards.l

He reasons, like Iago with Roderigo, about his fathers
superstitious belief in the influence of the planets over
human actions :—

This is the excellent foppery of the world, that, when we are
sick in fortune,—often the surfeit of our own behaviour,—we make
guilty of our disasters the sun, the moon, and the stars: as if we
were villains by necessity ; fools by heavenly compulsion ; knaves,
thieves and treachers, by spherical predominance ; drunkards, liars,
and adulterers, by an enforced obedience of planetary influence;
and all that we are evil in, by a divine thrusting on: an admirable
evasion of whoremaster man, to lay his goatish disposition to the
charge of a star! My father compounded with my mother under
the dragon’s tail; and my nativity was under Ursa major; so
that it follows, I am rough and lecherous. Tut, I should have been
that I am,? had the maidenliest star in the firmament twinkled on
my bastardising.

And, as with Iago, his great knowledge of the human
heart enables him easily to make the infirmities or virtues
of others the instruments of his own designs :—

A credulous father! and a brother noble,

Whose nature is so far from doing harms,

That he suspects none : on whose foolish honesty
My practices ride easy! I see the business.

Let me, if not by birth, have lands by wit :

All with me’s meet that I can fashion fit.3

1 King Lear, Act i. Sc. 2.

2 Ibid. Act i. Sc. 2. The recurrence of this, or similar phrases, in
Shakespeare is noticeable ; it seems to express the pith of the Machiavellian
philosophy, though it is employed in very different moods. Thus in Sonnet
cxxi. Shakespeare says of himself :—

I am that I am, and they that level
At my abuses reckon up their own.
Iago, in Otkello, Act i. Sc. 1, says that when his ¢ outward action”
demonstrates ¢‘ the native act and figure” of his heart, he will say : I am
not what I am.” And Richard III says, in his last soliloquy : ¢¢ Richard
loves Richard : that is, I am I.”—Act v. Sc. 3.
3 King Lear, Act i. Sc. 2.
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Between the chief sufferers and the evil-doers in the
play stands the group of honest characters—Kent, the
supposed serving-man, Edgar, the pretended madman, and
the Fool—who serve to set forth the poet’s philosophy ;
and Shakespeare’s art is nowhere more strikingly ex-
hibited than in the skill with which he uses these dramatic
figures for his own moral purposes. What doubtless
pleased the majority of the audience in King Lear
was that which still mainly delights English theatrical
audiences—the imitation, not of ideas, but of external
objects. This is plainly shown by the title-page of the
play as published in the quarto of 1608 : “ M. William
Shakespeare, his true Chronicle Historie of the life and
death of King Lear and his three daughters, with the
unfortunate life of Edgar, sonne and heire to the Earle
of Gloster, and his sullen and assumed humor of Tom
of Bedlam.” No doubt this would have led the spectators
to expect in the underplot of this play that which they
had been treated to from the days of the earliest Miracle
Plays, the faithful copy on the stage of some curious
or grotesque object with which they were familiar in
real life.  Just as it was the audience who were the
indirect inspirers of such scenes as Launce and his dog
in the 7wo Gentlemen of Verona, of Autolycus’ rogueries
in The Winter's Tale, and of the marriage of Touchstone
in As You Like It so the audience—which certainly did
not feel the whole dramatic irony of the different situa-
tions in King Lear or Hamlet—Iliked to see Kent sitting
in the stocks, Lear sheltering in the hut from the storm,
the grave-diggers chattering in Ophelia’s grave.

Shakespeare, seizing on this taste, elevated the objects
which gratified it into the ideal regions of poetry. By
means of the spectators’ delight in seeing familiar realities
faithfully imitated by skilful actors, he revealed the
elemental truth of nature, as contrasted with the
simulation and hypocrisy of mankind. The honest
plain-speaking of Kent is required as a dramatic con-
trast to the crafty flatteries of Lear’s daughters; the
bluntness of his manners in service illustrates the fawning
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servility of Oswald. It is the same with the disguised
Edgar. While no character more appropriate to the reali-
ties of the dramatic situation could have been conceived
than the supposed “ Abraham man” (whose assumption of
lunacy was carefully imitated from the ravings of persons
believed to be possessed), the sight of his wretchedness
is well calculated to push the mind of Lear, already
strained by reflection to the height of torture, into the
abyss of madness. The transition from the King’s
sympathetic meditations on the miseries of humanity
(“Poor naked wretches,” etc.), inspired by his own
sufferings, to the profound though passionate reasoning
which makes him tear off his clothes at the sight of
Edgar’s nakedness, is a stroke of art perhaps unequalled
even in Shakespeare :(—

Why, thou wert better in thy grave than to answer with thy
uncovered body this extremity of the skies. Is man no more than
this? Consider him well. Thou owest the worm no silk, the
beast no hide, the sheep no wool, the cat no perfume. Ha! there’s
three on’s are sophisticated! Thou art the thing itself: unaccom-
modated man is no more but such a poor, bare, forked animal as
thou art. Off, off, you lendings.1

Not less dramatically effective in the philosophical
situation is the figure of the Fool. It is the object of
the dramatist to bring Lear from his high, arbitrary, and
wilful folly to a sense of the reality of things; and this
can best be done through the teaching of that well-
established stage figure, the Fool ; since, as Jaques says,
when he desires to put on motley :—

I must have liberty
Withal, as large a charter as the wind,
To blow on whom I please ; for so fools have ;
And they that are most galled with my folly,
They most must laugh.

When King Lear begins to doubt whether he has acted
wisely in parting with his authority, his Fool (whom he

1 King Lear, Act iii. Sc. 4.
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has sent for merely for his amusement) at once begins
to put the truth before him in the plainest way, and
when the King, displeased, threatens to have him whipped,
the Fool claims his privilege of free speech. The King
is thus forced to reflect, and thence, by the finest grada-
tions, he is brought to laugh at himself with a merriment
already verging upon madness :—

FooL. If thou wert my fool, nuncle, I'd have thee beaten for
being old before thy time.
LEAR. How ’s that?
FooL. Thou shouldst not have been old till thou hadst been
wise.
LEAR. O, let me not be mad, not mad, sweet heaven !
Keep me in temper: I would not be mad !1

Like Touchstone, the Fool in Zear has the clearest
perception of material things in themselves. When,
in the midst of the storm, Lear calls upon the thunder
to smite the world of “ingrateful man,” the Fool
observes :—

O nuncle, court holy-water in a dry house is better than this
rain-water out o’ door. Good nuncle, in, and ask thy daughters’
blessing : here’s a night pities neither wise man nor fool.2

When the King proceeds to upbraid the elements
with being his daughters’ “servile ministers,” the Fool
recalls to him indirectly that he has only himself to
blame ; and Lear perceives that he is right :—

FooL. He that has a house to put’s head in has a good head-
piece.

