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PREFACE

Tﬁe‘differences-between Hamlet and Samson Agonistes are
only too obﬁioug. Structurally and even otherwise, they can
be said to be almos; antipodal and to belong to two different
worlds,_as'it vere, Samson Agonistes 1s conceived and set in
a medieval cdst of mind, whereas Hamlet combines divergent

modes of thought so characteristic of the Renaissance.

Notwithstanding all this, one can see some remarkable
similarities in terms of the themes dealt with in these two
 works. The basic human situation focussed on in Hamlet and
Samson Agonistes, when perceived amid the dissimilarities of
- world view and other detalls, brings them significantly toge-

. ther and provides a rich subject for critical exploration.,
.

Both Shakespeare and Milton presént a seemingly intrac-
table human situation imprisoning their protagonists. It is a
representative human situation - a scene of human predicament
resulting from the triumph and rule of evil. Man's image is
that of impotence and bondage. There is a protracted wrestle

and the final release,

In both the works reason is the subject of debate., The
Renaissance conception of reason as the prime human attribute
1s at the heart of much of the introspection and discussion
that take place, Both authors see the fall of man in terms of
the subjugation of reason by the passions. In fact, the reason-
passion antithesis is central to the concention of the works

under consideration.
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In both the crisis plances directly, among other things,
at the role of voman, Female inconstancy, female treachery is

a common theme,

Both plays involve the revenge theme and delay is getting
revenge is common to both, What is even more important, there

is a remarkable similarity about the means of getting revenge.

Then there is the crucial role of the supernatural in both
the plays. One can also see a certain similarity of treatment

as far as the parent symbol is concerned.

Our study is primarily addressed to an examination of the
nature of evil dramatised in the two works, to the protagonists
wrestling with 1t, to the relationship between the existential
situation and the supernatural order and to the concépt of rea-
son as it emerges from the authors' treatment offtheir respec-
tive dramatic situations. Our study 1s thus divided into the
following seetions: | | - ‘

1) An 1ntroduct§rj eritical survey

2) The Religious Temper '

3) The concept of Reason

4) Ramlet encountering evil

5) Samson encountering evil |

6) Conclusion - where the entire discussion is summed up.

In‘conélnsibn, we can only hope that our examination of
these tvo great works of art will prove wor;hwhile in that it
will have thrown some fresh light on our understanding of them.

Qﬂ§vn¢ﬂ"f
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AN _INTRODUCTORY CRITICAL SURVEY

‘Hamlet presents a world which is substantially cut off
from the anchorage of medieval thought and which is like a
éhip whose captaincy has been usurped through foul treachery
and which is imvardly rotting, though only in the eyes of the
discerning. God is further away than He ever was from man's
thought in the earlier age. The certainty of a living faith
and the secure clarity of vision have disappeared in the uncer-
tainty and disquiet of a scafcely perceived providence. It is
a bedimmed world where the rule of reason which ensures moral
-and spiritual health in the 1life of the community and the indi-
vidual has been undermined almost beyond correction and

recovery.

It is a pronouncedly secular vworld in which the hero,
the victim of appalling circumstances, vas once the model of a
soldier, a scholar, a courtier —2 man of the uworld with singular
worldly accomplishments. Even when in the grip of an unsettling
trau@a as he is now, he gives convincing evidence.of what must
have been, in the earlder days of normality, a keen, full-blooded
participation in the varied affairs of 1ife, remaining equally
at home in the world of ‘emperor and clown', of men of all sta-
tions. Hamlet is at homé with the soldier, with the player, the

grave-digger, with the courtier, He is, or let us say, vas a



lover. He is a scholar, a thinker, a poet. He is e§u31 to any
.31tuation, whether of his own making (witness the play vwithin
the play scene) or of some one else's. A master of rhetoric,

of quibbling, of poetry, of mind-boggling thought, he is versa-
tile ansvering to the versatility of interests such as only the

Renaissance knew.

The play 1n§791ves ‘the tragic and the 'comic, the sublime
and the profane, the beautiful and the macabre. It involves the
érudest melodrama and human thought at its intensest and most
rarefied and bresth-taking. The hero contemplates the paradox
’ that-is man and is himself g paradox. He is at once impulsive,
wilful, ratiocinative and profound. In spite of the fixation
fhat haunts him and bedevils his'proceeding, such 1s the variety
énd amplitude of his mind that he finds himself responding with
obvious zest to every happening around him, His psychic agony
does not diminispk his vitality in any significant manner. He is
no statue-like jilted lover or petrified son of the incestuous
mother. |

a
The play isfwcrla.which, apart from- the main thorough-

fare, is full of lanes and by-lanes sugggsting the excitedly
véried interests and the complex fulneés of lifé the Renaissance
epitomised. Its scope connects earth and heaven ana hell, but
is not set in one exclusiverffamewark. Both pagan and Christian

elements cénnect, Such is the manipulation of the situational



potential and the psychological thrust that characters are
kept painfully guessing at the true import of situations.

This results in the provocative mysteriousness that is the
keynote of a milieu which imprisons man as though in a mist
énd which in the process of dramatisation brings out tellingly
what Keats saw ags Shakespeare's supreme gift, viz, the nega-
tive capability - the power to remain in a state or uncer-
tainty, doubt and anxiety "without any irritable reaching
after fact and reason". The dramatist's prickly awareness of
many-layered and contradictory experience and his tense
resolution to spread out, t‘o.probe and ﬁo variegate appeal at
the popular and sophisticated levels - easily distinguish this
play from the less bustling and moré,exclusively focussed

drama of the ancients and of Milton,

Milton's Samson A istes, very much like his Paradise
Lgst, 1s set within the medieval framework of God-man relation-
ship. It suggests the certainty of God and the medieval sense
of man's nearness to God., The lapsed man's eclipsed sense of
the immediacy of God's presence is only an ironic device used
to dramatise the 1living reality'of God being vwhere He is not
suspected to be and being ever mindful of his devotee or cham-
~pion. Samson 1s God-intoxicated, and in that}sense a mono-maniac
and whatever concern he has for his nation is prompted by his
'sense of accountability of God. Indeed, Milton is out to justify
the ways of God to man. His hero does not recognise anything of



value unless it has an explicit relevance to his mission as
_de's champion on earth. This explains the character of the
work and the method that Milton adopts to reaiise his aim.

ﬁuch of what Shakespeare needs 1is superfluous or almost
blasphemous to‘him. He needs only a handful of characters, a
scrupulously narrdwed arena, and he will keep to the thorough-
fare, being contemptuoué of lanes and by-lanes which can only
provide criminal diversion from the urgent neeqﬂ to arrive and
vindicate. He has no use for an appeal at the popular level,
for unlike in Shakespeare, people, by and large, afé a contemp-
tible quantity. The Renaissance multiplicity of human concerns
gives vay to the exclusive concern of man seeking his God, for
this seeking is wvhat matters to:g§c1usion of everything else.
And whenever God and the vworld are mentioned in the same breath,
the former takes precedence over the latter, What 4s in ques-
tion in Hamlet is the status of man and the credibility of
reaéan as of potency enough to sustain man's superiority over
the animal world, while what is of obsessive interest in Samson
ggonigtes is man's accountability to his maker. The nature of
vindication at the end of Milton's work sets off, as nothing
else could so tellingly, Hamlet's sense of being cut off prema-
turely. Be has lamentably not been allowed the time to render a
true account of all that has gone before, so that his people
remain 'unsatisfied’., qu him death marks no truimph, The *fell
sergeant' has denied him tﬁe time he needed, ('Had I but time').



Still another point is that the vworld of Samgon Agonigtes is
remarkably incident-freec except at the end, unlike that of
Hamlet which is packed with a variety of incidents. The closed
world of the court is counterpointed by a whole bustle of
life. '

Such differences as we have noted above are likely to
preclu&e any scope for a worthwhile comparative study involving
perceﬁtibns of kinship in one respect or another. Never the
leSS-bné can see some striking similarities in outline and '
detail between Samson Agonistes and Hamlet, and -the resemblan-
ces strike one as all the more revealing on aceountlof the

overall divergencies in conception and execution.

Samson is»literaliy in enemy‘territory and in prison.
Hamlet is virtually in enemy territory and in prison. Claudius
‘talks of Hamlet's *'transformation', but thanks tolthe appralling
transformation brought about by fratficidé, Hamlet;finds himself
an alien in his own land and talks of being 4n prison.

"There was a divine secret 1mparted to éamson, who having
divulged it in a vweak, unguarded moﬁent, now bewails his aposta-
sy. To Hamiet, too, a dread secret has been entrusted, but,
Aunliké Samson, he has kept the sanctity of it. Hamlet's present
- predicament is due to an act of treachefy on the part of his
unclgjgﬁfidelity on the part éf his mother coupled with obtuse-

ness on the part of Ophelia. In a manner not entirely dissimilar,



Samson's bondage and his blinded state have been brought about
by treachery on the part of his oun people, especially Delilah,

Samson's wife acts as a tool in the hands ot; his enemy,
so that he stands alienated and betrayed., Hamlet's mother has
gone.over to the usurper, being guilty of marital apostasy,
while his erstuhile friends have become tools of his enemy.

Both Hamiet'and Samson condemn the untrustworthy charac-
ter of women as a class. Hamlet's fury and sarcaém'in the
nunnery and closet séénes bear a striking family resemblance to
Samson's explo'siﬁé dénuncj.gtion of vomen in his encounter with "
Delilah, TheiCynicism-epitomised in the formulation 'frailty,
thy name is wqﬁan' is.noﬁ far removed in temper from Samson's
~vitriolic of‘dénunciation‘bf woman és a ‘'poisonous bosom-snake'.
The fortunes of both protagonists fouch the nadir of ‘despair
and both resort to Eself'i-léceration,' the discrepant nature of
the causes not withstanding, A feeling of inadequacy; of not
beiqg'equal tb;xhe occasion demoralises both for a while. Samson
is bérne dovwn by'a sense of the inscrutability of God's wvays,
Hamlet by a sense of the sphinx-like mystery of 11fé and death,
Both reflect‘mournfully on the paradox ﬁhat is man —how he is
at.once the giory énd,the shame of creation. Both'lament tﬁe
enslavement of reason by passion. And in both the plays cripp-
ling doubt eventually gives’way to rejuvenating faith. While
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this statement might seem too strong and categorical to be
appliedﬁ%he Hgmlet world, the fact remains that what had seemed
difficuit, almost 1mpossible'9f attainment comes within easy
reach when the muddy stream of scepticism merges in the rising

tide of belief. The thread tﬁat snapped is joined again. The
‘exiled' man is restored. (This restoration is peculiarly valid
for Samson, while for Hamlet it can only be construed as a
sudden upswing stopping short of yielding complete fulfilment.
He has a sense of being snatched away before time. The vision
"of man at odds with the existential situation abides. The woé&
remains till the end 'out of joint!', The restoration we are
talking of is of ephemeral éffect almost like that of a mirage).

In spite of the caveat thus entered for Hamlet, it will
be noticed that Hamlet and Samson both get their revenge vwith
a measure of unexpectedness, the accomplishment of the task
.(however unsatisfactory for Hamlet) being rather slow to come.
In either case, there are two phases --in the first phase, i.e.,
the phase of alienation and;sterility, the protagonist is
groping,’quest10ning and whip lashing himself in enveloping
darkness. In the second phase, i.e. the phase of recovery, he
has reached the healing waters of faith, leaving sterility
behind. For both the procesé is one of graduation from a state
of spiritual crisis, Both Shakespeare and Milton dramatise the
growth of the soul, its upward swing. Parsdoxically, there could
be nothing most unexpected and expected than Hamlet's resounding
claim in the final scenes



There's a divinity that shapes our ends,

Rough-hew them how we will. (V 1i. 10-11)

He is setiled in mind and will respond to the King‘s
summons, even when'Horatio cohnséls caution.

Not dissimilar is Samson s sudden thrust of mind:

I begin to feel

Some rousing motions in me, which dispose

To something extraordinary my thoughts,

Somson?s ‘presage! ('If there be aught of presage in
the mind') echoes Hamlet's 'augury' ('Not a whit, we defy
augury: there's special providence in the fall of a sparrovw'),

These miracles of utterances acquire theirﬁelectrifying
effect, their substance, indeed their authenticity from the
enormity of the suffering borne and the resulting ?rowth of the

soul.

“The soldier on guard who cannot leave his post until he
1s relieved or given permission from above, is a metaphbr for
the éoul'in thié world which comes very easily toAﬁgnaiSQance
writers®”,! Théhconception ié of a sentinel ever awake and vatch-
ful, holding to his appointed station without a thought of
yielding to the foe. Both Bamlet and Samson are sucb sentinels

and they are conceived remarkably alike. Whereas Hamlet proves

1. Wuz.w Oxford Paper Back, 1963» P19



true to the conception in holding his fort (the privacy of his
soul and the dourness of his vision of man), defeating all
attempts at despoiling him of his secrets and making inroads

on his preserves, Samson proves guilty of a eriminal slacken-
ing of vigilance, resulting in the enemy lapping up his ‘secret’,
~and in his impotence and present ignominy. Hence, the unremit-
ting self-chastisement and hence in Dalila's words 'the eternal

tempesé_never to be calmed’,

in characteristic Renaissance imagery, Milton represents

his profagonist's failure to be vorthy of his charge.

How would I once look up, or heave the head
Who like a foolish pilot, have ship-wrecked
My vesgel trusted to me frem above
Gloriously rigged, and for a vord, a tear,
Fool! have divulged the secret gift of God
To 2 deceitful woman? (italics added)

Again, changing the image, yet retaining the suggestion:

Yhat boots it at one gate to make defen
And at another let in the
Effiminately vanguished? (1talics added)

The Sbidier-image.in Hamlet which must have been a con-
seious part 6f the overall dramatic conception comes through

fluently and convincingly in Fortinbras's speech at the end:

Let four captains

Bear Hamlet like a ggldier to the stage;

For he vas likely, had he been put on,

To have prov'd most royslly: and, for his passage,’

The goldier's music and the fights of var

Speak loudly for him. (italies added, V.1ii. 388 et. seq)
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Even wvhen Hamlet proves invulnerable as a soldier at
his post, he fights constantly under the threat of a siege, He
can see the evil masquerading as virtue while ‘rank corruption

minding all within/Infects unseen!*

The concebtion of a soldler given a solemn charge is
reinforced by the following descziption given by Manoa of a
rejuvenated Samson as he wvisualises the situation:

ana I persuade me God hath not permitted

ais strength of grow up'with his hair
2 Italics added )

?be'OVerwhelming feeling. of the ubiquity and decisive-
ness of defilement is germane to the visions worked eut in the
tvo works, Both protagonists are victiue of an unclean regime,
Samson s feeling of being tainted and unclean is all too palpa-
ble and he has the additional feeling of having brought it upon
himself through sinning. While Hamlet is innocent of any such
offence as Samson accuses himself of,; he i1s not free either from
the sengse of guilt 4As he refleets on the situation, he unavoida-
bly has a share of the corruption that has gone too deep into
thé: human steck (*virtue cannot so inoculste our old stock but
we shall relish of 1t'). ?With,more offences at my beck than I
- have tndpgnts to put them in' Hamlet too feels tainted and sick.