The man that makes his toe
What he his heart should make
Shall of a corn cry woe,
And turn his sleep to wake.
For there was never yet fair woman but she made mouths in a glass.
LeAR. No, I will be the pattern of all patience; I will say
nothing.3

Gradually personal sympathy with the Fool's physical

v King Lear, Act i. Sc. 5.
2 [bid. Act iii. Sc. 2. 3 7Zbid. Actiii. Sc. 2.
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discomfort shows Lear that in the face of the tyranny of
Nature all men are, in a sense, equal :—

LEAR. My wits begin to turn.
Come on, my boy: how dost, my boy? art cold ?
I am cold myself. Where is this straw, my fellow?
The art of our necessities is strange,
That can make vile things precious. Come, your hovel.
Poor fool and knave, I have one part in my heart
That’s sorry yet for thee.
FooL (singing). He that has and a little tiny wit,—
With hey, ho, the wind and the rain,—
Must make content with his fortunes fit,
For the rain it raineth every day.
LEAR. True, my good boy. Come, bring us to. this hovel.l

King Lear is a play characteristic of the final
phase in Shakespeare’s dramatic career. It has less
dramatic unity than Macbeth, Cthello, or even Hamlet ; it
does not represent, like these tragedies, the evolution of
a single action founded on a legendary tale; the episode
of Gloucester, for example, is not essentially necessary to
the structure of the play, and the effect of combining
it with the historical legend is to divide the interest be-
tween the calamities of Lear, the sufferings of Gloucester,
and the misfortunes of Edgar. The element of contem-
plation in King Lear prevails over the element of action :
it is a play fitted for the study rather than the stage,
giving a philosophic and comprehensive view of the world
and of human nature, without paying much attention to
the progress of the plot from one point to another. This
characteristic links it to the group of tragedies which (with
one exception, julius Cesar) formed certainly some of
Shakespeare’s last work for the theatre, 77mon of Athens,
Troilus and Cressida, Julius Cesar, Antony and Cleopatra,
Coriolanus.  All these resemble each other in certain
marked particulars. Their subjects are taken either from
Plutarch’s Lives or from the medizval story of the Trojan
war. They are dependent for their interest rather on the
exhibition of character than on the development of a plot.
Like King Lear, they dwell on a certain well-defined philo-

1 King Lear, Acr iii. Sc. 2.
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sophic view of men and things. Sometimes they repre-
sent the consequences of moral excess in different
forms, as of pride in Coriolanus, sensual love in Antony,
prodigal benevolence in Timon. Elsewhere we find studies
of excess in the characters of women, as in Cressida and
Cleopatra. The vice of ingratitude, which is the cause of
madness in Lear, is the cause of misanthropy in Timon.
While in Julius Cesar and Coriolanus we see the changing
disposition of the crowd towards the individual, Z7mon
and Zroilus and Cressida are studies of the varying
behaviour of individuals in their dealings with the world.
Full of profound thought and close observation, these
tragedies are evidently the fruits of personal experience,
and it is observable that, from King Lear onwards,
Shakespeare’s modes of expression become far more
obscure and metaphysical than is usual in the earlier
plays.

Such changes of style point to an inward revolution
in the mind of the poet, and though I do not wish to
press the evidence beyond what is reasonable, I cannot
help thinking that the key-note for interpreting all Shake-
speare’s tragedies is to be found in the Sonnets. For
assuming, as I think we ought to assume, that these
poems are the offspring of real emotion, it is plain that
we there find, treated in a lyric form, many of the ideas,
opinions, and sentiments, which are dramatically expressed
in the tragedies. The picture presented to us in the
Sonnets is that of a soul divided against itself by the per-
petual conflict between its higher and lower parts, and
although the poet turns his gaze inwards, he is always
reflecting the universal struggle of human nature spoken
of in Scripture: “ The flesh lusteth against the spirit, and
the spirit against the flesh: and these are contrary the one
to the other; so that ye cannot do the things that ye
would.” In Shakespeare’s tragedies the moral war be-
tween Good and Evil, between the Passions and the
Enlightened Will, is represented sometimes by the
struggles of conscience in the souls of hesitating men like
Hamlet, Macbeth, Angelo, and sometimes by the spectacle
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of a strong will, such as that of lago, Edmund, or Lady
Macbeth, acting upon an irresolute or credulous fellow-
creature. In the Sonnets the inward strife is allegorised
by the dramatic contest between the good and bad angels
of the old Moralities ; but beyond this internal sphere of
conflict lies the world at large, into contact with which
man’s soul is brought by all the desires and faculties which
impel him to action. So long as he can satisfy his desires
with an object of ideal love, he can afford to disregard
his outward fortunes (Sonnet xxix.):—

When, in disgrace with fortune and men’s eyes,

I all alone beweep my outcast state

And trouble deaf heaven with my bootless cries

And look upon myself and curse my fate,

Wishing me like to one more rich in hope,

Featured like him, like him with friends possessed,

Desiring this man’s art and that man’s scope,

With what I most enjoy contented least ;

Yet in these thoughts myself almost despising,

Haply I think on thee, and then my state,

Like to the lark at break of day arising

From sullen earth, sings hymns at heaven’s gate ;

For thy sweet love remembered such wealth brings,
That then I scorn to change my state with kings.

It is easy from this to conceive of the mood of mind

in which he would have written the lines (Sonnet cxxi.):—

’Tis better to be vile than vile esteemed,

When not to be receives reproach of being,

And the just pleasure lost which is so deemed

Not by our feeling but by others’ seeing.
Nor is it more difficult to divine what depths of spiritual
experience a spirit so observant of its own life and motion
must have sounded during the period of intense mental
suffering. On the assumption that the Sonnets were
composed at different times, between the date at which
the earliest specimens were published in 1598, and the
appearance of the entire collection in 1609, it will at once
appear probable that the emotions thus vividly and lyri-
cally expressed in the poet’s own person are also the
inspiring source of the sentiments which he puts into the
mouths of a great variety of ideal characters. And as in
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King Lear we may see,mitigated and modified by reason and
reflection, a dramatic image of that personal despondency
which is so marked in the Sonnets, so we may perhaps
assume that, in the series of tragedies founded on tales or
histories of the old world, the poet selected those subjects
which seemed to him the most fitting vehicles for the ex-
pression of his own spiritual experiences.

This dominant contemplative tendency in tragedy first
appears in Julius Cesar, a play which seems to have been
in existence in 1601.! It is plain that the inspiring
motive of this drama is not the idea of representing the
external action of the death of Casar, for not only does
Ceasar himself play a secondary part in it, but (though the
first portion is written with admirable dramatic skill) it is
protracted for two whole acts beyond his assassination.
The design of the poet seems to have been first to exhibit
the conflict of motives in a virtuous mind impelled to
a questionable action; secondly, to show the motives
prevailing with less noble characters; and finally, the
manner in which the crowd is persuaded to judge of the
nature of such actions. Shakespeare had evidently much
sympathy with the character of Brutus, as he is repre-
sented in the play, not, I think, as Mr. Swinburne
supposes, on political grounds, but because Brutus is, like
Hamlet, one of those divided natures in the observation
of which the poet took so much delight :—

But let not therefore my good friends be grieved—
Among which number, Cassius, be you one—

Nor construe any further my neglect,-

Than that poor Brutus, with himself at war,
Forgets the shows of love to other men.2

Honour, the principle so powerful with Hotspur and
Henry V., is the main-spring of Brutus’ actions :—

If it be aught towards the general good,

Set honour in one eye and death i’ the other,
And I will look on both indifferently,

For let the gods so speed me as I love

The name of honour more than I fear death.3

1 Mark Antony’s oration is referred to in Weever’s 7riumph of Martyrs,
published in that year.
2 Julius Casar, Act i. Sc. 2. 3 /lbid. Act i. Sc. 2.
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He concludes that Honour bids him kill Cesar :—

It must be by his death: and for my part,
I know no personal cause to spurn at him,
But for the general.l

Hence his suffering :—

Since Cassius first did whet me against Casar
I have not slept.

Between the acting of a dreadful thing

And the first motion, all the interim is

Like a phantasma, or a hideous dream:

The Genius and the mortal instruments

Are then in council ; and the state of man,
Like to a little kingdom, suffers then

The nature of an insurrection.?

But Brutus does not hesitate, after Hamlet’s fashion,
in his resclution ; and the purity of his motives is apparent
in his appeal to the people : “ Believe me for mine honour,
and have respect to mine honour that you may believe;” ?
as well as in his reproaches to Cassius for not sending
him money :—

By heaven, I had rather coin my heart,
And drop my blood for drachmas, than to wring

From the hard hands of peasants their vile trash
By any indirection.*

He rose against Caesar, not, as he says, “that I loved
Casar less, but that I loved Rome more” ;% and in this
“general honest thought ” he learns to suppress all personal
feeling, such as his friendship for Caesar and even his
affection for his wife Portia.

Cassius, on the other hand, as he frankly avows, is in-
spired to action by the selfish passion of Envy. He can-
not bear the supremacy of one whom he feels to be only his
equal, and in some respects his inferior. Yet this man
understands the working of the more elevated sentiments,
and the main interest of his character lies in the influence
he exercises upon persons so different as Brutus and Casca.

v Julius Cesar, Act ii. Sc. 1.

2 [bid. Act ii. Sc. 1. 3 Zbid. Act iii. Sc. 2.
4 [bid. Act iv. Sc. 3. 5 Ibid. Act iil. Sc. 2.
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He undertakes to reveal Brutus to himself, and, with as
much skill, though in a more elevated spirit than Iago, he
moulds the other to his purposes by making “ honour the
subject of his story.”! Like Cassius, the other conspira-
tors, as Antony says at the close of the play, “did what
they did in envy of great Cesar;” ? but the quality of their
envy is finely discriminated from his who is the soul of the
plot; the characters of the blunt Casca and the dis-
sembling Decius Brutus are imagined with extraordinary
vivacity from stray hints in Plutarch, while the figure
of Caius Ligarius, rising from his sick-bed and prepared,
in his enthusiastic loyalty, to do anything that Brutus
bids him, is the lively offspring of Shakespeare’s own
brain.

Most interesting, however, of all the features of the
play is the representation the poet gives of the people.
He who had already portrayed the insurrection of Cade,
who had conceived and executed the individual char-
acters of Dogberry, Verges, Bottom, Nym, and Pistol, now
exhibits the crowd in its capacity of judge. There is
nothing in Plutarch beyond the most casual expressions
to suggest that conception of the multitude which Shake-
speare here presents to us—its enormous mobility, its
naive perceptions, and its utter incapacity to resist the
force of any argument clearly put before it. In the
opening scene the people appear in their elementary mood
of pleasure-seeking ; immediately Flavius and Marullus
appeal to their consciences by reminding them of Pompey,
they steal away to their homes; after hearing Brutus,
they propose to carry him to his house “ with shouts and
clamours” ; after hearing Antony, they are ready to tear
Brutus to pieces. They cannot understand abstract prin-
ciples ; when Brutus is addressing them, they are not really
moved by his appeals to Rome, patriotism, and honour,
but by their profound respect for his character ; Antony,
on the other hand, after skilfully flattering their hostile
prejudices, begins to arrest their attention by plain argu-
ments which every man can understand, then shows how

v Julius Cesar, Act i. Sc. 2. 2 Ibid. Act v. Sc. 5.
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their interests are touched by what has been done, then
arouses curiosity and expectation by a casual reference to
Cesar’s will, and, when he has their passions entirely under
his control, proceeds to inflame them to the highest pitch
by putting before their eyes Caesar’s mangled body and
the mantle, which he had worn “ that day he overcame the
Nervii,” rent and bloody with the daggers of the conspira-
tors. As lago played, with the touch of an artist, on
the jealousy of Othello, and Cassius on Brutus’ idea of
honour, so Antony sways by his oratory the passions of
the crowd. Can we doubt that the animated mixture of
humour, sympathy, and disdain which inspires this repre-
sentation was, in great part, the fruits of sufferings inflicted
on a sensitive nature by the unjust judgments of the
world ?

Something of the same kind of feeling is embodied in
Trotlus and Cressida, a play which was published in 1609,
apparently before it was exhibited on the stage. It is
certainly much better adapted for reading than for acting.
The main story—one which Boccaccio and Chaucer had
made popular more than two hundred years before Shake-
speare’s time—has very few incidents, and depends for its
interest entirely on the universal nature of the situation.
Troilus’ absorbing passion and Cressida’s fickle levity do
not furnish materials for a complicated plot, and the merit
of Shakespeare’s play lies in the skill with which he has
converted the story of the Trojan war as a whole into a
mirror reflecting varieties of human conduct and character.
None of his plays contains more worldly wisdom, none more
profound knowledge of the manner in which the heart of
man is moved. The portraits of the proud Achilles, the
“dull, brainless,” but conceited Ajax, the wise Ulysses, the
railing Thersites, the low Pandarus, and the shifty Cressida
are masterpieces of observation; but the kernel of the
play, containing the essence of Shakespeare’s philosophy,
lies in two scenes : one, that on which the Trojans debate
upon the expediency of restoring Helen; the other that in
which Ulysses works upon Achilles with indirect appeals
to his pride and self-esteem. In the former Shakespeare
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finds an opportunity to give a fresh dramatic interpreta-
tion of the principle of Honour, which we have so often
seen exercising his imagination. Hector opens the debate
by arguing on the side of reason and prudence: Troilus
and Paris take the side of sentiment. Hector sums up
the discussion in the following characteristic speech :—

Paris and Troilus, you have both said well,
And on the cause and question now in hand
Have glozed, but superficially ; not much
Unlike young men, whom Aristotle thought
Unfit to hear moral philosophy :

The reasons you allege do more conduce

To the hot passion of distempered blood
Than to make up a free determination

"Twixt right and wrong, for pleasure and revenge
Have ears more deaf than adders to the voice
Of any true decision. Nature craves

All dues be rendered to their owners : now,
What nearer debt in all humanity

Than wife is to the husband ? If this law
Of nature be corrupted through affection,
And that great minds, of partial indulgence
To their benumbed wills, resist the same,
There is a law in each well-ordered nation
To curb those raging appetites that are

Most disobedient and refractory.

If Helen then be wife to Sparta’s king,

As it is known she is, these moral laws

Of nature and of nations speak aloud

To have her back returned : thus to persist
In doing wrong extenuates not wrong,

But makes it much more heavy. Hectors opinion
Is this in way of truth,; yet neertheless,

My spritely brethren, I propend to you

In resolution to keep Helen still,

For 'tis a cause that hath no mean dependance
Upon our joint and several dignities.t

Even more characteristic is the scene in which Ulysses,
with a view to stinging the over-proud Achilles into
action, makes the Greek leaders pass disdainfully Lefore
his tent, as though his help were unnecessary to them.
Ulysses shows Achilles the absolute necessity for great

Y Zyoilus and Cressida, Act ii. Sc. 2.