He calls himgelf an ‘'srrant khave'e'
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Conceived as Cod's champion, Samson eventually turns
out to be the cleanser that he was destined to be, What about
Hamlet? One notices an atavistic tendency that Shakespeare
implants in his hero. Could it befthat‘in his ave-struck allue
sion t& Hercules in his first soliloquy, be was, however uncon-
sciously, glancing at the cleanser-image of that mythical hero?
Could it be that Shakespeare made him recognisé,‘houever dimly,
a compulsive, if intimidating, intimation from the conjuraticn
of thaé puissant pagan image? In other words, could it be that
Shakesﬁeare'had all but cast him in that role only to see how
in his §1sionfaf the dismembered time, such a role would turn
out to be? Hamiet's_habitual language with reference to the
corruption of the time is of.oné'who looks upon himself as a
possibie cleanser, purifier. Habitually, he thinks of and harps
on ‘the general corruption, the rotting of the state rather than
thé single act of treacherous murder which could be more of a
syﬁptém than the cause of the ever-spreading malady. He genera-
liées the evil and its destructive character so that the world
is "an unweeded garden,/That grovs to seed; things rank and
gross in nature/Possess it merely." The often-noticed‘generali-
8ing bent of Eamlet goes well with, in fact, gives point %o his
projected role of redeemer, however dismayed in spirit he wmay’
feel contemplating his tagk:'

The time is out of Joint: - 0 cursed spite,
That ever vas I born to set it right! (I. V. 189-90)
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In the last act Hamlet asks Horatio if it is "not to be
damn'd/To let this canker of our nature come/In further evil,"
He 1s thinking with revulsion and horror of the further harm
that-might-issue‘from Claudius and;he is thinking not merely of
the murder of his father, but also of the staining of his mother,
of beaﬁ»g'deprs.ved of his claium to the throne and of the treache-
rous design on his life. His concern is how "not to be damn‘'d"

and how to extirpate this Spreadlng evil,

éThe debasement of the situation brought about by sin is
fbcuseq on in bpth‘works by a similarity of means. Both Shgke-
| speare;and Hiléen~make ugse of qrvine imagery, of the contrast
betveen a greater and a lesser divinity to emphagsise the almost
immeasurable gulf between the present and the past, between what
was and what is, between the radiance that was ané its monstrous
eclipse. Hamlef refefs}to the past splendour and the present
moﬁstrosity in terms of Byperion and Satyr:

But two months dead! Nay not so much, not two:

80 excellent a king; that wvas to this
-Hyperion to a Satyr: (I, i1, 138 et. seq.)

In the closet scene, he speaks to his mother:

Look here upon this picture and on this,

See what a grace was gseated on this brow;

Hyperion's curls; coevecscceccece

teveescssesse LOOK you now what follows:

Bere is your husband, like a mildew'd ear

Blasting his uholesome brother. (III iv. 53 et seq. )
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Hyperion-Satyr antithesis symbolises the Renaissance
antithesis of reéson and passion; the triumph of Satyr over
Hyperion signifies the displacement of reason and the usurpa-
tion of 4its rightful place by passion standing for inordinate
ambition, greed, lechery and so on. The insurrection within
man overthrowing>the rational soul and thué overturning the

hierarchy of elements has unleased the reign of evil.

In Hamlet the earlier period is spoken of in terms such
as 'fair and war-like', *majesty' and 'dignity', ‘halloved and
gracious', 'our valiant Hamlet', Hamlet's loving and wistful
reference to his dead father ('He was a man, take‘him.for all
in all, I shall not look upon his like again') is an anguished
tribute to,a;reign of reason never to return. The present dis-

pensation is that of an 'incestuous and adulterate beast'.

Milton, likevwise, drives home Samson's unforeseen sub-
Jection to the present abomihation in terms of the eclipse of
Israel's God and the ascendance of Dagon, the abhorred Philis-
tine God The present dispensation is a witness to Dagon
reigning in pomp and to ‘dishonour'! and 'obloquy' brought to
Israel's God.

All the contest is now -

*Twixt God and Dagon. Dagon bath presumed,

Me overthrown, to enter lists with God,

Ris deity comparing and preferring
Before the God of Abraham,
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The present regime 'drunk with idolatry, drunk with
wine! is an abomination not unlike the one presided over by

the Satyr-king, Claudius.

The glory that characterised the rule of Israel's God
is represented by Samson vhen he was in full possession of
reason and in full consciousness of that pover which was trans-
mitted to him from above, And the rise of Dagon is accounted
for by Samson letting himself be ruled by passion that made a

captive of reason.

Shakespeare and Milton dwell upon conjugal infidelity
and stress the deification of lust and treachery as the cause
and accompaniment of the reign respectively of Satyr and Dagon.
The protsgonists are trapped and menaced, The feeling of being
encirciedrand thus 1mperilled expresses itself in a language
that is significantly similar. Hamlet talks of being *benetted
round with villeinies', And Samson walls:

Ye see, 0 friends » ‘

wa many evils have enclosed me round.

Both undergo the tortures of the damned. Both are hard
upon themselves for being 'lapsed' souls, though fof different
reasons., Hamlét sees himself as one 'lapsed in time and passion'
for having unforgivably put off 'the.important acting of thy
dread command', while Samson feels 'bereaved', ‘exiled', even

tannulled ' for having 'profaned/the mystery of God, given me
under pledge/of vowu',



In spite of the obvious difference in their dramatic

roles, Gertrude and Manoa would seem to have a similarity of
approach towards the suffering protagonists. Gertrude, notwith-
standing bveing the cause of Hamlet;s crisis of being, contimues
~ to love him and would 1ike to see him happy in her own placid
way. In fact, if pains her to find her son so unlike his former
self, almost transformed beyond recognition - a melancholy, |
bitter and tortured soul. She wants him to get reconciled to
his father's passing as an inevitsble happening in a mant's life,
accept the changed situation and resume his former self when he
waS'the"observed of all cobservers?, as Ophelia put it. To de
fair to Gertrude, she is unaware of the fact that Claudius has
treacherously got her former husband out of his way. On the
other hand, epicureanism and lust have rendered her insensitive
enoﬁgh not to realise that her marriage to Claudius so soon
after her former husband’s death could cause such disquiet in

Hamlet's mind. For Hamlet the situation is pestilential,

Not only is Manoa ever ready to ingratiate himself with
the Philistine lords to secure Samson's release, he even advises
his son to prefer 'self-preservation' to being. 'self-rigorous’,
'choosing death death as duet,

1 already have made way

To some Philistine lords, with wvhom to treat

about ¢thy ransom

. ®00st000600CSPOS
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Repent the sin; but if the punishment

Than canst avoid, self-preservation bids.

Both Gertrude and Manoé.SYmbolise the obtuseness of
moral vision. While Manoa represents the spirit éf'comprcmise
with evil for the sake of worldly comfort and ease, Gertrude is
all self-indulgebce vhich, for its uninterrupted proceeding,
fears any questloning pos ture which Bamlet seems to represent,
In Gertrude one sees gross, if bland, sensuality asking for

approval and acceptance,

In both the plays then the parent symbol is a means of
spelling out the unbridgeable gulf between the myopia of mundane
gratification and a terrifying insistence on being true‘to the
rigbtful image of man, |

Yet in another respect, one can see a nearly 1dehtical
thrust. Hamlet's attitude to the two spies, Hosenecrantz and
Guildenstern is almost on all fours with Samson's attitude to
- the 'thirty spies' 'appointed to await me'. Justifying the
murder of those spies, Samsén sayss:

I used hostility, and took their spoil,

To pay wmy underminers, in their coin,

Anticipating what he is going to do to the two fdrmer
school-fellouswhon he will trust as I will adders fang‘d!
because of their being in league with the villainous King,

Hamlet chuckles:
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Let it vork;

For 'tis sport to have the engineer

Hoist with his own petard: and't shall go hard

But I will delve one yard below their mines,

And blw thenm at the moon. (IIIo 1vo 205 et‘o Seq-)

Later, justifying his action is sending them to their
death in England, Hamlet puts the matter in decisive perspec-
tive, using an argument Samson himself might approve of:

Why, man, they did make love to this employment;

They are not near my conscience; their defeat

Does by their own insinuation grow. (V. 1i. 57 et. seq.)

It is obvious, then, that both Shakespeare and Milton
must have apprehended remarkably similar situations though their -
artistic enactment thereof took on widely different expressions
because of their distinctive world-vievs and the compulsions of
their pronouncedly individual talents and temperaments. Indeed,

we have already alluded to the basie differences.

At this point ve must beg leave to glance at some other
disparities. Both Hamlet and Samson are obsessed with death,
yet thelr approaches to it are sharply‘different. The difference
here is a difference between Shakespeare and Milton. The thought
of death is natural to a tortured soul. But while Shakespeare
harbours the idea from time to time, he cannot persist in doing
so for long, for death is an insoluble enigma., However painful
‘and unbearable life may be, the thought of death affords no
assurance that it vill be a better state of affairs when one has
wound up the business of 1ife, No such sense of mystery troubles
Milton who is fortified by his dogma and his faith, Shakespeare
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does not seem to know either, at any rate when he is composing
his Hamlet. He is a tormented and unresting quester. Fe is an
open-cyed questioner subject to the fears natural to'a man who
would probe unfettered by preseriptive dogma:
' Who should these fardels bear,
To grunt and sweat under a weary life,
But that the dread of something after death,—

The undiscover'd cocuntry, from whose bourn
No traveller returns - puzzles the will. (III.1. 76 et. seq.)

Contrast this with how Milton's hero longs for death:

This one prayer yet remains, might I be heard,
No long petition-spepdy dea%h, ;
The close of all my miseries and the bdalm,
Hamlet Sees an unknown 'dread’ in death, Samson knows
no such perplexity. He welcomes death within the religions frame-
work, the framework of faith.

Shakéspeare's plays suggest the philosophy of growth. His
belief in growth is true not only of the central figures of his
plays but also of the minor characters.

Gertrude is certainly different at the end of the closet
scene, She can be supposed to have felt some stirrings of a
moral awgkening: '

Be thou assur'd, if vords be made of breath

And breath of life, I have no 1ife to breathe
What thou last said to me. (IIX. iv. 197 et. seq.)
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Laertes vho has been in league with the king, wakes up
at the end of the Play to the evil of his proceeding, disowns
Claudius

)
This fact of moral growth is in complete contrast with the

exchanges forgiveness with Hamlet and befriends him,

staticity of Manoa and Dalila. Manoa's complacency is incorri-

gible while Dalilah remains self-righteous till the end.

Unlike Milton, Shakespeare takes us inside his charac-
ters, He lets us hear what the characters think or say to them-

- 8elves behind the facade of their public selves,

Thus we hear Claudius confess, express remorse and ask
for God's‘pafdon, although he knows that the retention of the
fruits of his crime cannot entitle him to pardon;'We hear him
praise Hamlet:

.es he, being remiss
. Most generous, and free from all contriving
Will not peruse the foils. (IV. vii. 134 et. seq.)
Milton's cast of mind and art are such that he cannot
afford us'suqh insights into the character of, say, Harapha or
Dalila. We only encounter their public selves,

Claudius's private admiraticn for Hamlet glances at and
is in 1ine @ith Iago's secret acknowledgement of Othello's good-

ness and candour:

'The Moor is of a free and open nature' (Othello I, III)
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and Edmund‘'s private view of Edgar:

~ eee @ brother noble,

Whose nature is so far from doing harms

That he suspects none. (King lLear I. 41)

Such utterances constitute an individual trait of
Shakespeare's art, They point to and intimate his rounded view
of life..And then one cannot but notice his pervasive ambiva-
lence « the multiple perspective under whieh the characters
and ihe vwide world in thch they move are viewed. This ambiva-
lence is reflective of the dramatist's profound.recognition of
the mystery of life < life that is many-layered and many-faceted
and which refuses to be seen against one set perspective. Plura-

1ity of vision is the unstated law of the Shakespearean world,

Despite the overtly religious béckgroﬁnd, Greek drama
would seem to be more akin télshakespearean,drama in 4its focus
on and intensification of the basic mystery of lifé; Both work
out in their unique ways the needling awareness of the dimness
andfambiguityLof human perception and the fatal congruence of

fate and character conspiring to weave man's tragic destiny.

And finally, the common, popular touch - an area vhere
. Shakespeare is gul generig. Milton has no use for the common
people — fthe common rout,/that wandering loose about,/grow up

and perish as the summer fly,/Heads without name, no more
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remembered', And now look at the soldiers who introduce us to
the Hamlet world, the players in whose unexpected company Hamlet
forgets his melancholy and the grave-diggers whose natural,
lusty accent holds Hamlet and reminds us of the elemental cha-
racter of life and of the inevitability of death — well, it is
such characters as they who provide the unique tang and savour

of the Shakespearean milieu and create its enthralling ambience.



CHAPTER - IT
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THE_RELIGIQUS TEMPER_IN HAMLET AND SAMSOW AGONISTES

"There is a divinity that shapes our end,
Rough hew them how we will."

(Hamlet - V 2)

"Just are the ways of Cod,

Ang Justifiable to meny

Unless there be who think not God at all,

If any be, they walk obscure;

For of such doctrine never was the school,
~ But the heart of the fool."

(Samson_Agonistes )

~ Man's realization of his imperfect condition, the hard
jolts of reality causeﬁ'him to despair of 1ife. But in spite of
this, his instinct of survival is the 'Hope (wbich) springs
eternal in fhe human breast.'1 This life-affirming impulse is
the force which drive#éan on to his spiritual quest, a quest
for a meaning in 1life, a guest which brings him to a2 point of
acknowledging that behind the scene of human existence there
must be a power, or a higher order «G0D- which controls and
directs the goings-on @n this terrestrial plane. Thus religion
15 the expression of man's reaction to the total situation in
which he has to live. It is according to Helen Gardner '... More
than attitudes, aspirationé, emotions, speculatiohs and intimi-
dations... it includes them vithin a way of 1ife consciously
accepted in obedience to what are felt to be the imperative from

without the self that are binding."2

1. Egsav_on Man: ﬁpggglg to Dr, Arbuthnot Alexander goge ed, by
Anthony Trott and Martin., Oxford, London, Macmillan, 1966
Epistle I. p. 4O,

2. Relipsion and Literature, Helen Gardner, Faber and Faber,

3 Queen Square, London, 1971, p. 134,
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In Hamlet and Samson Agonistes, this awareness and
acknowledgement of God or of the power that works behind

human activities is very much there although this statement
needs clarification in its application to either of the two
plays. The hero of the play Eamlggrin this aspect seen as a
portraiture of the Renaissance Spirit - the emergence of
individualism. Whereas man of thé middle ages was conscious
and aware of himself only as a member of the collectivity of

a general category, he emerges iﬁ the Renaissance as one awake
to the different potentialities with which he is endowed, His
enlightenmenf enables him to consider the world outside and
its state in an objective manner and also to turn inwardly
and consider himself subjectively as a spiritual individual,
Hamlet true to the Renaissance Sﬁirit, is an amalgam of pagan
modes of thought and the Christian ethos; out of which arises
a broad impact, a remarkable 1n§1usive view of humanism, It is
apparently a picture of 1rrecon¢ilable¥si-of scepéism, sensuali-
ty, fatalism and exalted idealism and piety of belief in the
divine spark of human reason and‘susceptibility to supersti-
tious fears of evil omens, In other words, Christian morals are
the official standards but adultery and incest the common
practices, And to our hero, Hamlet, the existence of such con-
_tradiction serves to create a complexity of character that

mys tifies ardent psychologists, It explains his initial scep-
tism aé fs any purpose in livihg, it explains the despair that
grips his being when reality, the world, appears,
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*. .. An unwveeded garden

That grows to seed, things rank and
gross to nature

Possess it merely."

(Act I Se 2. 15. 134)

And it also explains the secular bias in Hamlet vhen even after
he-hés completed his mission as an avenger he is distressed
vith thoughts of a wvounded naume left behind him, a taint on

his honour as 2 Renaissance prince in this secular vord rather
thanlbeing content that he hags done what providence had deereed.
The absence of doctrinaire religion in Shakespeare's work might
suggest a completé absence of religious motive in his charac-
ters. This would, however, be a misleading impression. Hamlet's
profound unhappiness and anguish can only be explained by his
deeply held moral and religious beliefs having been rebuffed by
' the unrighteous conduct of his uncle and mother. This fact of
of fended mdral and feligious sensibilities is best appreciated
by recognising, as with Professor Kitto, the divine background
against which the play is structured and also how the hero open
up to the realization and acknowedgement of its reality. But
clearly Hamlet shows a ’sjmcretic’ approach uniting the gardb &
of Christianity to man-made values with a dash of mysticism,
its religion;E system of insightg and concepts.

| In contrast, Milton's Samsop Agopnistes, is, after Paradise
Lpst, the author's means of justifying God's ways to man based
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on the covenanted relation#hip of man and God -« 'I will be your
God and you will be my people’3 a relationship of a personal
God and his creatuie, and the breaking up of it, through sin-
ning, will naturally usher 4n adverse consequences. Milton is
a Puritan by conviction and his works have a perceptibly
Christian background., The protagonist of Samsop Agonistes finds
himself in the throes of a predicament arising 6ut of his being
physically incapacitated and cf the despair resulting from
alienation from God. The tragedy of Samson is wrapped in an
atmosphere of the.realit& of God in the life of the hero, and
the reverbefatihg theme is the painf of his estrangement from
his God, the bain[of the struggle to regain the lost rélation-
ship. A good dealiof the theme has its bearing on the question
why Cod allowed such humiliation to his chosen one and also to
his éwn honoﬁr. | |

"Retiring from the popular noise,

I seek this unfrequented place to find some ease

Ease to the body some, none to the mind

From restless thoughts,..."