VI SHAKESPEARE'S LATER TRAGEDIES 175

men to keep themselves before the eyes of the world, if
they would not be neglected and forgotten :—

Time hath, my lord, a wallet at his back,

Wherein he puts alms for oblivion,

A great-sized monster of ingratitudes :

Those scraps are good deeds past; which are devoured
As fast as they are made, forgot as soon

As done : perseverance, dear my lord,

Keeps honour bright : to have done is to hang
Quite out of fashion, like a rusty mail

In monumental mockery. Take the instant way ;
For honour travels in a strait so narrow,

‘Where one but goes abreast : keep then the path;
For emulation hath a thousand sons

That one by one pursue : if you give way,

Or hedge aside from the direct forthright,

Like to an entered tide, they all rush by

And leave you hindmost ;

Or, like a gallant horse fall’n in first rank,

Lie there for pavement to the abject rear,

O’er-run and trampled on : then what they do in present,
Though less than yours in past, must o’ertop yours ;
For time is like a fashionable host

That slightly shakes his parting guest by the hand,
And with his arms outstretched, as he would fly,
Grasps in the comer: welcome ever smiles,

And -farewell goes out sighing. O, let not virtue seek
Remuneration for the thing it was ;

For beauty, wit,

High birth, vigour of bone, desert in service,

Love, friendship, charity, are subjects all

To envious and calumniating time.

One touch of nature makes the whole world kin,
That all with one consent praise new-born gawds,
Though they are made and moulded of things past,
And give to dust that is a little gilt

More laud than gilt o’er-dusted.

The present eye praises the present object :

Then marvel not, thou great and complete man,
That all the Greeks begin to worship Ajax;

Since things in motion sooner catch the eye

Than what not stirs. The cry went once on thee,
And still it might, and yet it may again,

If thou wouldst not entomb thyself alive

And case thy reputation in thy tent.}

v Zroilus and Cressida, Act iii. Sc. 3.
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This speech seems to me to throw much light on an
extremely obscure passage in Coriolanus, a play which
must have been produced within a year or two after

Troilus and Cressida -—
Our virtues
Lie in the interpretation of the time :
And power, unto itself most commendable,
Hath not a tomb so evident as a chair
To extol what it hath done.l

Coriolanus is a judgment dramatically expressed on
the value of Honour as a principle of life. Honour,
Shakespeare seems to have held, is not the mere abstract
idea of self-esteem that dazzles the imagination of men
like Hotspur. It has an external side. The Onore of
the Italians, the external position assigned to men
of distinction by the opinion of the world, stands for
much, because it is a pledge to the mind that it is what
it conceives itself to be. Hence when men spoke evil of
him, Shakespeare, in the bitterness of his heart, gave
utterance to an extreme sentiment that his judgment did
not really approve: “Tis better to be vile than vile
esteemed.” But he judged rightly that a man’s opinion
of himself is not sufficient. If it be true, as Ulysses says
in Troilus and Cressida,

That no man is the lord of any thing,

Though in and of him there be much consisting,
Till he communicate his parts to others ;

Nor doth he of himself know them for aught,
Till he behold them formed in the applause
Where they’re extended 2

then Coriolanus was wrong in refusing to go through
the form of submitting his Honour to the judgment of
the inferiors whom he disdained. His excessive pride—
the same pride which Ulysses philosophically rebukes in

L Coriolanus, Act iv. Sc. 7. If this passage is not corrupt it should
mean : ¢ Our virtues depend on the opinion of our contemporaries. Even
genius, however just may be the high opinion a man conceives of himself,
cannot survive by its own inward force, and its most lasting monument, when
it is dead, is the chair of office in which it externally displayed its power.”

2 Troilus and Cressida, Act iii. Sc. 3.
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Achilles—is in part the cause of his unnatural enmity to
his country, and of his tragic death. That, however, does
not excuse the ingratitude of the people to him for the
great services he had done the state, and in Corwlanus
the fickle, wavering, unreasoning judgment of the crowd
is exposed with even more severity than in julius Cesar.
They are awed for the moment by the greatness of
Coriolanus, as in the other play by the character of
Brutus ; but when the Tribunes show them what argu-
ments they might have used against him, they  become
angry with themselves and with the man they have
honoured, because he has treated them with disrespect.

Public and private ingratitude is also the subject of
Timon of Athens, a tragedy first printed in the folioof 1623,
but written apparently about the same time as CorZolanus
and founded on the story of Timon, as told shortly in
Plutarch’s Life of Antony and in Painter’s Palace of
Pleasure, Novel 28: “Of the strange and beastlie nature
of Timon of Athens, enemie to mankind, with his death,
buriale and epitaphe.” This play has very little action.
It is a compound of the motives of Corivclanus and King
Lear, the banished Alcibiades, who returns to take
vengeance on his native city, being a pale reflection of the
Roman hero, and Timon a less interesting variation of
the British king. The different scenes are illustrations of
the text: “The devil knew not what he did when he
made man politic : he crossed himself by’t : and I cannot
think but, in the end, the villanies of man will set him
clear”! Extraordinary observation and invention are
shown in representing the various moods of baseness with
which men fawn upon those who are in prosperity, and
forsake them when their fortunes change; and there is
admirable skill in the contrast between the abstract
professional misanthropy of Apemantus and the misan-
thropy of Timon, arising out of personal experience. But
on the whole the character of Timon compares unfavourably
with that of Lear, and the play suffers morally from the
fact that Timon, in his violent invectives, seems to ascribe

L Timon of Athens, Act iii. Sc. 3.
VOL. IV N
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all his misery to mankind, without recognising, like Lear,
that much of it is due to his own want of judgment and
discrimination. On the other hand, if it be regarded as a
piece of dramatic autobiography, the tragedy has much
interest.

Of Antony and Cleopatra, first published in the folio
of 1623, I need not speak in detail, because, for my
historical purpose, I have already pointed out its evident
connection with the current of thought in the Sonnets.
The tragedy represents

The triple pillar of the world transformed
Into a strumpet’s fool ;

and the various episodes which make up the action follow
very closely the story of Antony’s life as told by Plutarch.
Antony’s character in its extraordinary versatility—orator,
soldier and debauchee ; a Henry V. without his power of
self-control—furnished one of those contradictory problems
of human nature which Shakespeare was accustomed to
study with the most sympathetic insight; and the
meretricious fascination of Cleopatra, as recorded by
Plutarch, joined (for she is no Cressida) to a certain
greatness of soul and fidelity of passion, must have struck
the poet’s imagination by its likeness, as well as its
contrast, to some woman whose character he painted in
his Sonnets. The use of the word “will” in this re-
markable play is noticeable. When Antony has left the
battle of Actium, to his own dishonour, in pursuit of the
flying Cleopatra, the queen asks the shrewd, worldly, and
calculating Enobarbus, who is introduced into the play
as a kind of chorus to comment on Antony and his
fortunes :—

Is Antony or we in fault for this?
Enobarbus replies :—

Antony only, that would make his will
Lord of his reason.!

Yet Antony throughout the play recognises that he is
1 Antony and Cleopatra, Act iii. Sc. 13.
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acting against his deliberate resolution, under the irresistible
influence of passion :—

1 followed that I blush to look upon :

My very hairs do mutiny ; for the white
Reprove the brown for rashness, and they them
For fear and doting.1

So that his conduct is what Iago calls “ merely a lust of
the blood and permission of the will.”? This is the very
helplessness of passion spoken of in Sonnet cl. :—

O, from what power hast thou this powerful might
With insufficiency my heart to sway ?

To make me give the lie to my true sight

And swear that brightness doth not grace the day?
Whence hast thou this becoming of things ill,

That in the very refuse of thy deeds

There is such strength and warrantise of skill
That, in my mind, thy worst all best exceeds ?

A very few words will suffice for the one remaining
tragedy ascribed to Shakespeare, Henry V/7//. If it had
not been that this play was included without question by
Heminge and Condell in the folio of 1623, I should never
have supposed it possible that it could be taken for the
work of Shakespeare. In point of conception, treatment,
and versification, it stands apart, not only from the group
of histories written by Shakespeare before 1600, but also
from the series of tragedies we have just been considering.
Whoever wrote it, it was certainly composed when the hen-
decasyllabic blank verse, introduced by Beaumont and
Fletcher, had become fashionable in the theatre, and, at so
late a date, players like Heminge and Condell ought to
have been sure as to the authorship. I should be, there-
fore, slow to reject it, as not being the production of
Shakespeare, nor do I think that Gifford has shown any
good reason for distinguishing it from the drama of the
name, which is recorded to have been acted in 1613,
when the Globe theatre was burned down through an
accident occasioned by the firing of cannon in the course
of the performance. If, however, it be Shakespeare’s, I

v Antony and Cleopatra, Act iii. Sc. 11. 2 Othello, Act i. Sc. 3.



180 A HISTORY OF ENGLISH POETRY  CHAP. Vi

can only account for its dissimilarity to his other plays
by supposing it to have been written to order after he had
practically quitted the stage. It is clear, from the final
christening scene and the prophecy of Cranmer, that a
compliment was designed in it to James I, while, in other
respects, the drama seems intended by its structure to
gratify the taste for pageants which was encouraged by
the Queen. Whether Shakespeare was recalled from
his retirement to compose the play for a particular occa-
sion, whether he wrote it as a four de force to show that he
could successfully adapt himself to the dramatic taste ot
the time, or whether (which on the whole I should think
most probable, for the obscurely metaphorical style often
resembles his latest manner) he wrote a portion of the
play, and gave the whole the prestige of his name, in any
case, King Henry VIII. breaks away completely from the
poet’s old method of dramatic composition. It is written
with a constant eye to stage effect, but without any central
poetical idea such as animates even King Henry V1., so
that it is made up of a succession of episodes rather than
of a series of connected actions. The scenes of the arrest
and sentence of Buckingham, the trial of Queen Katharine,
the fall of Wolsey, the coronation of Anne Bullen, and the
christening of Elizabeth, might, any or all of them, have
been removed without affecting the organic structure of the
drama ; while the best known passages, such as the two
famous speeches of Wolsey to Cromwell, and those of
Katharine in the fourth Act, are purple patches, effective
for stage recitation, but not remarkable for depth of
thought or feeling. A drama composed on these mechani-
cal lines need not be considered in the history of Shake-
speare’s art.



CHAPTER VII

A SURVEY OF SHAKESPEARE'S DRAMATIC DEVELOPMENT

IN the foregoing chapters an attempt has been made to
trace chronologically and in detail the successive stages of
Shakespeare’s dramatic progress. Now that I have com-
pleted the inquiry it may be convenient to sum up briefly
the general result as far as it throws light on the structure,
characterisation, and style of his plays.

The first group of Shakespeare’s plays includes 7%zus
Andronicus, The Troublesome Raigne of King John, the
Second and Third Parts of King Henry VI. (in their old
form of Z/e Contention of the Houses of York and Lancaster,
and The True Tragedie of Richard Duke of York), and
Richard III. With these tragedies is to be ranked
chronologically 7%e Zaming of 4 Shrew. In all the
plays just mentioned the influence of Marlowe, as a poet,
and of Machiavelli, as a philosopher, is unmistakable ; and
this is especially the case in Z7itus Awndronicus. The
action represented involves a striking display of the
egotistic passions, and the interest turns on the fixity
of purpose with which the different dramatis personce
pursue their several objects. Shakespeare, however, is far
superior to Marlowe in the power of conceiving an action
as a whole, and in his early historical tragedies he re-
presents, not so much the victorious progress of a single
conqueror like Tamburlaine, as the collision of a number
of powerful wills engaged in a fierce struggle for
supremacy.
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The structure of these early tragedies is comparatively
simple, and, as in Marlowe’s plays, the epic principle
predominates.  But as Shakespeare takes the trouble
to conceive in his imagination how the historical struggle
he represents would really have proceeded, the progress
of the action in Kzng Henry V1. is far more complicated
and probable than is the case in Zamburlaine and
Edward I1. ; and though he follows closely the order of
events as related by Holinshed, he arranges them with a
just view to stage effect. In the same way as regards
character, Shakespeare’s leading dramatis persone, being
arbitrarily evolved out of an abstract idea of wir#z, have,
like Marlowe’s, a melodramatic air: Aaron and Richard
ITL. in this respect resemble Barabas, Tamburlaine, and
Guise. But the power of conscience, as well as of
the will, is illustrated in the character of Richard III.,
and the delusion of self-love in the person of Cade.
Marlowe, on the other hand, can only conceive one
type of character.

The idea of energy and resolution, characteristic not
only of the school of Marlowe but of the temper of the
audience in the early Elizabethan theatre, is vividly re-
flected in the style of 77tus Andronicus. The Nyms and
Pistols, who then abounded in the pit, loved to hear
the actor “bombast out a blank verse,” and we know
from the testimony of contemporaries that, in the judg-
ment of such critics, 77tus Andronicus was the model of a
play. They doubtless listened with delight to the follow-
ing speech of Aaron when he saves his infant son from
being killed by Demetrius and Chiron :—

Stay, murderous villains ! will you kill your brother ?
Now, by the burning tapers of the sky,

That shone so brightly when this boy was got,

He dies upon my scimitar’s sharp point

That touches this my first-born son and heir !

I tell you, younglings, not Enceladus,

With all his threatening band of Typhon’s brood,
Nor great Alcides, nor the god of war,

Shall seize this prey out of his father’s hands.

What, what, ye sanguine, shallow-hearted boys !
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Ye white-limed walls! ye ale-house painted signs !
Coal-black is better than another hue,

In that it scorns to bear another hue ;

For all the water in the ocean

Can never turn the swan’s black legs to white,
Although she lave them hourly in the flood.!