The Chorus also echoes the torment of a broken relation-
ship: |

"This idol's day has been to thee no day of rest,

Labouring thy mind
More than the working day thy hands."

3. The Holy Bible, Joel 2:27.
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Among other things, though di varying lengths, Hamlet
and Samgon Agonistes stand comparable as there is in both, an
intellectual hypothesising of God as an explanation of the
reality and meaningfulness of both the protagonists' lives.
For Samson there is no question as to the reality of God, his
holiness and his righteousness even though he stands at variance
vith him because of his lapse., For Hamlet on the other hand,
there is a need to grow into spiritizal realization of this
rea]_.ity which he gradually achieves not through rationalizing
but by an act of faith through experience.

To dbring out and underscore the "prevalence of the divine
in both I_!g},g; and Samgon Agonistes, is to note the pbrceptively
ethical stance that the protagonists take, as they grapple i}m::
their respective situations. For it is not enough to assert
the presence and participation of a divine powver in human ldives
if it does not affect moral conduct, as it is undenizadly true
that the morality of a person stands in the closest connection
with his consciousness of Ged, although this relation differs
from e rson to rerson, so that any investigation can never ﬂ

reach a point of certainty or establish a generalization.

Between Shakespeare '.S Hamlet and Milton's Samson, there-
fore, can be read resemblances in their awareness of the higher
order of things although their moral responses differ because

of the variation 61’ their environment and the temper of the
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agé in vhich each was concieved. Both the protagonists feel
morally beholden £o carry out a similar mission that of revenge,
Hamlet against the murderer of his father and Samson against
the conquerors and oppressors of his nation Israel. Both vere
enjoined to thelr tasks by powers beyond the human sphere,
Ramlet by the ghost of his father*s spirit and Samson by the

* Spirit of God. |

Hamlet finally accepts his moral responsibility to avenge
his'ratgef's death after he-bas caught his uncle's conscience,
and provgd that 1t was no *damned ghost' that he had seen, éven
as Samson has no doubt as to the fact that he 1s reared to be
God's 'Mighty»Cbampion' against his nation's enemies and oppres-
sors, foretold to be so even through the naturé of his birth.

~ Thus in both the plays, we can see the working out of superna-
~ turel powers through human agencies.

' How Hamlet and Samson respond to the demands of another

" world will be a study of resemblances amidst divergencies.

Hamlet's moral attitude and conduct can be looked at and
understood if we regard him as a Renaissance Prince in vwhom we
sée.the juxtaposition of pagan and Christian moralities, incom-
patible moral attitudes which explain the compleiity of his
nature, his scepticism and his faith. Hamlet is 'morally divided

~ so perfectly that he does not seem aware of the division. o

L, ?hg M%rgizgx g{gﬁgmleg =~ 'Sweet Prince_or Arrant Knave'
1963 ) by Patrick Gruttwell, Shakespeare Hamlet, A Casebook,

edited by John'Jump, The Macmillan Press Ltd, 1970, p.187.
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And his unawareness of ﬁhis division in himself can again ﬁe
explained if ve take into consideration the Renaissance endow-
‘ment on him, a powerful 1nd1vidua11£y, which makes his reli-
giéﬁéity altozether subjective.

Samson's ethical conduct, on the other hand, can be
clearly understood if ve sée it against the background of his
belief in Godhwho had called him to be his Champion, not for
his personal end and‘glory but for his nation and his God. Thus
ﬁis moral responsibility and actions are for the good and
honour of his nation. Whatever might be the eventual outcome
of his moves and action, his strong beldef is that it is God

who is actually at work, ordering and directing.

Tracing the reiigious note in Hamlet, we have recorded
that its hero does not, at the outset of the play, appear to
éonsciously acknowledge the working out of the divine pattern
in his and other*s’ 1ife, but that as the play progresses he

“grows into the spiritual realization.

After the ghost's revelation to him the first step that
hé takes towvards avenging his father is to camouflage his true
intentions by going about in the guise of 'an antick disposi-
tion'. But this hardly convinced King Claudius, his uncle-
stepfather, who displays an acfite sense of danger when he

starts setting two erstwhile friends of the Prince, Guildenstern
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. and Rosencrantz, to spy on him and further to agree with
Polonius to spy on Hamlet's meeting with Ophelia. His wariness
lislsufficienély motivated, for he is convinced that Hamlet's
‘fantick disposition' 1s no madness but that
"There is something in his soul
O'er which his melancholy sits en brood."
| (III. 1. 1s. 1€3)

This in turn offerS‘him the opportunity of attempting to do
away with the Prince by sending him to England under the pre-
tence of collecting neglected tribute, 'Madness in great ones
must not unwatch'd go' says Claudius. It seems that the hound
has turned hare. Freedom of movement and action - appears to have
subtly been denied Hamlet, He finds for himself, as he metapho-
rically puts it, that 'Denmark's a prison', His predicament is
brought about by his uncle's act of treachery and his mother's

moral depravity,

A reverse in circumstantial position is seen in Samson
Agonistes. He who was cut out for the role of a redeemer finds
himself litefally in prison and blinded through his own country
men's refusal to rally round him against the Philistine’, and of
course, primarily, through the fact that his personal desire
for 'Repoée and rest', momentarily eclipsed his constancy to
his God and his nation, vith the result that his foreign vife
proved true to her own people and false to him. The point here
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to note is that Samson's apostasy stands in glaring contrast to

Hamlet's steadfastness to the secret entrusted to him.

The pervasion of evil is felt in both the plays. The
regimes under which the heroes_find themselves victims stink
with cbr:upticn and sin. Samson feels himself besmirched with
 : its filth more so as he realizes his part in bfinging it upon

" himself, while Hamlet, although there is no overt offence on
his part, yet is not altogether free from a sense of sinning.
TheAcorruption that has gone deep into the human stock taints
even the best of us. His own viewg expresses this:

"I am myself indifferent honest; but yet

I could accuse me of such things that it

vere better my mother had not borne me...

We are arrant kmnaves- all..."

(III. 1, 1s. 163)

How this degrading, debasing situation is brought about
by sin is conveyéd to us in both plays through the divine
imagery, a play of contrast between the heavenly and the beas-
tial elements in man; a means of suggesting the radiance of
the past, while reason sat enthroned in man's consciousness,
and the darkness of the Iresent, when passion manages to over-
come and ovefwhelm-reasén, thereby, bringing in a reign of
darkness and all its evil manifestations. Hamlet and Samson
are both perplexed by thié bewildering paradox of human nature
'the glory, jest and riddle of the world' (Pope)5 and both

5. Essa Man; E
Epistle I1I. p,
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lament the enslavement of reason by passion. We can sense the
‘tension in the heroes and imagine their existence as one of

tight rope walking in their efforts to do what each ip his own
context, thinks is morally good.

In Hamlet the Hyperiod-Satyr antithesis carried through
its interpretation all of the above mentioned aspects, even as
' God and Dagon do in Samson Azopistes. The difference between
the past and the present ih Hamlet can be illustrated by the

'Closet Scene' where he says to his mother:

ook here, upon this picture, and on this,

The counterfeit presentment of two brothers .
See, wvhat a grace was seated on this brow,
Hyperion's curls, the front of Jove himself,

4n eye like Mars to threaten and comman,

A station like the herald Mercury

New-lighted on a heaven kissing hill,

A combination and a form indeed, S

Where every God did seem to set his seal,

To give the world assurance of a man

This was your husband look you now, what follows
Here is your husband: like a mildewed ear,
Blasting his wholesome brother, have you eyes?"

(III. 4, 1s. 152)

The reign of reason and light is personified in Eamlet's
father uhom he wistfully remembers "He was a man take him for
all in all, I shall not look upon his like again? while the
reign of passion and darkness is personified in Claudius whom
Hamlet deseribes as ‘an 1nces€§us beast' Qho has made a mockery

of all that is virtuous and 1dealﬁ
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Samson's self-portraiture:

"Full of divine instinet

Fearless of Danger, like a petty God

I walked about, admired of all and dreaded

On hostile ground none daring ny attempt."®
refers to his earlier self in whom the glory of Israel's God
was reflected while he was in possession of reason and the
povier of God, But through Samson s own undoing, the high God
is now lovered in esteem and Dagon raised in his stead.

"I this pomp- has brought

To Dagon and advanc'd his praises high

 Among the heathen round, to God have

brought dishonour..."

This post-lapsarian state of humanity is 2 Renaissance
viey with a deeper truth in it, for man is seen to be alvays
undergoing times of upheaval when he loses his grip on rationa-
lity and its resources to unlé?b as it vere the reign of the

devil,

The povwerful and despotic nature of sin and its evil con-
sequences also exerciseﬁ a great influence on the morals of .
conjugal relationships. Infidelity and the canker of lust and
- treachery reéeive underscoring attention from both Shakespeare
and Milton,'bé§ause it 4s in such situations that Hamlet and
Samson find themselves trapped. This anguished feeling of being
trapped as expressed by Hamlet and Samson is almost identical.
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Hamlet says he is being 'benetted round with villainies' and
Samson: says : '

"Ye see O friends

How many evils have enclosed me round."

The supparative condition of the atmosphere in which
Hamlet and Samson find themselves is described by Hamlet as

".+..The ulcerous place...rank corruption,
mining all within infects unseen,"

and Samson's description of his prison house:

"eeo Air imprison'd also, close and damp
Unwholesome draught,”

can be stretched to allude to the entire condition of the atmo-
sphere he is in, reeking with lust and treachery., In Hamlet

and Samson Agonistes marriage commitments and léyalty are deli-
berately trampled underfoot. Gertrude is married again:

"...Bre those shoes were old

With which she followed

My poor father's body

Like niobe all tears, why she, even she
Oh God a beast, that wants discourse with
reason, vould have mourn'd longer -
Married wvith my uncle,.."

(I. 2, 1s. 1u47)
And.in Samson Agggggtgg_Samson's first vife of Timma:

"...Betray me, and reveal the secret werested
from me in her highth

Of Nuptial love profest, carrying it strait
To them who had corrupted her my spies,

And rivals."
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And again his second wife, Dalila:

"Who also in the prime of love, spousal

embraces, vi%iated with God, sesecane

. She purposed to betray me...." ’

Kind Claudius in Hamlet, as ve see him conducting his
kingly dutdies, is a powerfﬁl personality but he exemplifies
violence which cannot control itself because it 1s born of
weakness. Passion for the throne drives him to crime, and sen-
sual desire, to win his brother's widow with an audécity which

causes Hamlet to cry out:
"Oh villain, villain, smiling damned villaini"

Samson in this respect can also be seen as strength that
is misused for the gratification of his desire. His own words
on the choice of a second wife do not convineingly show the
part of the divine in it. In fact, the lust of! his eyes must
have presumed divine permission for he never wvaited for tﬁat
'Intimate Inpulse' which urged him in the first choice.

"I thought it lawful from my former act

And the same end."

The two protagonists are seen to be caught up in perver-
sion and moral filth and against these forces they are called
upon, one, to be a cleanser, 'a scourge and minister' and the
other, God's champion,Samson does eventually turn out to be

the gréat cleanser he was destined to be, while-ﬂamlet's role
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can be looked upon as one dealing with the whole situation of
rank corruption and rottenness of the state and not merely with
the single act of treacherous murder. His reflection on Claudius'
crime and his (Claudius') potentiality for more crimes horrifies
but_at the same time, strengthens the prince and justifiés his
duty as an avenger, He asks Horatio in the last act:.

"Is it not perfect conscience to quit him

with the aim? And is't not to be damn’d

To let this canker of our nature come

In further evil?"

(V. 2. 1s. €7)

It is in a wider prospective that he sees the malady of ev}l
infecting and destroying the beauty of living, so that he feels
obliged to be a’redeemer and cleanser. Maybe, when Hgiet, to

his great disadvantage, compared himself to Hercules, Shakespeare

vants us to see in him the cleanser image of the mythical hero.

Against heavy odds, then, the heroes of Hamlet and

Samson Agonistes had vowed to fight inexorably. And their irre-
concilable nature is stressed when both Shakespeare and Milton
use the|parent symbol to show that even parental love and cone
cern cannot prevail against the bulwark of the heroes!' determi-
nation not to gratify the urge of mundane, unauthentic existence
but to live up to the call and demands from beyond. Gertrude,
notwithstanding the fact that she 1s the cause of Hamlet's suf-
fering, continues to love him and in her plac'id way wishes him
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happiness, so that she pleads with him to accept the changed
situation, his father's passing and his uncle as his stepfa-
lther. His melancholy and tortured look she does not relate to
her own lust and coarseness, she isvinéensitive to the fact
that wiihin her son's soul is a belief in love of the noblest
kind, a unity of sculs in the divine being, such as he had
seen in his father:

“So loving to my mother

That he might not bgteem the winds of heaven

Visit her face 400 roughly.

(1.2. 1s. 139)

But she is still his ouwn mother and it wmust have cost him not

a little imner struggle ¢o bring himself to give her a tongue -
' . "‘?‘W o - : pn )
lashing (.- e =
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".es L2t not ever, '
The soul of Nero enter this firm bosom..."

(III. 2. 1s, 3839

Manoa, Samson's old father too, posés for the protago~-
ﬁist the urge for an unauthentic existence, of merely drifting
along with the circuamstances, of living a life of anonfmity
without the need to struggle in making any deliberate choice.
Hé even goes to the extent of ingratiating himself with the

Philistine lords in order to secure Samson's releaée:
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"I already have made way
To some Philistine Lords, with whom tb¢ treat
About thy ransom..."

and in a most humiliating manner tells'the chorus: “"With
supplication prone and father's tears..." He even advises
Samson to choocse: |

"self preservation to being self rigorous

Repent thy sin but 4f the punishment

Thou canst avoid, self preservation bids."”

Gertrude's and Manda's part respectively in Hamlet's
and Samson's life symbolises the obtuseness of moral vision,
the readiness to go to any length, even to compromise with

evil, for the sake of worldly comfort and ease.

- In surmounting these odds, both Eamlet and Samson are to
prove themselves‘worthy of the task that is set before them
proviﬁg'their religiousxqbligation. Indeed, hov vigilant and

unwavering the heroes of Hamlet and Samson Agonistes need to
remain is aptly noted and described by Helen Gardner in the

Buginess of Criticism.

"The soldier on guard, who cannot leave his
post until he is relieved or given permission
from above, is a metaphor of the soul in

this world which comes very easily to.
Renaissance vwriters.,"?7

Samson'’s and Hamlet's predicament répresent man's con-

stant struggie td hold each his personal fort of truth and

7. 1h%.gnéinﬁﬁé_gi_gxiﬁ$gigm, Heleh‘Ga}dher,'Oxford Paper ba&ks
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integrity. His strength, endurance and loyalty is being con-
stantly put to the test. Samson, unlike Hamlet had allowed
himself to be swayed and oﬁercome, bringing him to his present
ignominy. Hence, his lament and constant self-flagellation
over his failure.
| "How could I once look up or heave the head

¥ho, like a foolish Pilot, have shipurecked

my vess@lk trusted to me from above

Gloriously rigged, and for a word, a tear,

Fool! have divulged the secret gift of God
To a deeeitful woman?"

And again,

"What boots it at one gate to make defencse,
And at another let in the foe,
Effiminately vanquished?" “
That, however, relates to the past. 4s for the present, he 1s

invulnerable in the face of threats and temptations.

The soldier in Hamlet, on the other hand, proves vworthy
of the status he's given., His enemies were not able to vwrest
the seeret of his heart. And symbolic of his soldier - status
he makes his friends swear to secrecy on his sword.

. "And lay your hand upon my sword
Never to speak of this that you have heard
Svear by my sword."
(I. 5. 1s. 158)
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Hamlet's confrontation with the constricting pover of
evil is carried on with such clear-mindedness that it belies
the 'antick disposition' which he assumes. He understands his
moral responsibility as a fulfilment‘and an appeasement of
his sense of justice for which he could have piunged his sword
into his uncle when he found him kneeling and unguarded. But
Shakespeare makes him remember that to kill when the object
of vrath is engaged in prayer is no revenge but an act of
grace.

"..eAn I then revenged

To take him in the purging of his soul,

gg??,%t is fit and season'd for his pagsage?

(I11. 3. 1s. 84)

Here we can see apparently contradicting moral refine-
ments, that merge in Hamlet, for his vengeance to be fully
Justified and fulfilling, he does not go for a mere triumph of
force but must ensure that the offender must not only be mor-
tally injured and morally humiliated. His whole being as a man
vith his sense of honour and of scorn must be wictorious. Thus

"his speech ofl the appropriateness of the time of his revenge:

"When he is drunk, or asleep or in his rage,

Or in the incestuous pleasure of his bed,

At gaming, swearing or about some act

That has no relish or salvation in it,

Then trip him that his heel may kick at heaven,

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

As hell vhereto, it goes."

(EII. 3. 1s. 89)
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Samson's grapplings with the evil that besets him con-
trast wvith Hamlet's on the point that his response to his moral
responsibility to his God and his nation has, after his lapse
taken second place to hig despair and self-contempt. Bogged
down by a sense of inadequacy for not being equal to the occa-
sion he also broods over the inscrutability of God's ways:

"Why was my breeding order‘'d and prescribed

As of a person separate to God,

Design®d for great exploits; if I must dye

‘Betray'd, captiv'd, and both my eyes out,

Made of my enemies the scorn and gaze;

To grind in Brazen fetters under task

With this Heav'n gifted strength?”

4s -long as Samson is in thig state of gelf-pity and ques-
tioning, God seems to bide his time until Samson is purged of
his wvhys* and wherefords of his situation and realizes the need
of a total surrender, belief and giving God the priority before
anything else. Then only will understanding and a sense of ful-

filment come.

In‘the“closet scene' Hamlet's quick blind thrust fhrough
the arras vhich killed Polonius, is because, as he says,'I took
thee for thy better' which shows his unremitting vigilance with
regard to the ghost's ’rémember me'. There are no qualms in
this‘instancé, for 4f 4t is the king, he must have done with
praying; and noklonger in a state of grace. That Polonius 1is
unwittingly killed is Hamlet's.regret."And this unfbgﬁeen turn
of events or contingeney is, we can say, the first instance
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vhen Hamlet realizes that there are instances in this life
which cannot be rationalized nor their purpose understood.
It is the time when he realizes that there is nothing in this
world that can be explained in terms of forces and principles
' solely within this world; that there is a beyond, independent
of which the world does not exist. Thus:

"For this same lord,

I do repent: but heaven hath pleasedit so, ..."

(11X, 4. 1s. 172)

Samson, on the other hand, never for a moment doubted
the hand of Providence in his affairs, but for his questioning
the 'cqntradictions' of God's 'ed%}s' in relation to his life,
He 1s weighed down by the despairing thoughts that he 1s the
sole cause for advancing Dagon's praise to the derision, dis-
honour, and obioquy of his God, the consequences of which are:

Mesesssense Scandal.

To Israel, diffidence of God, and doubt

In feeble hearts, propense enough before
Tb vaver, or fall off and jcyn with Idols.

And this 1s his ‘chief affliction, shame and sorrow'

"The aﬁgUish of my soul, that suffers not
- Mine fei to harbour sleep, or thoughts, to rest.,"

His attempts to draw himself out of this quagmire of despon-
dency take a first tottering step on- the road to recovery when
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he realizes that he is not indispensable to Ged and rids him-
self of any sense of his oun importance in God‘'s scheme of
things; when he realizes his 1imits and God's omnipotence.

W esesssesess the strife

wvith me hath end, all the contest is now

'Twixt God and Dagon....

Hamlet's attitude ¢to an#ieaiingswith the two friends
turned spies, Rosencrantz and Guildenstern are 1n line with his
own understanding of morality and religion. His Benaissance
heritage, namely, his sturdy_individualism,.determines his
moves, for in the face of appalling corruption, of Claudius'
attempts to outwit him, he retains an authority over himself,
fbrming‘independent decisions to fulfil his moral responsibility
and appease his sense of honour. That both Rosencrantz and
Guildenstern allow themselves to be Claudius's toolsis reason
enough for Hamlet toAregard them as mere obstacles hindering
him from achieving his goal. To be fair to Hamlet, his direct
accusatibh'bf théir hypocrisy is warning enbugh for them to
extricaté:themselves from the favour of the kinga His hostiliy
towards their attempts to maneawwvae him under the guise of
'love' is seen when he directly charges Guildenstern ef attemp-
ting to play on him as he would a pipe, and again when he calls
Rosencrantz a 'sponge’ of the kihg to his very face. There 1s
no second thought on the desert that avaits them in England, as
Hamlet expresses himself to Heratio: -
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"Why, man, they did make love to this ezployment;
They are not near my conscience; their defeat
Does by their own insinuation grow
'Tis dangerous when the baser nature comes
Between the pass and fell incensed points
Of mighty opposites.”

(V. 2, 18. 57)

N3 mow
We note how awakened &s Hamlet's sensibility to the hand of

Providenge in the detailed affairs of man. Tbis is brought in
with added emphasis when Hamlet ascribes his restlessness and
& sense of fear, while on his voyage to England, to Providen-
tial protection which offered him the chanée to thwart his
uncle's design and end the dirty career of the spies.

"There is a divinity that shapes our end,

Rough hevw them how we will, " 4

(V. 2, 1s. 10)

Again, his possession of his father's signet, at this critical
_ being
point of his 1ife he aseribes to ‘heaven ,ordinent®.

wﬁilé Hamiét does come round to develop belief in Provie-
dence, Samson is seen to fluctuate from certitude to questioning
God and his purpose through him, who is now alienated and
sterile. Samson is still lacking in resolution, conviction and
patience to wait for the ghape of the purpose that will even-
tually emerge. The following words: '

"His pardon I implore; but as for 1ife
To what end should 1 seek it
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41lustrate his inability to trust that his God can still use
him even in his failure. Hence, his recurrent self chastise-
ment and self-rage for his one moment of weakness which brbught
about his disastrous fall:

"0 impotence of mind in body strong!

But what i1s strength without a double share

Of wisdom, vast, unwieldy, burdensom,

Proudly securei yet liable to fall

By weakest suttleties, not made to rule,
But subserve where wisdom bears command."

Again:

"0 how I suffer

She was not the prime cause, tut I myself,

Who, vanquished with a peal of words (0O weakness!)
Gave up my fort of silence to a woman.”

. Hamlet's psychic change whichbegan after he had unuit-
tingly killed Polonius, is firmly established within him by
the time we come to the duel in the final act. His narrow
eécape from death in England.only serves to strengthen and
spur him on to the show down between him and Claudius who
stands for sin and its corruption, His belief in a divine pur-
pose 'in the universe makes headway against the forceful current
of écepticism. Its slow emergence through many seﬁZbacks and
apparent failures is evident more to his inner self than to
outer vision, so that the future can neither disturb nor sur-
prise'him, Hamlet seems to have gained an insight into a pover
that reggects the freedom of the individual in his soul-ful

strivings,
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"Not a whit, we defy augury there's a
special providence in the fall of a sparrow,
If it be now, °'tis not to come; if it

be not to come, 1t will be now; 4if

it be not nov, yet it will come: the
readiness is all. Since no man has aught

of what he leaves, what is't to leave
betimes? Let be,"

(V. 2. 1s. 211)

The protagonist of Samson Agonistes progresses towards
a complete restoration in a sluggish manner, the process
being intergpersed with despair and a sense of purposeless-
ness. Whatzgood can come out of his present plight is some-
thing which;Samson cannot pretend to see. Human nescience as
distinguished from divine omniscience he has early in ﬁhe
play recognized,

"But peéce, I must not quarrel withnthe will

Of highest dispensation, which here-in

Happ'ly had ends above my reach to know!"
But he needs to bring himself to believe that deeds of faith,
virtuous deéds, can stili be bis to fulfil God's choice of
him as His champion. At a moment of penitential sgony, Dalila,
his wife & offershim a nevw lease of good 1ife, which he
spurns to her;face. His suffering in this instance gerves to
give him an insight into God's providential design which
enables him to see his present outer enslavement as a means
to achieve a purpose that his former inner enslavement had

denied,
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Then the encounter with Harapha, which provoked Samson
to challenge the warrior thrice to a single combat inspires
within Samson a renewed trust in God:

"1 know no spells, use no forbidden Arts

My trust is in the living God who gave me

At my nativity this strength..." .
and

e these evils I deserve and more

Acknowledge them from God inflicted on me

Justly, yet despair not of his final pardon

Whose ear is ever open; and his eye

to re-admit the supplicant...."

Samson was all along rather regardless of God's righteous-
ness even vhile realizing his own'part in bringing about his
tragic plight. In fact, it appears as though Samson's acknow-

wqmg£~&?
, 1edgement of his sin verges on. E;:)L~_,___;:\

“Appoint not heavenly disposition, Father

Nothing of all these evils hath befall’n me

But jJustly; I myself have brought them on,

Sole~Author I, sole cause.,.."

SamSOn's state of ‘mind see-saws between harking back to
'the abdication of responsiblity causing his downfall and bitter
acknowledgement of the justice of God's punishment, He further
yearns that the omnipotent God in whom he believes should
vindicate his cause in spite of his lapse. God's holy nature
makes it impossible for him to overlook sin and forget to

enforce just penalties for the infraction &f his laws. Samson
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appears to be weighing God's perfectness against human righteous-
ness which is only partial, inecomplete and derived. His father
voices such conflicts when he says:

"Alas methinks when God hath chosen once

To worthiest deeds, if he through frailty err,

He should not so overwhelm, and as a thrall

Subject him to so foul indignities,

Be it but for honours sake of former deeds.™

Such paradoxical musings on God lie behind Samson's
ef fort to reconcile his present condition and the mission for
vhich he was born and gifted with strength. His encounter with
Harapha saw his pride pricked.'He becomes testy and wrathful,
The Chorus cautions him with exhortations to be patient and
watchful, For in stubborness and pride 1lie the greatest dangers
vhich man can'procure)for himself. |

"It 1is no weakness for the wisest man

To learn when he is vwrong, know when to yield

So, on the margin of a flooded river

Trees bending to the torrent 1ive unbroken 8
While those that strain against it are snapped off.”

"But patience is more oft the exercise
Of saints, the trial of their fortitude,
Making them each his own Deliverer,
And Victor over all..."
— A timely caution for Samson who seems to be swayed by
his emotions and passions. But his regeneration is still in the
process even during his dialogue with the Philistine Officer

who has come to take him to the Temple of Dagon. At this point

3. A’h‘t‘:\jma ('F(_ t.F. watng) ?ey\f)u“m Classies .



L8

Samson 1is still veighing his finite comprehension_of God
against God's jus@ice, he is still seeling for a sdlution

to the appérent contradiction between God's justice and His
goodness, Thus still holding on to his belief that his attempts
at correct observances at this stage will spare him from fur-
ther huniliation, he replies to the Philistine Officer thus:

"Thou knowest I am an Ebrew, therefore tell them,

Our law forbids at this Religious Rites

My presence, for that cause I cannot come."

But before'tbe return of the'officer; and in the course
of his dialogue with the éhorﬁs, Samson appears to realize ail
of a sudden that God's being is unitary, it is not composed of
a number of parts vorking harmoniously but simply one. The
display‘of God's justice and goodﬁess in a given situation may
thus seem to override and econtradict his earlier acts. This
insight convinced Samson of God's goodness and his infinite
wvisdom even through the present contingency:

"Yet that he may dispense with me or Thee

Present in Temples at Idolatrous Rites :
FPor some important cause, thou needst not doubt." -

This renewved faith in God is immediately succeceded by:

"Some rouzing wotions in me which dispose
To something extraordinary my thoughts."

It is as though God signified to his champion his approval
of this long waited return of faith,
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8o Samson's acquiesence to go along to the Tgmple of
Dagon takes place with such an assurance that it heartens the
Chorus into believing, hoping and praying:

"Go and the Holy Cne

0f Israel he thy zuide

To what may serve his glory best, and spread his name

Great among the Heathen round.....

be now a shield

Of fire;

Be efficious in thee now at need."”

God will vindicate his own Name in whatever manner he

sees fit.

We have in this chapter tfied to sketch Hamlet's passage
to what we uould call providential philosophy and Samson's
recovery of faith, It needs to.be pointed out, however, that
in Hamlet the religlous temper 1s painfully slow of growth and
makes itself unmistakably clear only towards the end, while
'§g§§gn_§g§glg§ig is definitely conceived of and rendered as a
religious play in which the supernatural background and é
reéognition of it are in evidence in the dramatic design from

start to finish,



CHAPTER - III
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THE CONCFPT_OF_MAN_IN HAMLET AND SAMSON AGONISTES

After the discussion op the religious temper in Hamlet
and Samsop Aggnigtes, it is fitting to continue with a
chapter which seeks to find out concept of man as fouhd in
‘the two plays. The underpin upholding the importance of human
nature for both Milton and Shakespeare is the fact that man
is not a static being but one who acts or functions. Man's
function is vhat matters greatly, from whence an attempt to

read his nature can be made,

Miltion's basic concept of man is Biblically founded.
He believes that man has been created in the image and like-
ness of God. Paradise Logt provides repeated evidence of this
assumption., In Samson Azonistes there is no specific instance
" to pin-point this basic concept of Milton, but the very sub-
Ject matter of the play, its theocentric nature is enough to.
infer this concept to be basic. |

That Shakespeare too follows the Biblical concept of
man as a created being is seen when man is described as 'a

plece of work' in Hamlet's speech:

"What a piece of work is man how noble in
reasons how infinite in faculty; in form
and moving how express and admirable; in
action how like an angel; in apprehension
how like a God; the beau%y of the world,
the paragon of animals."

(I1.. 2, 1s. 303).
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Prof, E.M.W. Tillyard's comments on this passage 1is:

"This has been taken as one of the great
English version of Renaissance humanism,
and assertion of the dignity of man
against the asceticism of medieval misan-
thropy. Actually, it is in the purest
medieval tradition: Shagkespeare's version
of the orthodox encomia of what man created
in God's image was like in his prolapsarian
state of what ideally be a gtill capable of
being. It shows Shakespeare placing man in
the traditional cosmic setting between the
angels and the beasts."1

This cosmic setting explains the congtant conflict
1w1th1n mah, between reason and passion and the many contraries
-aesses that make up man --one of which makes him capable of

and ano ther
utter baseness eg of almost angelic perfection.

The .Biblical account of the creation of man is as
" follous:

"God created man 1n his own image, in the
image of God he created him: male and

female he created them."