We next come to a group of dramas composed,
as may be reasonably conjectured, between the years
1594-97, and consisting of 7/e Comedy of Ervors, The
Two Gentlemen of Vevoma, Love's Labour's Lost, Romeo
and Juliet, A Midsummer-Night's Dream, and (probably)
the first version of Z77%e ZTempest, which may have
appeared under the title Love's Labour's Won about 1596.
In most of these plays men and things are repre-
sented in a comic aspect, but tragedy appears in portions
of The Two Gentlemen of Vérona, and in the whole story
of Romeo and fuliet. Whether the action of the play,
however, be tragic or comic, the fundamental motive seems
to be diametrically opposed to that which prevails in the
group of early tragedies and histories. The will of man
is no longer seen struggling, more or less victoriously,
towards a proposed end ; man and his actions are rather
contemplated as the sport and plaything of some external
power, and the general impression left on the mind is the
vanity and impotence of mortal things. Laughter is
raised by all kinds of incongruity, mistake, miscalcula-
tion, brought about, sometimes by a freak of nature, as in
The Comedy of Ervors,; sometimes by the blunders of
human stupidity, as in Love’s Labour's Lost; sometimes
by magic or elvish intervention, as in 7/%e Zempest and
Midsummer-Night's Dream ; finally, misfortune is produced
by the power of Love, as in T%e Two Gentlemen of Verona
and Romeo and Juliet. The poet seems to contemplate life
from a point of observation, rather than to sympathise with
any defined principle of action. The key-note of his thought
in all this group of plays is the same as that originally
struck in the Induction to 7/ Taming of 4 Shrew: it is
intimately connected with the Catholic doctrine, “vanity
of vanities,” enforced as the moral of the old story from

1 7itus Andromicus, Act iv. Sc. 2.
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which the idea of that Induction is borrowed. Composed
while Shakespeare was still under the influence of Mar-
lowe, The Taming of 4 Shrew shows at what an early
date the idea of the mingled tragedy and comedy of
human life began to form itself in his imagination.

In the structure of the early comedies, which I have
called Comedies of Illusion, the influence of Lyly is no less
evident than is the influence of Marlowe in the composition
of the early tragedies. The atmosphere of dream and
fancy, the introduction of the underplot, the sustained
combats of verbal wit in the dialogue, all derive their
origin from the author of Euplhues and his Court comedies ;
but just as Shakespeare has contributed an element of his
own to the Machiavellian principle in Marlowe’s tragic
manner, so in his comedies he has appropriated the
euphuistic style with an inventive skill that leaves the
features of its first parent barely recognisable. Of char-
acter, as a motive of action, there is, as might be expected
in these plays, little trace. In them men are represented
rather as being moved by external forces than by their
own wills. Bottom is almost the only character in the
Comedies of Illusion indicating in the poet a subtle con-
ception of human nature. Faint outlines, however, of
ideas afterwards elaborately executed appear in the
Biron and Rosalind of Love's Labour’s Lost, the originals
of Benedick and Beatrice ; while in the blunders of Dull
and Costard are anticipated the inimitable humours of
Dogberry and Verges.

As regards language and versification these plays
exhibit a great variety of styles. Traces remain in them
of the jolting irregular metres of the Morality ;' the
rhyming couplets of ten syllables, used by Peele in 77e
Arraignment of Paris, are revived in A Midsumimer-
Night's Dream : the bombastic diction of Marlowe has
almost entirely disappeared, but the regular simplicity of
his blank verse is preserved in beautiful combinations of
metrical harmony, expressive of the fanciful thought and

1 See Comedy of Errors, Act iii. Sc. 1; and Love's Labour’s Lost, Act iv.
Sc. 1.
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feeling by which the poet is inspired. The following
example from A Midsummer- Night's Dream may be
taken as representing the genius of this group of
plays :—
LYSANDER. Ay me! for aught that I could ever read,

Could ever hear by tale or history,

The course of true love never did run smooth ;

But, either it was different in blood,—
HERMIA. O cross! too high to be enthralled to low,

Lys. Or else misgraffed in respect of years,—
HER. O spite! too old to be engaged to young.
Lys. Or else it stood upon the choice of friends,—
HER. O hell! to choose love by another’s eyes.
Lys. Or, if there were a sympathy in choice,

War, death or sickness did lay siege to it,
Making it momentany as a sound,

Swift as a shadow, short as any dream ;

Brief as the lightning in the collied night,

That, in a spleen, unfolds both heaven and earth,
And ere a man hath power to say ‘ Behold !”
The jaws of darkness do devour it up:

So quick bright things come to confusion.!

In spite of the apparently fundamental conflict be-
tween Shakespeare’s tragic and his comic view of life,
between the Machiavellian principle, illustrated in his early
tragedies, and the Catholic sentiment, underlying his
Comedies of Illusion, both elements are combined and
reconciled in the group of plays produced between 1596
and 1600. Theseinclude the chronicle histories of Rickard
Il., Henry [V, and Henry V.; the tragi-comedies, 7/e
Merchant of Venice and Muck Ado about Nothing , and
the comedies As You Like It and ZTwelfth Night.
Shakespeare himself seems to have now attained an in-
ward state of ease and serenity, and this is reflected in the
perfect harmony, the complete equilibrium of his art. He
maintains in his work an admirable balance between the
principles of action and reflection. The Catholic doctrine
of the vanity of the world still exerts a powerful influence
on his thought, finding expression in such speeches as
«“ All the world’s a stage,” and “ What art thou, thou

1 4 Midsummer-Night's Dream, Act i. Sc. I.
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idol, Ceremony?” but the Puck-like love of mischief,
illustrated in the words

And those things do most please me
That befall preposterously,

and inspiring the earlier comedies, is now mitigated with
compassion : while the poet contemplates the actions of
his dramatis persone with the calm of a philosopher, he
feels for them with the heart of a man. There is in these
plays no sign of those terrible internal conflicts of con-
science which break out in his late tragedies; a spirit of
serene humanity elevates his conceptions of character.
Interesting us in the imaginary action for its own sake,
he finds means at the same time to point out its moral
significance. Whether he represents opposing views of
honour as a motive of conduct, in the persons of Hotspur,
Prince Henry, or Falstaff ; the profound mixture of resolu-
tion and reflection in the character of Henry V.; the con-
flicting claims of justice and mercy, advocated on the one
side by Shylock, on the other by Portia; the contrast
between court and country life delightfully idealised in As
You Like It,; the happy blunders diverting the action
from tragedy to comedy in Muwuck Ado about Nothing ;
the incomparable mixture of pathos and absurdity in
Twelfth Night—in all these wonderful creations we are
struck by the complete suppression of the poet’s person-
ality, by the soundness of his philosophy, by the sublime
serenity of his art.

An increased power of dramatic conception is accom-
panied by a corresponding advance in the art of
structural arrangement, representation of character, diction
and versification. The structure of all the plays produced
during this period is admirable. Already in his early
Histories, in 7he Two Gentlemen of Verona, and in
Romeo and Juliet, Shakespeare had shown himself to
be instinctively aware that the drama is only a higher
and more vivid rendering of the form of ideal action
contained in the epic, and he had founded the plots of
his plays on chronicles or tales familiar to the imagina-
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tion of the people. But the group of histories, comedies,
and tragi- comedies written between 1597 and 1600
exhibits that complexity of workmanship and variety of
resource which is the sign of the highest art. In Z/e
Merchant of Venice three separate fabliaur are blended in
one action in such a manner as to create a perfectly
natural situation, and to give a new complexion to the
incidents of the original story. Tragedy and comedy are
harmonised by combining the principle of the roman with
that of the fablzar ; the tales of Italy supply the frame-
work of the play; the romances of Spain its complica-
tion and pathos.

The underplot is now so artfully connected with the
main action that, whereas in 7/%e Comedy of Errors,
Love's Labour's Lost, and The Two Gentlemen of Verona
the euphuistic combat of wit is introduced in separate
episodes too plainly for the amusement of the audience,
the intervention of the characters of low life in Muc/e Ado
about Nothing serves to develop the plot; while in As You
Like It and Twelfth Night the appearance of the Fool,
metamorphosed from the Vice of the Morality, gives
ironic point to the passages of philosophical reflection.