(Genesis 1:27)

. Bug in the preceeding verse the wordv'image' is qualifiéd
-and limited through'the phrase 'afte: our likeness'.2 This

- indicates that the eﬁphasis‘is not .on a direct correspondence
between man and God. In fact, we can interpret the image of
God in man:as man being endowed with spiritual powers of

1. Elizabetban World Picture, E,M,W. Tillyard, Harmondsworth,
Penguin Books, 19 Introductory, P. 12, .

2. The Holy Bible, Genesis 1:27.
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thought, communication and self-transcendence, powers which
enable man to functionas God's representative on earth,
differentiating hinm frém the non-human creation. This concept
of man's origin would naturally indicate that man is only
man as long as he remains true to his origin, i.e. to his
creator, and that he sinks into subhuman beastly existence
wvhen he turns away from God and seeks to live without God,

centred in himself,

Thet ‘men' in Milton's Samson Agonistes and Shakespeare's
Hamlet, is a depiction of a fallen creature, turned avay from
God; goes vwithout saying. But in both the ﬁlays, man's strug-
gling to regain his lost status is also evident, igggfwhile
 Samson's struggle and ultimate victory will be seen to be dis-
tinct as it pertains to his Bebraié understanding of God,
Hamlet's inner conflict stresses Renaissance humanism more
than his one-to-one or personal and direct relationship to
God. In this exisiential struggie man is seen 1in both‘ﬁﬁ@ig&
‘and §§g§gn__ggg;§_g§ not as a collective whole but as an
individual, The lone figures of Hamlet and Samson, in the
tumult of doubt, uncertainty and pain can be seen and apprecia-
ted és individuals, But this individuality again is co-related
to the ideas of humanity and human relationship, one aspect
of wbich is conjugal relationship.
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The basic concept in both Milton and Shakespeare that
man is a created being implies that he owes his existence
not to chance or to himself but to God's créative activity,
vho made him the crown and centre of all creatures. This
also purports that man vag created not for leisure but for
& purpose, Samson's oun account of his birth supports this
truth, although he gquestions its validity and worth in the
face of his present plight: |

"Why was my breeding preserib'd

As of a person separate to God
Degsign'd for great exploits;..."

Hamlet also expresses the purposefulness of existence:

"What is a

If his.ehief 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."

(IV.L. 1s. 33)

Now in reading and interpreting these concepts of man in
Haplet and Semgon Agopistes we begin by trying to trace ideas
of the nature of man such as are in line with the Biblical
thought in this regard. The customary reflection on maﬁ.in the
dualistic terms of Greek philosophy in which the-spiritual and
material natures ére sharply distinguished does not stand, The
Bible, on which Milton and Shakespearé base their concept of
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man_has no such dualism. & holistic view of man sees man as
a vital unity of the 'soul' the 'spirit' the ‘'heart' and the
'flesh', These psychological terms cannot be clearly defined
" as they would seem to overlap considerably. The ‘'soul' can
be translated into various ways: life, soul or person. It is
ugsed to designate a person's vitality, a force which activates
the mysterious principles of 1ife, bound in and to a body.
But this differs from the Greek concept of the soul: accor-
ding to which man is a mortal and s material body containing
the immortal and immaterial soul. Genesis 2:7 refers to this
aspect of man, It is the stuff of life of a dynamic character.
In Milton's Samson Agonisteg we read of how Samson considers
14fe and 1ight to be synonymous and that 1light or 1ife is in
the soul,

"Since light is so necessary to 1life,

And almost 1ife itself if 4t be true

That light is in the soul,

She 2all 4in every part..."

Hamlet too expresses the life and soul of man as seen
in man's dynamism and vitality:

", ..hov noble in reason! how infinite in

faculty! :

In form and moving how express and admirable!

In action how like an angel! in apprehension,

How like a God! the beauty of the world!

The paragon of animals..."
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The attributive adjective used to described man's rea-
son, faculty, his form and moving, his action, his apprehen-
sion and his place in creation, suggeststhe pulsation of a
| forée — the soul, which is responsible for manifesting the
qualities of nobility, infinity,'well-fofabess. And again,
4t is the soul in man, vith its inherent angel-likeness, its
*God-consciousneés its beauty and perfection, which 1is the -

. l 4
stamp of:man.

" The 'Spirit' of man refers to the immaterial part of
man's being, the organ of his personal spiritual life. Its
source is God, for it is the breath He breathed in man when
first created. Man's ‘sbifit' is also the psychical aspect of
1ife including the whole range of man's emotional and mental
1ife. Samson's spirit moved with anguished, anger, frustration,
and remorse, is the vibrating chord uhose sound is heard
'pulsating throughout gggggg__ggn;gﬁgg. On the dey of the
feast of Dagon he was given a short respite from labourin
the mills away from which he sgeks ~ to find some case,
"Eagse to the body some, none to the mind,
from restless thoughts deadly swarm
Or Homets arm'd; .no sooner found alone,
But rush upon me thronging and present
Time past, what once I was, and what am now."
The torments of regretful thoughts toss his spirit into

utter despair as he seeks to justify himself or sees the
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justification of his plight. At one time he almost blame God

and at ancther he is repentant of such rampant thoughts.

In conversation with a friend thé once mighty Samson
is bowed down with a spirit of shame! ... confused‘witb

‘shame,

"How could I once look up, or heave the head,
Who like a foolish pilot has shipwreck't

My vessels trusted to me from above...

ese tell me friends

Am T not sung and proverd'd for a fool

In every street, do they not sayr how well
Are come upon him his desert!...”

The self-contempt for his weakness finds expression

:in:

"0 indignity, O blot

To honour an religion! servil mind

Rewarded well with servil punishment!

The base degree to which I now am fall'n,

‘These rags, this grinding, is not yet so base

As my former servitude, ignoble,

Unmanly, ignominous: infamous,

True slavery, and that blindness worse than this,
That saw not now degenerately I serv'd.” .

"With the deprivation of sight and strength he feels
- even the will to live gradually ebbing away from hinm,

"So much I feel my genial spirits droop,

My hopes all flat, nature within me seems

In all her functions weary of herself."

In such strains Samson's spirit is like a see-saw

expressing the conditiohiof-his inner being in words, bitter,
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regretful, vengefully angry. His rising hope for an assurance
in God's vindication alternates with a relapse into helpless-
ness though finally he is borne by a rousing motion that
restores him unforseeably to his God'who, he thought, had
quite foresaken him. B

Let us turn to Hamlet

Hamlet's spirit is melancholic and sits brooding within
him. When admonished for his continuous vearing of 'nighted
eolours' and what 'seems' to be his expression of unmitigated
grief, he hits back sarcastically and his rejoinder reveals
his innermost spirit "within (him) which passeth show." The
anguish and turmoil of his spirit breaks forth immediately in
his first soliloquy.

"0! that this too solid flesh would melt,

Thaw and resolve itself into dew."

That his spirit is depressed and melancholic and open
to demoniac influence, is a possibility that Hamlet is aware

about
of. Thus his initial scepticism of his father's ghost moved
him to test his umcle's guilt (II.2 1s. 590).

"I%11 have these players

Play something like the murder of my father

Before mine uncle; I'1ll observe his looks

I']1l tent him to the quick: if he but blench

I know my course., The spirit that I have seen

Maybe the devil; and the devil hath power
To assume a pleasing shape; yea, and perhaps
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Out of my weakness and melancholy

As he is very potent with such spirits

Abuses me to damn me, I'll have grounds

More relative than this, the play's the thing
‘Wherein I'11 catch the conscience of the king."

Thus we note that in both plays the protagonistfs
spifit undergoes variation of changes, tossed up or turned

down by the particular situation he finds himself in.

Another of the anthropological terms 1s 'heart' to which
1s credited the chief of all psychical functions. In the heart
is said to be the seat of feelings of intellect and of the
will. But in its usage we again note overlappings of meanings
to differentiate or distinguish it from the ‘'soul' or the
'1ife', The heart of men is within him as contrasted to his
ontwafd appearance. It sums up 81l that is of the inward man
as opposed to the outward tangible man. Its other function,
which we tend to localize in theihead or the brgin are ethical

response and religious knowledge.

A verse of the text from which the tragedy of Samson is
taken, Judges 16:15 refers to the heart as the basis of the
will and intellect. Dalila accuses Samson of not loving her:

".s.HOW can you say, 'I love you, when your

heart is not with me° You have mocked me these

three times, and you have not told me wherein

your great strength lies."

Listening to his heart's dictates, mistaking it as 'lawful

from my former act, "And the same end". Samson again chose a
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wife from among his enemies’ women to whom he says, 'I yielded
and unlocked her all my hegrt? and who later proved to be a
trap and the cause of his downfall. This he 1ameﬁts_to the
sympathetic ears of the Chorus. Grieved feelings awoke inwardly
to assault his heart as his friends mention the approéch of
his éged'father, Manoa: |

"Ay me, another inward grief awak't

With mention of that name renews the assualt.”

Samson's final resolve to accede to the Philistine Lords'
demand that he appear in the festival resulted after much deli-
berations with his friends and within his heart,

His emotions, feelings of enmity towards his captors,
arising out of a difference of beliefs, prompted his initial
refusal to comply. Then the unforeseen development moved his
heart to realize that his God being above all gods,. He must .
have a purpose fulfilled even through Samson's presence in a
Dagon worshipping feast.

"Yet that he may dispense with me or.thee

'Present in Temples at Idolatrous Rites

For some important cause, thou need'st not doubt."

And then he feels in his heart that which finally bends
his will to meet the situation at hand

"I begin to feel

Some rouzing motions in me which dispose
To something extraordinary my thoughts.”
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The heart's dictates are hearken'd to in the case of
the protogonist of Samsop Agonistes even as they are in
Hamlet. | '

Angered and perplexed at his mother's hasty remarriage
to his uncle, Prince Hamlet instinctively felt the perverse-
ness of the union and itsqxxil outcome, But in his heart must
he hide all that he feelsAwith his heart he resolved to hold
his tongue.

?It 4is not nor it cannot come to good,

But break my heart, for I must hold my tongue."

(I.2. 1s. 158)

King Claudius and Polonius, spying on Hamlet's ‘chance‘
meeting with Ophelia learn something if not fully of the
turmoil within Hamlet's heart. love, contrary to Polonius'
agsertions, is beS®g ruled out by King Claudius, as being the
cause df Hamlet's 'malady' -

"Love! his affections do not that way tend....

There's something in his soul

O'er vhich his melancholy sits on brood...

This something settled matter in his heart

tthereon his braing still beating puts him thus

From fashion of himself,"

| (III. 1. 1s. 163)

This is king Claudius' observation,
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’ ‘ —
In Hamlet's heart is hidden the why's and where fords
of his tantick disposition' and from within his heart will

he resolve what steps to take for encountering his uncle.

Of Claudius's heart too, we have a glimpse, during his
attempt at prayer. It is a heart troubled by murder and
desirous of pardon but reluctant to release the ‘effects’
for ghich the murder was committed. It is surely and obviously
in a'wretchedistate' a 'bosom black as death!' and a 'heart

withfStrings_of steel?,

1%The plots and counterplots that go on in the' play,

Hamlet, further point to the heart as a 'hidden man'. Hamlet's
thoughts and feelings arising out of the meditation in his
heart; condemned himseif as a coéard, 'a dull and muddy
mettled rascal' who so far has not made any progress in aveng-
ing ﬁis father's murder; but éimply:

"Unpacked (his) heart with words

And fall a cursing, like a very drab,

A scullion.” :

(_I’I. 2 1s. 581)

Again as he reflects on the ambition and courage of
Fortinbras who dared danger and death to win *‘an egg shell!'
of a land, Hamlet's heart again smote him to a reneved deter-

mination to get his revenge for hié father's murder,
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"0 from this time forth,
My thoughts be bloody, or be nothing worth.”

(Iv. 4, 1s. 65)

Then ve note king Claudius and Laertes plotting against
Hamlet's life, The former to ensure the security of his life
and kingdom and the latter to avenge for his father, Polonius'

death and his sister, Ophelia's madness. As they plot and

plan, the cunning ingenuity of the heart is seen. Using
Laertes' anger for his own ends, Claudius subtly egged him on
to draw conclusions with Hamlet, by alternately flatterring
and questioning the constancy of his zeal and love for his
father. Thus moved and instigated, Laertes adds his own unseru-
pulous, dishonourable tricks to bring about Hamlet's sure
death. | :

~Thus the heart sums up the inward man °’the hidden person'
(1 Peier 3:4) in opposition to the 'flesh’ the fourth in our
studj:of:ngtg of‘man's ?sychological make up. This part
clearly denotes the material nature of man‘®s being which sets
man apgrt from God and marks him out as a creature. Wiﬁh refe-
rence to the human body, Psalm 16:9 & 84:2, regards it as the
seat of pain. it is weak and perishable, a contrast to Go¢
vhose pover is set forth in Psalm 78.39. But novhere in the
Bible is it set forth that the flesh or body is sinful or the
passion of the spirit. |
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This aspect of the flesh can also be noted in Milton's
and Shakespeare's plays. In Samgon Agonisteg there are
instances of the flesh as a seat of pain with its need for
rest after hard labour which Samson yearns for.

".. I seek

This unfrequented place to find some ease

Bagse to the body some..."

Its inherent weakness is seen vhen Samson éuccumbed to
his wife's caresses and cajolings to the extent of letting
down his guard of vigilance protecting the secret of his
étrength. In his own words fhat he flung at Dalila, he had:

"unbosom'd all my secrets to thee

<=s OVer power'd

By thy request, who could deny thee nothing..."

Of the perishableg'éasily destroyed human dbody, 8amsdn°a
physical condition in the prison at Gaza is exampléAenbugb.
The Philistines could have put him to death right away, but
they chose to.use his physical strength minus his eyes.:That
they chose only to bdlind him and thus destroy him more than
death can, underscores the weakness and perishability of the
body. Losg of sight intensifies Samson's depression for he

realises how deprived he is - ‘various objects of delight
annull'd'; how humiliated he is - 'inferior to the vilest,
now become of man or worm...' how exposed and helpless and

dependent he has become -~



"Expos‘ted:

To daily fraud, contempt, abuse and wrong,

Within doors or without, still as a fool,

In power of others, never in my own..."

That the flesh is also a seat of spiritual expression is
seen when Samson refuses to accept the Philistine Lord's order
for him to demonstrate his strength in honour of Dagon. For
he considers his body which contains his returning strength,
'a consecrated gift', not to be abused? or prostituted for the
glory of idols. Answering the Chorus's#apprehension of 'More
Lordly thund'ring;he says:

"Shall I abuse this congecrated gift

Of strength, again returning with my hair

After my great transgression, so requite

Favour renew'd, and add a greater sin

By prostituting holy things to idols,

A Nazarite in place abominable

Vaunting strength in honour ts this Dagon?

Besides, how vile, contemptible, ridiculous

What ac£ more execrably uncleanlprophane?"

~_Samson also considers his body and the strength in it
to be-Gdd—given:

"My trust is in the Living God who gave me

At my Nativity this strength, diffus’d

No less through all my sinews, joints and bone."

In Shakespeare's Hamlet the flesh as part of man's psy-
'chological component is also seen with an emphasis on its
veakness, its instability and infirmity. In Act I Sc 2,

Claudius' weakness is seen in his intemperance - making
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everything that happens to him, an occasion to drink. When
Hamlet agrees to his mother's request to étay in Denmark
and not to leave for Wittenberg, King Claudius finds it a
fit occasion for a drink. It is this intemperance, one of
the characteristics of King Claudius, which arouses Hamlet's
disgust, a sentiment he expresses to Horatio and Marcellus
vhile awaiting the appearance of the Ghost:

"This heavy headed revel east and west

Makes us traduced and tax'd of other nations

They clepe us drunkards, and with swinish phrase

Soil our addition." ,

(1. & 1s. 17)

The weakness of the flesh 1is also seen in Claudius'
ambition to satisfy his desire for povwer by doing awvay with
bhis oun brother, in so unmserupulous a way - that it revolts us
by its umnatural character. To make his position secure he
does not hesitate to make sure that Hamlet too should be done
avay vith through a poiseoned cup of wine and laertes' venomed

rapier point.

The 'flesh' in Hamlet is also a pronounced aspect of
man's 1ife when we consider Gertrudé; the Prince's mother.
She can be compared to Samson's father Manoa, for both symbo-
lise the obtuseness of ﬁoial'V1sion. While Manoa represents
the spirit of compromise with evil for the sake of worldly
cemfort and ease, Gertrude, is 222 self-indulgent, easy going
and grossly sensusl.
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The four components of the human psyche have, as men-
tioned before, within them various psychical faculties. In
our attempt to trace their manifestation in the characters of
both Milton and Shakespeare's work may be noted how these
faculties within the soul, the spirit, the heart and the
flesh, act and interact among themselves resulting in glimpses
of human nature as depicted in the characters of the piay.
And the econclusion one can draw about man'’s nature is that,

‘4t is basically emotional.

Alur Janakiram in his study of the vorks of some of the
representafive ethical and psychological writers of the Renai-
sSsance - g‘go, 3

showg that these writers have not éplit the human psyche into

four eoﬁpohents of soul, spirit, heart and flesh. They have,
in fact, tsken the human soul as consistingfgll the faculties
of heart, spirit and flesh, The two approaches are not at
variance with each other, for both recognise that what dictates
man’s.cenducp is the outcome of the conflict of the faculties
of reason or ﬁnderstanding and passion through the interaction
of other péychicél'faculties of imagination and will. The
Christian Humanist view (of Shakespeare's time ) which places
man in the middle state explainsthe constant tug of war within
man's self to maintain a balance or a harmonious relation
between passion and reason; Thus there is a constant struggle

for & harmoniocus relation of the faculties with réason, on the
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one hand and an attempt to topple reason altogether, on the
other, thereby allowing passion to reign supreme. Prelapsa-
rian man had no such conflict within him,., Janakiram quotes
Pierrede la Primaudaye to support this view from his French
A emie. |

"So that before man sinned,

"The image of God was such in

him, that there was a perfect agreement

of all the powers and virtues of the

soul, between God and him, neither

was there any resistance against him

either in his heart or in his will,

but a sound and perpetual concord and

consent."3

The role of imagination in determining human conduct
- 4s said to be both negatiﬁe and pdsitive. But human nature
being basically emotional, it appears that the negative
aspect of this faculty is more pronounced, Miltoh in Pa;gdgge
Lost Bk IV (pp., 801-803) reflects on the vulnerability of
the imagination to the temptation of evil spirit:

‘"Assaying by his devilish act to reach

The organ of her fancy, with them forge

J1lusion as he lists, phantasm and dreams,"

Francis Bacon too,'récognises.the‘role imagination

plays in human 1ife:

3. Quoted fromi' ench Ac¢adaemie, Pierre de la Primaudaye
(Part II, 1618 ed. p, 439) by Alur Janakiram Reason and
La28"in Shaokes ;. A_Selective Study.
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"For we see that, in matters of Faith and

Religion, ve raise our Imagination above

our reason, which is the cause why Religion

sought even access to the mind by similitude,

hyper, parable, vision dreams., And again,

in all persuasion that are wrought by elo-

qouence, and other impressions of the nature,

which do paint and disguise the true appea-

rance of things, the chief recommendation

unto Reason is from the Imagination."k

Imagination can stir up the external senses or man's
flesh when reason does not rule over it, and wvhen it stands

against reason in alliance with the will or passidn;

Man's will is not beholden to any faculty. Its freedom
of choice is an inherent part, a divine 1egaci; In the pre- |
lapsarian state, when one faculty depended on another the
will's choice was of the principle of good. But lapsarian
man's will is more inclined towards.passion and:satisfying
its fleshiy'épﬁetites resﬁlting in a disharmony witﬁin_the
. soul.and between man and man., So man has mor%l responsibility,

accountable for his own deeds, good or bad. .

Man's passions or 'perturbations' are the faculties of
*ihe‘soul which if indulged in would disturb the soul and
cause many problems. Passions are created blind and are made-.
to be responsiﬁe.to and excited'by vhat is introduced to them
through the senses. It 18'on1j the perversitj that has enve-
loped the entire human psyche after the fall; that causes

'_--_t,.g‘% 11 Everyman's Library,

{
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the expression of the passions to be vehement and violent,
and malignant to the soul's health. Although St. Augustine
in his The City of God does not totally consider all passions

as bad,s_yet for the purpose of this study the negative
asrects are to be emphasised.

These varioqs aspects of the human psyche, point to the
need of keeping'rationality in human conduct by'enabling
reason to operate duly in all siﬁuations. Again what emerges
from this limited study of the human psyche is that man is
different from all other creatures holding an eminent place
in creation and he 1s so placed because of his intellectusl
faculties and his moral sense which are denied to the brutish

creation.

The sense of the right and wrong in the abstract is
peculiar to man. He has in him an inward'apprdbatioh of the
one and disapprobation of the other, even vhen human nature -
is found at its worst. This explains the éense-of shame a
man feels in secret for any misdeeds and also the promptings
for open confession. Claudius in Shakespeare's Hamlet 1s seen
in this condition of awareness, a mental blushing in solitude
because of his secret crime. How fast Claudius is held in
passion’s grip is greatly enhanced when his soliloquy reveals

his cleared-eyed avareness of his standing before heaven:

5. City of ggg St. Augustine, translated fronm Greek by
Marcus Dods, New York, Random House, 1950,
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"0, my offence is rank, it smells, to heaven.
It halt the primal eldest curse upon't,
A brother's murder.”
(111.3, 1s, 36)
Claudius is reluctant to acquiese in the dictates of
weuld bid him do so
reason though his moral sense, in order to ease the inward
disquiet. Reason in Claudius is drowned under the flood of
his passion for the throne and the queen. The moral sense,
the need to make a clean breast of everything, which is so
essential to the nature of man is being squashed within
Claudius' heart, because he fears the consequences that any
public knowledge of his offence would bring upon him ~
ignomityy and maybe, death, But more than anything else he
fears the loss of all that he had gained:
"0! vhat form of prayer
Can serve my turn? Forgive me my foul murder?
That cammot be since I am ,
St111 possessed
0f those effects for which I did the murder,
My crown, mine twn ambition and my queen,"
(III. 3 1s. 51)

' that
Further, it can be noted #==t through this sclilcquyA01aud1us'

reason is blinded by his ovn passion when he satisfied this
moral sense by this private confession of his crime, This is

sheer delf-deceit, an attempt to salve his conscience.
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Laertes® passion for revenge for his father's death
and his sister's madness could have been vieved with sympa-
thy but for the fact that he proves to be as adept in vil-
la&nyy as Claudiﬁs. This 1s seen vhen both are contriving

to murder Hamlet.
"I'11l anoint my sword".

This one single touch takes away our sympathy for
Laertes. His design is baser than the king's, Reason 1n him
appears to take second place to action. And of conscience
there is hardly any. But at the end of the play, his moral
sense overcoﬁxes his evil, for he disowns Claudius ahd exchanges
forgiveness with Hamlet., Reason and understandipg that make
Laertes capable of this 1nward_compunctionrgiggtggt him sharply
with Claudius who seems nearer to being a brute for lacking

the same, -

In contrast to these two passioh_eoptrolled characters
of Shakespeare's play, Hamlet the herg, stands out to a certain
extent as an embodiment of reason, even tﬂ%ugh his delay in
vregking vengeance for his father's murder. That reason
through the moral sense is superior in Hamlet c¢an be seen when
he needs to 'catch the conscience of the king' in order to
ensure that 1t 1s no damned ghost that instigates him to acts
of violence. In him ve Seé the restraint which keeps him from

plunging into revenge too precipitately, But, of course, the



72

,,,,,,

for to hold him up as a péragon of all that is reasonable,
is to deny man's imperfectibility and finiteness. Shakespeare's
man is so full of humanness, that no other way seems right
but that he should act or react according to his nature. 4
‘touch of evil or sin, the existence of vhich is an accepted
fact, and to which man 1s so prone and ready to give way 1s
discernable in Hamlet too, when vwe note his apparent ruthless-
ness in sending his school friends Rosencrantz and Guildenstern
to their deaths. It appears that within Hamlet's psyche,
reasons'whyfs and wherefor!s are on this occasion squashed to
silence, when his will and his contemptuousness for his
friends, formed an alliance against reason's plea for consi-
deration of the duo's obsequieseness to the king. However, it
may be suggested that in this instance Hamlet acts as one who
is driven by'Providence, i.e. one in whom a higher pover
‘_operates with impervious rigoura.jﬁéssion_driven Hamlet, is
again seen in the graveyard scene when he is struck with the
realization that he has lost Ophelia for good. PHis rantings
as he grapples with Leertes show passion submerging reason.,

"Evil affects nofvenly Hamlet, but all the other

characters too., We can see here the Elizabethan

idea that the link in the chain of being, in

The Mnfolding evente, a0 that in ‘Hagiets that |

the characters work each other's destruction
because of the evil influences with which they

are surrounded."é

€. F and_Mean Drama, H,D.F. Kitto, london, Methuen,
1960, p. 262. |
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| Reason manifested through the moral sense in Shakes-

peare's Hamlet appears in Milton's Samson Agonistes as
mézz's consciousness of hié God. Samson, God's champion,
fa;iled because his passioias deafened him from hearing the
true dictates of reason ahd .blinded his true perception _
.théreby taking him over the edge and into the abyss of ruin,
Samson's lapse, of course, signifies man's estrangement
" from God. Meant to be together man and God find themselves
apart. The reason - passioﬁ antithesis in the case of Samson
is more profoundly highlighted because of the extraordinary
strength with which he is gifted end the uords of the Chorus
aptly express this truths

"0 mirror of our fickle state,

Since man on earth unparallel'd!

The rarer thy example stands,

But how much from the top of wondrous glory,

Strongest of mortal man,

To lowest pitch of obj ect fortune thou art fall'n."

Through Samson'’s personality we see the ascendancy of
‘unleashed and misapplied emotions in man. Emotions are
dangerous if they aré not channelled and directed by the
guiding hand of réaéon. So long as Samson is aware that his
strength has its source in God, there runs through his spirit
certain basic loyalties to his clan, his tribe and within his
limitations, to God, And this guarantees a wholesome use of
his strength‘ as that 'intimate iwmpulse'’ which urged him to
marTy the Philistine woman of Timna, whereby he believed God
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wéu1d<make ‘occagions' against the Philistines. And on the
oécaégion'when he was ealied by his'éaptoré,to display his
strength in honour of Dagon, he acquiesed because he bégan
to feel: ==~
"Some rouzing motich in me dispose
To something extraordinary my thoughts."”
His strength)as the Chorus says, *Might have subdued the
" EBarth* and 'Universally crown'd with highest praises' if only
fyirtue vas herAmate'. The telling and retelling of how power-
ful Samson éas, would stir the hearts of the Israelites as
when Milton refers to Samson's shrine:
. "Thither shall all the valiant your resort,
And from his memory inflame their breasts
To matchless valour, adventures high.," ‘
‘But thé>p1¢ture of strength is stained, because it is
‘a strength vhich is utterly undisciplined. It is a strength
‘which 11es at the disposal of his emotions. This strength
could hot-protect him from himself. In fadt, it can be said
that his strength made him blind to the slavery of his passion
for Dalila., His passions raged within him, making him careless
of the high gift of God. Dalila, a name nov synonymous vwith
déceit and treachery, used her feminine wiles to prod him
towards the abyss. The vigilance of reaéon wasAgradually eroded
by = 'a peal of words' in the form of ‘flattering prayers and

sighs and 'amorous reproaches', As he himself puts it:
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YAt times when men seek most repose and rest,

I yielded and unlock'd her all my heart."

For his fall Samson:bewailed his lack of wisdom, His
immeasured strength outweighs his wisdom and so he says,
'These two proportioned 11l drove me perverse', It appears
as if Samson would place the blame on God so.that the Chorus
admonishes him - 'Tax not divine disposal' Samson seems to
have expected God to take all the initiatives to keep this
relation alive and strong. The need for wisdom to carry out
God’s purpose through him is belatedly felt, for while he
had his stréngth, S8amson felt self-sufficient to the extent
that he was willing to please the passion of his 1ife -
Dalila, by divulging to her the secret of his strength, the
weakening of reason's vigilance through indulgence, Samson
deseribes to his father in the following wopds:

"Then swollen with pride into the snare I fell

Of fair fallacious looks, venereal trains

Soften’d with pleasure and 1ife

At length to lay my head and hallow'd pledge

Of all my strength in lap k .

Of a deceitful concubine who shore me

Like a tame_weather, all my precious fleece."

How easy it is for man to lose his conseiousness of
God, understood as reason's guiding hand)is so clearly illuS—
trated here. The breach of the vow of secrecy caused Samson
to be alienated from God. And it is this alienation which

created a vacuum within ‘him, a ~vacuun which is the ache of
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his entire being., The healing of their estrangement is

vhat Samson yearns for. The bitter regret for the dishonour
he brought to God, speaks of his yearning for fbfgiveness
and for rejuvenation. This yearning for God is an inherent

. part of ﬁost lapsarian man, The inadequacy man feels within
himself, the need to depend on a power greater than himself
urges man to-éeek out CGod., As man yearns for God he under-
neath 1% all realiges that God is willing at any time to
return, But vhat He's waiting for is man's total response to
him, It-ié only when Saumson became truly avare of e;: total
dependence upon:God that God can have use for him,

The state of total dependence on God came to Samgon
in a moment of realization that God being Cod, canmot be
limited nor comprehended by puny man's mind. For suddenly
he tells the Chorus: |

“Yet that he may dispemse with me or thee

Present in Temples at Idolatrous Rites

For some important cause, thou needes not doudbt,"

Throughout Sapson Agonisteg the protagonists laments
| his wveakness and his fall, But along side}the strain of
remorse is also his thought that to be regenerated is to try
and earn it through his own effort. When he ceases to be
influenced by his own likes and dislikes and preferences he
realizes that God desires him to do gl] his will without any

reservation on Samson's part,
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The foregone discussion on the nature of man in both
Milton and Shakespeare's work points to the fact that by
reason of the complexity of his nature and the diversity
of:pulls and counter pullé man is always in a state of ten-
éion. But 4t is seen at the same time that this mental ten-
sion is necessary to make man a responsible creature he vas
meant”to be. Reason, the prime faculty of man, is open to
threats and. challenges and runs the risk of being undermined
and overthrown by passions. It is insecure and precarious,

but capable of agssertion and recovery.



CHAPTER - 1V



BAMLET 'S _ENCOUNTER WITH EVIL

The serpent as a literary image has the weight of a
w@ole tradition behind it. The serpent vas the subtlest of
God's creatures in Eden and caused incalculable damage to
the human pair. It stands for guile and a frightening des-
tructive potential. It undermines order, 'Degree"by covert
means. It has fell designs and a glozing tongue. It is the
archetypal subverter. It is the archetypal forger of
meretricious 1lies,

"And the great dragon was cast out,

That old serpent called the devi],

And satan which deceiveth the whole worldj;

He was cast out into the earth

And his angels were cast out with him."

(Revelation 12:9)

The CGhost's references to Claudius exploit the tradi-
tional cdnception of the Devil in full richness of detail.
Its cunning and deceit, its lasviciousness - all this 4s
overtly suggested:

"Ah, that 1ncéétuous, that sdulterate beast, ‘

With witcheraft of his wit, with traitorous gifts,

0 wicked wits, and gifts that have the power

So to seduce - won to his shameful lust

She will of my most seeming virtuous queen."”

(I. 5. 1s. 141)
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The Ghost talks of Claudius' levdness courting Gartrude in

a shape of heaven. The royal bed of Denmark has become
" "A couch for luxury and damned incest."

Marlowe's dramatization of the Devil possessing Faustus'

soul readily comes to mind. Fuastus is depicted as savouring
thé sight of the Seven Deadly Sins. His lasgigiousness is
coﬁtinually emphasised. Milton's epic realization of the

vice of lechery in all its hidepousness can perhaps be equally
pertinently recalled here:

"Belial came last, than vhom a spirit more lewd
Fell not from heaven, or more gross to love .
" vice for itself :
eee Who filled .
With lust and violence the house of God?
In courts and palaces he also reigns,
And in luxurious cities..."