Again the lyric element is now completely fused with
the dramatic. In the Comedies of Illusion fancy plays
with such uncontrolled freedom that we seem scarcely
in touch with the world of reality. On the other hand an
atmosphere of humanity and society pervades the entire
action of 7V Merchant of Venice, Much Ado about Noth-
ing, As You Like It, and Twelfth Night. Yet so far from
there being any failure in the lyric vein that prevails in
A Midsummer-Night's Dreamn and The Tempest, we find
in the later plays passages of such transcendent beauty as
the garden scene at Belmont in 7/%e Merchant of Venice ;
the soliloquies of King Henry V. in his capacity both of
Prince of Wales and of King ; the speeches of Jaques in 4s
Yowu Like It ; and the scene between Viola and the Duke,
beginning “ Give me some music,” in 7Twelfth Night.

A similar balance and complexity of thought is
displayed in the representation of character. We are
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placed in situations which enable us to observe with
advantage the operations of contrary instincts in the souls
of men. The principle of wiz#i is shown in its proper
relation and proportion to other qualities. Egotistic
resolution is, as in the case of Shylock, either opposed by
the law of religion and humanity, or contrasted with un-
selfishness like that of Antonio. In Henry V. virta is
exalted into kingly heroism, modified only by an inclination
to reflective irony. Honour works diversely in characters
so differently composed as Hotspur and Falstaff. Love
overcomes the mocking spirit of Benedick ; philosophic
reflection springs out of the libertine experience of Jaques ;
the absurd disproportion in the ideas of self-love is illus-
trated in the persons of Dogberry and Malvolio.

Nothing is more significant of Shakespeare’s advance
in art than his growing skill in the portraiture of women.
While he was writing in the vein of Marlowe or Lyly, it
was not to be expected that his heroines should present
marked features. Melodramatic creatures of lust and
revenge like Tamora ; viragoes like Margaret of Anjou;
lay figures such as Hermia or Helena ; beautiful fancies
such as Miranda; shrews of the type of Adriana or Kate,—
characters of this stamp scarcely serve to discriminate the
feminine from the masculine sex, except when (as illus-
trated in Z/e Taming of the Shrew) they exhibit the in-
feriority of the former in strength of will. On coming to
the period of the Romantic Comedies and Tragi-Comedies
all is changed. The female personages of these plays
present in a highly-developed form the wit of the woman
of the Italian fabdliax joined to the sentiment of the woman
of the Spanish romance. No longer overpowered by man,
as in the earlier tragedies, or fading into shadowy out-
line, as in the Comedies of Illusion, woman now takes a
leading part, through her mother wit and readiness of
invention, in the evolution of the action, making up by
the flexibility of her mind and the delicacy of her percep-
tion for her lack of physical force. To this dramatic
period belong Portia, most delightful of Shakespeare’s
women, sound of instinct, honourable in principle, clear of
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head, and warm of heart; Rosalind, skilful in disguising
the depth of her passion beneath the brilliancy of her wit ;
Beatrice, with a temper, apparently hard and bright as
a diamond, yet capable of loyal friendship, brought into
subjection to love; Maria, the shrewd waiting - woman,
who tricks Malvolio; Viola, most beautiful example in
poetry of female self-sacrifice.

As regards language and versification, the appearance
of a more figurative and metaphysical diction marks the
beginning of a new dramatic manner in the plays of this
period, while the frequent use of rhyme links the versifica-
tion to that of the preceding group. Both features are
exemplified in Rickard II., the earliest of the later
histories :——

GAUNT. All places that the eye of heaven visits
Are to a wise man ports and happy havens.
Teach thy necessity to reason thus ;
There is no virtue like necessity.
Think not the king did banish thee,
But thou the king. Woe doth the heavier sit,
Where it perceives it is but faintly borne.
Go, say I sent thee forth to purchase honour,
And not the king exiled thee ; or suppose
Devouring pestilence hangs in our air,
And thou art flying to a fresher clime :
Look, what thy soul holds dear, imagine it
To lie what way thou go’st, not whence thou comest ;
Suppose the singing birds musicians,
The grass whereon thou tread’st the presence strewed,
The flowers fair ladies, and thy steps no more
Than a delightful measure or a dance ;
For gnarling sorrow hath less power to bite
The man that mocks at it and sets it light.

BOLINGBROKE. O, who can hold a fire in his hand

By thinking on the frosty Caucasus ?
Or cloy the hungry edge of appetite
By bare imagination of a feast ?
Or wallow naked in December snow
By thinking on fantastic summer’s heat ?
O, no! the apprehension of the good
Gives but the greater feeling to the worse :
Fell sorrow’s tooth doth never rankle more
Than when he bites, but lanceth not the sore.!

L Richard II., Act i. Sc. 3.
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Here, it will be observed, there are comparatively few
eleven-syllable lines, and the pause generally occurs at
the end, and not in the middle, of the verse. But, to-
wards the close of this middle period of history and
romantic comedy and tragi-comedy, a new metrical style
comes into use, a good specimen of which—as it recalls
in some respects the manner of the preceding group—is
found in the following speech of Sebastian in Zwelftk
Night —

This is the air ; that is the glorious sun;

This pearl she gave me, I do feel’t and see’t;
And though ’tis wonder that enwraps me thus,
Yet ’tis not madness. Where’s Antonio, then ?
I could not find him at the Elephant :

Yet there he was ; and there I found this credit,
That he did range the town to seek me out.

His counsel now might do me golden service ;
For though my soul disputes well with my sense,
That this may be some error, but no madness,
Yet doth this accident and flood of fortune

So far exceed all instance, all discourse,

That I am ready to distrust mine eyes

And wrangle with the reason that persuades me
To any other trust but that I am mad,

Or else the lady’s mad ; yet, if ’twere so,

She could not sway her house, command her followers,
Take and give back affairs and their dispatch
With such a smooth, discreet, and stable bearing
As I perceive she does : there’s something in’t
That is deceiveable.l

If the elaborate structure of the diction and the metrical
sentences in this speech be compared with the simple
rhythm of any parallel passage in Z/e Comedy of Errors, it
will at once be seen how vastly Shakespeare, by employ-
ing his genius on the development of romance, had added
to his poetical resources.

Thus, in all the work of Shakespeare between 1596
and 1600, the conflicting elements of art are so blended
and balanced that nothing mars the total effect of ideal
nature, and the personal voice of the poet is indis-

1 Twelfth Night, Act iv. Sc. 3.
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tinguishable from the voice of his dramatic offspring.
But after the latter date there is a great change in
the spirit of his composition. Among the plays next
produced are Hamlet, Othello, All's Well that Ends Well,
Measure for Measure, Macbeth, King Lear, Pericles, Cym-
beline, and The Winter's Tale. 1In all of these the tragic
element vastly predominates over the comic; where
comedy is introduced it is apt to be bitter, sarcastic, and
sometimes even repulsive. Moreover, the tragedy lies
rather in character than in action; as the titles of most
of the plays show, the interest turns not so much on
the evolution of a plot reflecting the general course of
human affairs, as in a situation involving the misfortunes
of a particular person. And lastly, in the feelings and
utterances of these leading persons, we seem to hear un-
mistakably the voice of the poet himself. Can it be
doubted that, in the philosophic speculation of Hamlet,
Shakespeare is expressing his own ideas; that he has
himself felt the passionate jealousy represented in Othello,
Posthumus, and Leontes ; that the agony of mental con-
flict in Angelo reflects the experience of his creator; that
something more than the abstract imagination of the
“hack playwright” inspires the imprecations of Lear?
The tragic view of life, presented alike in the spectacle of
the mad king, and in Hamlet’s soliloquies, is identical
with the lyrical cry of the author of the Sonnet begin-
ning :—
Tired with all these, for restful death I cry.1