(Paradise lLost Bk, I)

"On the other side up rose belial, .
In act more graceful and humane,
- A fairer person lost not heaven;
For dignity composed, and high exploit,
But all was false and hollow through his tongue
Dropped Manna, and could the worse appear
.The better reason, to perplex and dash maturest
councels, o o »
For his thoughts were low -
To vice industrious, but to nobler deeds
Timorous and slothful, yet he pleased the ear,
And with persuasive accent thus began,”

(Paradise Lost Bk, II)

In the person of Claudius is realized the hoary tradi-
tion of evil seeking to possess the soul of mankind here
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represented by'namlet. The plausibility of evil has been the
greatest snare of man, Claudius' plausibility is indeed deci-
sive for the unwaiy and grimly disturbing for the discerning
mind, By reason of the ‘witchecraft of wit?! the evil has
already made a Conquest of the world = a conquest which it
is now seeking to consolidate and expand. Hamlet is the only
refractory element which has to be subdued and brought to
subjection. The alien recalcitrancé of Hamlet has to be qon-
quered. And to this effect it employs all the plenary resour-
ces of its vwit, | |

Bamlet scents the approach and closing in of evil and
the fofces in its pay. The king's opening speech is a master-
piece of rhetorical virtuousity designed with the utmost
deliberation to concesl his real self and project the image
of a judicious, pudblie spirited.ruler who has had to battle
with his conscience to mute the anguish and cry of bereavement
in the interest of state affairs which sust be given prece-

dence over private grief,

Polonius, to prove his indispensdbility to the king,
whose mind misgives an account of Hamlet's 'transformation®
takes it upon himself gratultously to play the eaves-dropper
whether the prince is closetted with Ophelias or Gertrude. He
has already proffered his services to elicit the cauée.of
Hamlet's distemper,
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Rosencrantz and Guildenstern have been commissioned
to ply Hamlet with a view to fishing out his seeret. The
evil is triumphant, for it has won acceptance by an unsus-
pecting world; in fact, it has been emboldened by the genul-
flection 4t has received. Nevertheless, it is not complacent,
it is wary. Its agents are tp and sbout, Hamlet is encircled,
hemmed in,

¥hat does he do seeing himself 1mpariiled? Yhat he
does constitute peremptory, yet artful gesture of his belea-
gured self., If Claudius can muster his rhetoric and further
ensure that Hamlet is watched and spied upon, should Hamlet
just cave in? Or should he not attempt to hoist Claudius with
his own petard? Rooted in and nourished at onee by the popular
and classical traditions, a Renaissance prince has his own
‘formidable expertise to draw upon and bring into plaj, Hamlet
chooses the idiom and the role of the antiec jester weilding
the twin weapons of irony ('Dry Mock') and sarcasm ('The
Bitter Taunt*), It is the role of cne who smacks your conscience,
exposes ybnr pretentions and, as 1£ vere, flgys you alive.;.
As a‘supposedrluhatic, Hamlet, actually performs the fumction
of an enraged, yet witty eritic 6? society f-functioné that
have been traditianaily'assigned to and performed, at differ-
ent levels and to varying purposes, by the rustic feel in folk

games or the vice or clown of the popular stage, Hamlet, in
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this role, marshals such a rich and ﬁaried fare that he

proves more than a match for hié adversary, His manifest
tfaining in rhetoric and reagonibg (so characteristic of the
Renaissance) now.sfands him in eicelléni siead and comes as
grist to his mill, He focuses unsparingly on the abuses and
deceptions of the éourt. Hig satiric fhry does not spare the
king while'it falls squarely'on-Polohiué, Rosencrantz and
Guildenstérn, on Osric, on his mother and on Ophelia. The
subtle and mordant with that he manipulates simply disconcerts
and bewilders, To their bewildenment and digsmay, Rosencrantz
and Guildenstern discover what a hard nut Hamlet can be and

is. So far from being able to lead him by the nose and unravel
his secret, they are driven to the wall and made to give
themselves avay (*'My Lord we are sent for!'). Polonius has to
pay for his misplaced self-confidence and curiosity with his
very life, The king takes alarm. Instead of his being able to
find Hamlet's secret, Hamlet snapped up his. Hamlet has proved
to the hilt that he can spy more successfully on those people
who had beeﬁ spying on him. Keeping his own secret fast secure,
he pries into ibe*king°s conscience and make a cabitaljdiécovery.

, Through gibing'and moekery and ridicule, through puﬁhing
~and quibbling, and wvhat is more; through the actions accompa-
nying his simulated madness Hamlet is strenuously at work 11lu-
minating in the process the ugliness and iniquity of a civili-
zation which is nearly beyond redemption, He seces and makes us

see the collapse of his ideal the irretrievable decadence of a
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once radiant culture. Hamlet sketches forlus the world 4n
which he is more an alien than a native. For, this is no
longer the world he gasfggxo and in which‘he vas brought
up. The culture to which he was born has been displaced and
disiodged; it cag noui%g Summoned from memory and invoked
for the’purppse of defining toda§5 world which differs from
the remembered milieu és wight differ from feday, as Tophet
from Heaven. The world in which he is sﬁiritually oppressed
and in pain is the world in which men and women havé abdica-
ted reason - the prime human faculty (in fact, the faculty
which ensureé man's kinship with the divine) and vho have

sunk into the realm of perversion and bestiality.

Hamlet is a puzzle to Claudius who is no puzzle to
Hamlet, Hamlet disturbs Claudius continually, robbing him of
his peace and composure. He does not know why Hamlet bechaves
" the way he does and can only attribute it all to his 'madness’.
He suspects the 'madness' to be a sort of smokesereen but
just cannot get behind it, Hamlet tears énto Claudius who
can only guess at his tormentor‘'s motives, but his guessing
does not go far enough. His suspiclons are aroused and he is
eontinﬁally on his guard. He is sorely distracted. Hamlet is
like a malignant growth on his body. |

"Like the hectic in my blood he rages.”



84

Yot he cannot touch Hamlet, for he enjoys the immmities of
a lﬁnatic, of a licenced jester-cum fool. Beside,'he 1s the
darling of the people though_tbeyAmay'not quite understand
him. One who had pursued Hamlet in devious ways finds himself
pursued, Claudius now meditates Hamlet's thsicél removal

from the scene. But evén,this last fell scheme of his goes

auwry.

We shall nov look at the text for our purpose is to
see the characteristic mode of Hamlet's action —a mode of
action which strike terror into the hearts of all those who ave
ranged against him. His calculated postures and the incredi-
bléf{egemdg{:ﬁgin subtly geared to intensify the effect of
those postures are deadly hits causing confusion in the ranks

of the enemy,

Let us see how Hamlet accosts Rosencrantz and Guilden-

gstern the first time they meet in the play.

Hem: My excellent good friends, How dost thou, Guildenstern?
| Ah, Rosencrantz. Good lads, how do ye both? N
Ros: As the indifferent children of the earth.
Guil: Happy in that we are not over happy.
"~ On fortune's cap we are not the very button.
' Bam: Nor the soles of her shoe? |
Res: RNeither my Lord,
Ham: Then jou live about her waist, or in the middle of

her favours?
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Guil: Faith her privates we.
Ham: In the secret parts of fortune? O most true; she 1is
a struﬁpet. What's the news?
' (II. 2. 1s, 223)

This is an excellent specimen of Elizabethan pﬁn—
ning —specially the kind of punning vhich ve assoclate
with Elizabethan fools. It derives from the long tradition
of verbal acrobatics, of getting the most out of words in
8 witty combat —a keen attitude of mind and a zestful
habit that had received a peculiar impetus from the sus-
tained and widespread training in logic and rhetoric as
part of Renaissance culture. It speaks of the zest (that
had gradually cut across the barrier of classes) for the
racy tang and the salty savour of debate where no holds
are barred., Demonstrating a kind of verbal pugilism
-Bamlet tellé'his erstwhile friends where they now truly
belong ;-the slimy world of moral promiscuity, thus putting
them in their place, The traditional medieval image of
fortune as an inconstant woman - novw smiling, now frowning
- and promiscuéusly bestovwing favours - is made the mest of
1ﬁ an argument that calls attention to the very heart of
the play.

How does Hamlet argue with his friends-turned-

sleuths? There are surprises almost every step for them as
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the Prince goes sbout ruthlessly establishing his view of
things and tearing to shreds the logic of his opponents.

. Hams eeos Let me duestion more in‘particular: What have
you oy good friends, deservéd ét tﬁe hands of
fortune, that she sends you to prison hither?

Guil: Prison, my Lord?

Ham: Denmark is a prison.

Ros: Then is the world one.

Ham: A goodly one; in which there are many confines,

| wards and dungeons, Denmark being one O0' the worst,

Ros: Why, then, your ambition makes it one; 'tis too
narrovw for your mind. -

Ham: O God. I could be bounded in a nut-shell and count
nyself a King of infinite space were it not that I

' have had bad dreams. |

Guil: VWhich dreams, indeed, are ambitions; for the very
substance of the very ambitious is merely the shadow
of a dream.

Ham: A dream itself is but a shadow.

Ros: Truly, and I hold ambition of so airy and light a
quality that it is but a shadow's shadow,

ﬁam: Then are our beggars' bodies and our moﬁarchs and
outs tretched hefoés the beggars! shadows. For, by my
fay, I cannot reason.

(I1. 2. 1s. 237)



- 87

Well, indeed, he has reasoned devastatingly, leaving
his opponents' quivers empty. By a desterous turn of logie
he has pointed the absurdity and hollowness of their wit. He
shows how spurious their logic is. Indeed, they are the

agents of a spurious authority.

In the meantime Hamlet has made his points. If 'the
world's grown honest'! as Rogencrantz puts it then the Prince
has no doubt that the doomsday is mear. And Denmark is a
prison. The world hss grown frightfully dishonest, Rosencrantgz
and Guildenstorn being ovidence enough, and he 1s in pain
being a prisoner in that uorld. He lets them know that he is
alive to being "most dreadfully attended®. His claustrbphobia
does not need further pointing out.

However, he has clean got the better of the spies. He
novw brings the fbrée of his'pErsonality to bear upon them in
such an 1rresist$b1eimanner ihat they see no way but to confess
their mission.

"GCuil: -~ My Lord ve were sent for."

With savage sarcasm and withering scorn Famlet tells his pur-
suers what they are worth, what he thinks of them, and how,
no matter how keen the thrust of their endeavour, he cen keep

his counsel.
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Why do you go about to recover the wind of me, =s
if you would drive me into a toil?

0, my Lord, if my duty be too bolé oy love is too
unmannerly.

I do not understand that, Will you play upon this
pipe? -

My Lord, 1 cannot.

- I pray you.

Pelieve me I cannot.

- 1 do beseech you.

I know no touch of it my Lord.

'T4s as easy as lying: govern these ventages with
your finger thumb, give it breath with your mouth,
and it will discourse most eloquent music. Look you, .
these are the stops. |

But these I cannot command to any utterance of

harmony: I have not the skill.

Why, look you now, how unworthy a thing'you.make of

mne,. Ybu‘wauld play.upon me; you would seem to_know

oy stops; you vould pluck out the heart of my mystery;
~ you vould sound me from the lowest note to the top of

my cémpasgé énd there is muech music, excellent voice

in this 1ittle organ; yet cannot you make it speak,
S'blood, do you think I am easier to be played on than
a'pipe? Call me.ﬁhat iﬁstruﬁent you will, though you
can fret me you cannot play upon me,

(III. 2. 190337)
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Hamlet can be fretted but not pléyed upon. WQ shall
see how Hamlet can both fret Claudius and play upon him, In
the meantime he has foiled the latter's attempt to emasculate
him as 1t were ¢hrough the sples.

How does he go about with Polonius, the professed
know-all? He has just now suggested a stratagem whereby he
can convince thelr majesties that 2;; discoveryes about Hamlet
is true. As they converse, Hamlet appears. Here, feels
Polonius, is an opportunity for him to prove his worth, He
beseeches them to leave him alone, He will face the young man
and ply him with such cunning and decisiveness as to leave
his discovery confirmed, Then, presumably, he will run back
to his master and report his triumph. How long can this young
man hold his secret from the sage and crafty counsellog? He
has already told the king ihat should he be proved wrong:

"Let me be no assistant for a staie

But keep a farm and carters.”

Thus with a bursting sense of self importance he
Jaunches his attack, as it were. Mark his words: "I'11 board

him presently: 0, give me leave."

Shakespeare the inimitable ironist 4s at work. As ever,
he is going to show pomposity duly deflated, but not wi;hout
providing a deleectable treat for his audience.
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Pols Do you know me my Lord?

Hams Bxcellent, excellent well, you're a2 fish écnger.

Pol: No I my lord. |

Hams Then Y should you were 85 honest a2 man.

Pnl: Honest my Lord! N

Ham: Aye, Sir, to be honest, as this world goes, is
to be picked out of ten thousand

Pol:  That's very true, my Lord.

lﬁam: " Por if the sun breeds maggots in a3 dead dog,
being a god-kissing carrion, - Have you a daughter?

Pol: X bavé, my Lord.

‘Ham:  Let her not walk 1 'the sun: conception is a

| " blessing: but not as your daughter my conceive
friend, look ot °‘t,

' (11. 2, 1s. 172)

Hamlet proves too subtle and way ward for Polonius
vho, however, feels he can read some meaning in a phrase or
two and puts the rest down to the dissolutian of Hamlet's
mind. In add tion to baffling Polonius, Hamlet hes the
.satisfaction df having given vent to his lately -~ engendered
cynicisa, his mistrust of integrity and sexz in the éggfrid
atmosphere in which be is so painfully entangled.

Polonius hears Bamle¢ further on and struck by a
sudden sally, vhich he happens to make sense of, utters the
following sside:
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"How pregnant sometimes his replies are
happiness that after madness hits on, wﬁich
reason and sanity could not so prosperously
be delivered of,"

Polonius's startled reaction has a certain family resem-

blance to the delipghted exclamation of Jacques on hearing

Touchstone:

*Ys not this a ragé fellouj’my lord? He's as good as

anything, and yet a fooln(a You Like It) (V, iv). Finding
himself out of his depth, Polonius attempts a retreat: "Host
honourable Lord, I will most humbly take my leave." Indeed he

has been most properly humbled. But he cannot go before he hss

been duly rated.

1t as

"You carmot, Sir, take from me anything
that I vill more willingly part witha¥,.."”

When Polonius finally tekes leave of him, Hamlet takes
a good riddance.

"These tedious old fools,”
One recalls Touchstone's unflattering opinion of Corin

1411 thou rest damned? God help thee,
shallow man, God make incision in thee'
thou art raw."

(A.Y.L.I. IIT.41)
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The encounter in which Hamlet shoss up the hypocrisy of
Polonius should detain us for a while. Hardly has he breathed
after giving a bit of his mind to Rosencrantz and Guildenstern
wvhen appears Pclonius to repeat the summons from Gertrude,
Hamlet is tensed from the sense of being shadowed. He now sees
the man who by Seing a busy body, has already proved himself

too much for him, He decides to show him up:

Ham: Do you see yonder cloud that®s almost in shape of a
camel? |
Pol: By the man and 'tis like a camel indeed.
Ham: Methinks it is like a weasel.
Pol: It s backed like a weasel.
Hams Or 1ike a whale?
Pols Very like a whale.
| (II1. 2. 1s. 1€7)

The slimy obsequiousness of the man could not have been
brought out betfer. The obviously deliberate misdirection of
Hamlet runs somewhat parallel to the attempted misdirection of
. Peste vho asv31r Topas is talking to Malvolio:

Festes Sayﬁétjthou that house is dark?

Mal:  As hell, 5ir Topas.

Feste: :Why it hath‘bay-windcws, transparent as barricadoes,
and the clerestories tovards ﬁhé south-north are as
lustrous as ebony; and yet complainest thou of obstruc-

tion?
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¥al: Y am not mad Sir Topas; I say to you this house is
dark,

(Twelveth Hight) IV, 1)

It is the same ¢trick —in one case it brings comvl&&nce
in the other resistance. Poloniugsreadiness to go all the vay
~and Malvolio’s dogged refusal are both in character, Although
Haglet says that "they fool me to the top of my bent," it is,
in actual faci, he who is playing the fool to them; he has
read them, turned them inside-out, not ﬁhey him, Bamlet's
encounter with the king in Act IV scene 1ii shows him at his
deadly and devastating best, Fis involved purning on eating,
worm and fish carried on andfbrought to a pulversing end uith
ferocious pugnacity at once baffles and outrages Claudius who,
vhen Hamlet's fury has abated, tells him of the decision
already taken to send him, to England *'for thine special
gsafety®., Let us see how Hamlet fires his salves. ‘Where's
Polonius?*® asks Claudius, 'He is at supper', quigé? Hamlet, not
where he eats but vhere he is eaten, With breathtaking audacity,
he makes a mockery of the dead man wh5 had been thé ques tioners’
counsellor lackey. | | o

"eee A certain convécation of politic wvorms are

at him., Your worm is your only emperor for diet.