Yet this intrusion of the poet’s personality does not
overthrow the just balance of his art or his moral judgment.
As before, he continues to ground his plays on well-known
tales and legends, and to choose for representation actions
which will be readily apprehended by the spectators. The
personal element no doubt affects the structure of the
play. Soliloquies increase in number. As the interest lies
more in character than in the progress of the plot,the dénoue-
ment of the play is often treated—as in Measure for

1 Sonnet Ixvi.
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Measure and Hamlet—with much less care than in Z7e
Merchant of Venice and Much Ado about Nothing. On
the other hand, the management of the plot in Macbet/
and Ot/ello is admirable throughout, and in the introduc-
tion of the grave-diggers in Hamlet and of the Fool in
King Lear, Shakespeare gave proof not only of con-
summate stage-craft but of the finest judgment. While
he gratified the English love of realistic imitation and kept
up the old traditions of the stage, he contrived by episodes
like these to reduce to its proper tone the intense expres-
sion of personal sympathy which he threw into the
speeches of his leading characters.

Nor is there any want of dramatic balance in his
tragic representation of human nature. With all Shake-
speare’s intense feeling for individuals, he always shows
them in their true relation to life and action. As Aris-
totle recommends, he excites interest in men of mixed
character, whose deeds or misfortunes are not wholly due
to themselves. We see in Hamlet and Macbeth the will
suspended between conscience and desire in a manner
intelligible to all human beings: Othello and Lear are in
some measure the victims of the crimes of others. Yet,
lest we should sympathise too strongly with Hamlet in
his soliloquies, the consequences of his irresolution are
clearly shown, and our judgment of his character is de-
termined by the admiration he himself expresses for men
like Fortinbras and Horatio: our compassion for Othello
recoils before the fate of the pure and innocent Desde-
mona, the result of the Moor’s consuming jealousy ;
while the original cause of Lear’s calamities is clearly
indicated in the moralising of his Fool. It is notable
with what persistency and knowledge the poet treats the
passion of jealousy, always representing it as a baneful
force destroying the balance of the soul:

Trifles light as air
Are to the jealous confirmation strong

As proofs of holy writ.

Yet he does not make us hate the characters who yield
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to it. On the other hand, there is no attempt, in these
late tragedies, to exhibit the principle of v#7#: melodra-
matically, as in the persons of Aaron and Richard III.
Whatever admiration may be felt for the intellect of Iago
and Edmund is lost in our detestation of their selfish
cruelty, and we rejoice at the poetical justice of their
punishment.

The characters of women in this group of plays are
of three kinds: they are represented sometimes as the
innocent victims of evil in the world; sometimes as the
types of evil will or sensual passion; sometimes as the
models of noble purity. To the first and largest class
belong Ophelia, Desdemona, Mariana, Helen, Imogen,
Hermione ; to the second Lady Macbeth and Hamlet’s
mother ; to the third Isabella and Marina. This mode
of representing female character is the natural result of
the change from romantic comedy or tragi- comedy to
tragedy ; for the witty and versatile women of the pre-
ceding group there seems to be no place in the more
melancholy view of life and action which now fills the
imagination of the poet.

This change of thought and feeling is expressed by
a change of style. From the smooth-flowing verse
characteristic of the romantic period, we pass abruptly
in Shakespeare’s tragedies to vehement imagery and
broken interjectional sentences, suggestive of the internal
anguish of the speakers. The new manner is first observ-
able in Hawmlet, which is one of the earliest of the tragic
dramas. For example :—

O, that this too too solid flesh would melt,
Thaw and resolve itself into a dew !
Or that the Everlasting had not fixed
His canon ’gainst self-slaughter ! O God! O God !
How weary, stale, flat and unprofitable,
Seem to me all the uses of this world !
Fie on’t ! ah fie! ’tis an unweeded garden,
That grows to seed ; things rank and gross in nature
Possess it merely. That it should come to this !
But two months dead : nay, not so much, not two :
So excellent a king ; that was, to this,
Hyperion to a satyr; so loving to my mother,
VOL. IV o
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That he might not beteem the winds of heaven

Visit her face too roughly. Heaven and earth !

Must I remember ? why, she would hang on him,

As if increase of appetite had grown

By what it fed on: and yet, within a month—

Let me not think on’t—Frailty, thy name is woman !—
A little month, or ere those shoes were old

‘With which she followed my poor father’s body,

Like Niobe, all tears :—why she, even she—

O God! a beast, that wants discourse of reason,
Would have mourned longer—married with my uncle,
My father’s brother, but no more like my father
Than I to Hercules : within a month,

Ere yet the salt of most unrighteous tears

Had left the flushing of her galled eyes,

She married.}

It will be noted how frequently in this passage a re-
dundant syllable occurs after the casura in the middle of
the line. This effect is, I think, comparatively rare in the
plays of the middle period, and in the early comedies and
tragedies it is hardly found at all. Equally remarkable
is the savage emphasis of the rhythm in those speeches
in the later plays of this group which are inspired by the
passion of jealousy, as in the following of Posthumus in
Cymbeline :—

Is there no way for men to be, but women

Must be half-workers? We are all bastards ;
And that most venerable man which I

Did call my father, was I know not where

When I was stamped ; some coiner with his tools
Made me a counterfeit : yet my mother seemed
The Dian of that time : so doth my wife

The nonpareil of this. O vengeance, vengeance !
Me of my lawful pleasure she restrained,

And prayed me oft forbearance ; did it with

A pudency so rosy the sweet view on’t

Might well have warmed old Saturn: that I thought her
As chaste as unsunned snow.

Could I find out
The woman’s part in me ! For there’s no motion
That tends to vice in man, but I affirm
It is the woman’s part ! be it lying, note it,

Y Hamlet, Act i. Sc. 2.
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The woman’s : flattering, hers : deceiving, hers:
Lust and rank thoughts, hers, hers: revenges, hers:
Ambitions, covetings, change of prides, disdain,
Nice longings, slanders, mutability,

All faults that may be named, nay, that hell knows,
‘Why,-hers, in part or all; but rather, all;

For even to vice

They are not constant, but are changing still

One vice, but of a minute old, for one

Not half so old as that. Pl write against them,
Detest them, curse them : yet, 'tis greater skill

In a true hate to pray they have their will :

The very devils cannot plague them better.!

The last group of Shakespeare’s dramas has its founda-
tion entirely in tales of Greek or Roman history, and
consists of 7roilus and Cressida, Timon of Athens, Julius
Cesar, Antony and Cleopatra, Coriolanus, most of which
appeared in the years immediately preceding his retire-
ment to Stratford. The general character of these
plays is tragic: compared with their predecessors they
appear to be ill-suited for performance on the stage; the
action being irregular, the interest concentrated in par-
ticular persons, scenes and situations, the speeches often
longer and more obscure in thought and diction than a
popular audience would be inclined to tolerate. It seems
as if the poet h