We fat all creatures else to fat us, and ve fat

ourselves for naggots: Your fat King and jean

beggar is but variable seyvice - tws dishes bat

to one table: that's the end."

(IVv, 3, 1s. 21)
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With a wierd irrepressible glee Hamlet has already
pushed him down to the unenviable level of the beggar and
enacteﬁ‘in‘wofds the macabre and ego - shattering Dance of
Deathj?géngggzogeveller that made no distinetion(= such as
80 gr;ssly_practggedxin the corrupted world of medieval and
Renatssance civility in uhich thrived all the Seven Deadly
Sins and in which God's scheme of justice and equity was set
at naught had a speeisl meaning and appeal (1n'terms of ultimate

compensation) for play-goers.

Of the same macabre variety are the following utterance
- of Hamlet in the Churchyard scene:
"Now get you to my ladies chamber, and tell her,
let her paint one inch thick, %o this favour she
must come, make her laugh at that.
© Why may not imagination trace the noble dust of
Alexander t41]1 he find it stopping a bung-hole?"®

(Vc I. 1s. 187)

The play within the play is a huge, deadly practiceal
joke pulled off to Claudius's discomfiture, This 4s Hamlet's
" capital achievement in his assumed role. The play is about to
begin when he‘breaks off bis conversation with Horatios "They
are coming to the play. I must be 4dle.” Both will be watching
for thelking'é reactions during the play at the end bf which
they will compare notes. Hamlet must now take leave of his
normal behaviour to assume the role of a lunatic. And immediate-
ly he goes for his satiriec digs at both the King and his coun-

sellor.



King: How fares our cousin, Hamlet?

Ham:  Exzcellent, 'faith! of the Chameleon's dish- ‘
- I eat the air promised crammed: You cannot.feed
- eapons So. |

(III. 2. 1s. 90)

Hamlet thus obliquely reminds the kind of his assurance
that he 1s upper-most in bis thoughts as being the most imme-
diate to the throne.

But the promise seems as thin and insubstantial as the
air on which the Chabsieons feed. It s both timérity and mis-
direction which he can and does resort to under the immmnities

he engoys.

At Polanius vho with his stupid conceit, referred to his
-hﬂving played Julius Chesar once at his University adding;

41 was killed-1' the Capitol;'Brutus killed ‘me' Hamlet's con-
temptuous fling is: |

o ‘It vas 2 brute part of him to kill so capital -a calf’.
The pun on 'Capitol' and *Brutus' reminiscent of such ‘punning

by fools and clowns does not go unnoticed.

With studied deliberation Hamlet keeps harping on his
‘generalibelieved weakness for Ophelia occasioning Polonius's

rather expected self-congratulatory interjection to the King,
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Hith.equal deliberation he-breaks into 2 spell of obscenity
with Ophelia creating the impression that this is =211 an
expression of a frustrated lover gone madAﬂith noticeable
aplomb and vitality he persists in having digs at the people

around him. And now he takesion his mother, .

Ophs You are merry, my Lord,

Hams ¥ho, 1?

Oph: Aye, my lord.

Ham: o, yoﬁr only jig-maker. What should a man do but be
merry? For look you, hov cheerfully my mother 1look,
and my father died within two hours,

Oph: Hay, 'tis twice two months =my lord,

 Ram: So long? ... then there's hope a great man's mermory

mayfoﬁiiive his 1ife half a year.

L | (I11. 2.°1s. 117)

At the ﬁsiﬁt when the player-queen protests undying
fidelity to the player-king: | | |

"Both here and hence pursue me 1asting strife
If once a widow, ever I be wifel" '

Hamlet,fto feel the pulse, asks Gertrude hou she finds
the play: | |

Ger:  The lady prqteétg too much me thinks,
Ham: 0, but she'll keep her word.
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Both Gertrude's uneasy conscience and Hamlet's ironic quip

are worth noting.

Suddenly, getting dubious, Claudius asks Hamlet, if
there was no offence in the 'argument® whereupon the latter
replies that there is none: "No, no they do but jest, poison
in jest, no offence 1 the vorld."” Then elaborating the content
of the play, Hamlet assures him:

" s Your majesty and we have free souls it

touches us not: let the galled jade wins,

our yriters are unwrung.”

(ITI. 2. 1s. 236)

His barbed speech recalls Jacques‘'s submission to the
exiled Duke that his railing at the vices of the world would
not touch one who is free from them, -

"eee if he be free,

vhy, then my taxing like a wild-goose flies

Unclaim'd of any man.”

(A.Y.C.I. IXI, vii)

This 4s one of the arresting moments of the play Hamlet
hag the royal criminal akwardly caught in the meshes of his
vit, He 1s quiveringly expectant with the anticipation of
discovery. And, then, indeed, the King gives himself avay. We
hear the triumphant Hamlet, \

70 good Horatio, I'11 take the ghost's words
for a thousand pound.®
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Much of the closet scene is a testimony ;é)ﬂamlet's
pouer of employipg vit and.invective to masterly effect. One
cannot fail to notice the exulting cry, with vhich, so to
speak, he jumps into the fray. He was summoned to be given a
set down., Polonius who is soon to pay for his 'pranks' with
his very 11fé, has just now advised Gertrude 'to be round
with him (Hamlet'). But who 1s going to be round with whom?
With a kind of wild animation Hamlet enters and no sooner does
he enter her chamber and faces Gertrude than he looks aggres-
sion 1t§éif, setting his mordant cutting wit, against hers
and subjecting her to pitiless exposure, The projected roles
get instantly reversed. Gertrude finds hérself affronted,
scandaliaed)terrified. Hamlet 4s in full ery. Let us hear the
dialogue:

(III. 4, 1s, 8)

Hams “'Nov.mbther vhat's the matter?
Queen: Hamlet, thou hast thy father much offended
Ham:  Mother, you have my father much offended
‘Queen: Come, come, you amswer with an idle tongue.
Ham: Go, go, you question with a wicked tongue.
' Queen: Why, how now, Hamlet?
Hams What's the matter now?
Queen: Have'you forgot me?
Hams No by the rood, not so.
You are the queen, your husband's brother's wife,

And - would it were not so - you are my mother.
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When the queen makes minatory noise, Hamlet answers
/f-\
with absolute gferemptoriness:

"Come, come, and sit you down, you shall not budge:

You go not £111 I set you up a glass

Where you may see the inmest part of you."

The Queen panics and rai.ses an alarm, Polonius gets
slain, When she calls her son's attention to the rash and
bloody deed, he-Jigg savagely with a sneer:

A blbody deed! - almost as bad good mother,

4ds k111 a King and marry with his brother."

Gertrude cannot be sure that her son is quite in his
senses and that he is not seized with a bout of insanity. In
fact, her panicked cry.. |

"What will thou do, thou will not murder me?

Help, help ho.*

- .
is an expression of fear that Hamlet in his 'ggtagy' might
turn so viclent as to take her 1ife..In the face of Hamlet's
resolve to act the inquisitor: 'And let me wring your heart
"for 30 I shall...' s=d the queen cries out:

"What have I done that thou dor'st wag thy tongue

In noise so rude against me."

'And again when Hamlet hjsterically charges her with an
act that *blurs the grace and blush of modesty' her outraged
being cries out: ‘ ‘
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;ﬁgtmiéagga;oag;nd and thunders in the index?"

The most dramatic thing that Hamlet as a frenzied inqui-
sitor does is to present contrasted pictures of his father and
uncle and thereby to illumine the very heart of the tragedy. |
These pictures juxtapose the glory that has passed away from
the earth and the depravity and disesse that has taken 1its
. place, Ih facing up to the tiﬁe that is out of Joint, that is,
the dark deeds of a degenerate hdmanity he looks upon himself
as 'Heavens? scourge and minister!, It s 4n this role which
he has arrogated to himself that he speaks to his mother as a
de%Prator, a saerileger ;Q; hes made a mockery of all that is
touched with the divine ‘modesty’, 'virtue‘, 'immocent love',
’martiage vows ', She has reduced religion to a mere rhapsody
of vords. -

Yeee heaven's face doth glow°

Yes, this solidity and compound mass,

With trustful visage, as against the doonm,

Is thought sick at the act?

It is in this context that he focuses on the contrast
between the dead king and the usurper. The former is spoken of
in terms of the images of grace and beauty power and majesty,
1mages‘that betokeng s# the high gods. He was:

“A combination and a form, indeed

there every God did seem to set his seal,
So give the world assurance of a man,"



Here was a king who was beloved of the gids wvhom he
constantly sugpested in his action and bearing. And the present
King? He 13

"Like e mildew'd ear

Blasting his own brother."

He 18 a disease a boisonous grovth on 1ife, disfipguring it. The
dead King was ‘'a fair mduntain'.suggesting beauty and elevation
and majesty. The present one is a moor, low and unwholescme
with its overhanging missma, He 13 a devil:

"What devil Was’t

that thus hath cozen'd you at hood—man blind "

He 13 a ‘murderer* and a ‘villain',a *'slave‘’;a 'vice of kings'
'cutpurse of the Empire' (The last phrase strongly suggesting

Satan - the potential cutpurse of the celestial Empire) A foul

contagion has blotted out an ewa of health and radiance. The

resplendent Renaissance 4deal of yesterday has plummetted to
abysmal depths._q

In hiS‘ﬁirst solioquy in Act I Se. II, Haﬁlet‘had spoken
'f”.”So exéeileht a King: that was, to Him,
Byperion to a Saty:."
 "From the blazing sun-god bestriding the heavens to the
dimanutive ugly-looking and lecherousy;epresented partiy as a
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goat that is,the metaphoric equivalent of man's fall from
1ight to darkness, from beauty to ugliness.

It is not without significance that Hamlet is spelling
out in greater details and in more imaginative terms the
study in contrast that had been initiated by the Ghost thus:

"o, Hamlet, what a falling off was there!

From me whose love was of that dignit

That 4t went hand in hand even with the vow.

I made to her in marriage: and to decline

Upon a wreteh... . '

But virtue as it never will be mov'd

Though leudness court it in 2 shape of heaven:

So lust, though to a radiant angel link'd

Will sate itself in a celestial bed

And prey on garbage,"

The decline from *virtue' to lewdness and from 'a celes-
tial bed' to *garbage’ is symtomatic of the travesty and col-
lapse of values, of the deceit and depravity of the present
f%railty they name is woman', But reason is frail too. Shakes-
peare dramatises this frailty of reason positing a full and
tearing consciﬁusness‘of it in Hamlet's psyche. Hence, he

grieves and storms, hence, his 'eternal tempest never to calm,.®

The Renaissance had apotheosized reason, the divine
faculty of man aspiring heaven high and keeping passion in
subjection., It had élways been alive to the tension bred by the

‘opposition within man of reason and the appetites of passion
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At the same time, however, it had come to hope that reason
with its heaven - scanning ambition, pﬁé 9uarantee of man's
greatness, vould be an insurance againsf the almost inevitable
propensity, consequent from ﬁhe original sin, towards depravity
and degeneration. That this hope orvbelief was illusory was
proved by the crisis of the times. The precarious grips of
reason over passion is the theme of lament and protest. More
truly,_thé fact of reason abdicating its authorityland prosti-
tuting itself so far as to lose its identity in order to serve
the ends of passion is the burden of Hamlet's denunciation.
Thus -in his horror struck eyes ‘'reason panders will® and Ger-
trude lives.

. "In the rank sweat of an enseamed bed

Stew'd in corruption, honeying and making love .

Over the nasty sty.” ‘

Man ié a unique creation in a largely foreign vworid of
mere organic vitality. His pre-eminence and glory is bécause
of his being non-animal and non-mechanicai.-Hamlet has in mind
'the scheme of the ideal internal psychic hierarchy in which
man's will is liberated from mechanism and released for its |
glorious work of choice and command.1 This non-animal and non-
mechanical but inalienably human function of choice and command
is dwelt uponxéamlet as scmething that even madness could not
eclipse and as his most dearly held belief, now shakep by

Gertrude's conduct:

1. The Rhetoric.World of Aupustan Bumanism, P, Tussell, 1967,
pP.13.




10

“Sense, sure, you have,

Else could you not have motion, but sure sense

It apoplex'd; for madness would not err;

NHore sense to ecstasy was ne'er so thrall'd

But it reserv'd some quantity of choice

To serve in such a difference.”

The blood' and 'judgement' satiric thrust that had just
preceded the above passage, derives from the same mode of
thought and is thus seen to fall in place.

""Ha! have you eyes?

You cannot call it love; for at your age

The; hey=-day in the blood is tame, its humble

And waits upon the judgement, and vhat judgement

VWould step from this to this? '

If Mecheth's deed reverberates through heaven and hell
and Lear's madness embraces an inner and outer storm, Gertrude's
act which has struck at the very root of Hamlet's faith affects
the universe no less potently and is no less an: outrage.

", .. heaven's face doth glow, yes, this solidity

and compound man, with tristful visage, as against

the doom. Is thought-sick at the act."

. . . . ckq}n'o - .

‘This is so because in the great eb&agefbeing, man occu-
ples a pivotal position and his individual actions find their

an -
1mp11cationspecho in wmacrocosmic nature. It is a characteristic
Renaissance way of looking at an understanding the inter-related

scheme of things,
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"Levels of existence, including human and
cosmic, were habitually correlated and cor-
respondences and resemblances were perceived
every vhere, Man as a microcosmic model was
thus a mediator between himself and the
universe.,"

' Indeed, in what we encounter in the closet scene Hamlet
1s very much a mediator between himself and the universe; he

is the outraged spokesman of Renaissance humanism.

Towards the end of the scene Hamlet mentions to his mother-
1ike one mentioning something of moment he was about to forget
that he is going to bé sent off to England, the dark motive
behind which has not altogét_her eluded his misgiving mind. The
important thing for our.presgnﬁ purpose 1is that the manner in
which Hamlet talks about the disguised threat ﬁo his life and
:his confidence in his abliity not only to frustrate the designs
of his oppenent but to destroy him at his own game suggests an
extréordinary precipience'and an equally extraordinary; yet easy
superiority of bearing even in the state of contemplating the
mortal peril:

"Let it vork; ‘ ‘

For 'tis the sport to have the enginecer

Hoist with his own petard: and 't shall go hard,
But I will delve one yard below their mines,
And blov them at the moon,"

He is not unnerved, he is sestful, And he seems to be
chuckling even in anticipation, over out—manouvering his enemy.
And ve know that this is no empty boaét, but that he does at
the proper, moment carry out his grim resolve to outwit his
enemy as he himself relates the episode to Horatio in Act V Se.ll.
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The quality of mind defined by D.H, Lawrence in a
Jetter to Lady Cynthia is the quality that Shakespeare gave
Hamlet as the one irreducible mark of his being.

"0ne should stick by one's soulj and by nothing

else., In oneld soul one knows the truth from the

untruth, and 1ife from death. 4nd if one betrays

" onet's soul knowledge one is the worst of traitors

I am out of all patience with the submitting to

the things that be however foul they are, just

because they happen to be."3

Hamlet!s decisive refusal to come to terms with evil and
betray his soul knowledge demonstrates how he sticks by his
soul and will not be a traitor to himself., Even vhen caught
in the toil of speculation (witness his soliloquies) which
would never be resolved to calm his unquiet self, his concern
for the inviolability of his soul is over ridingly stressed.

In Hamlet's stark refusal to "commit the vast wickedness of

acqgiesgggég:jﬁ;;y
L= Shakeséeare déf&nes not only the physiognomj of his pro-
taéonist's_soullbut élso that of the evil he faces, And in the
process he 111ﬁminates, in unique dramatic terms, the ever-
recurring predicament of man on this earth and the imperative
need for a clear eyed choice to give battle to the forces of

darkness and death.

Thus, in spite of the impression (too often dwelt upon

exclusively) of nervelessness and vacillation created by the

hetters, D.H. Lawrence, ed. Richard Aldington,
Books, 1968, p. 115.
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soliloquies which are full of self reproach, Shakespeare's

projection of Hamlet seems centred in an unerring recognition
of a pollution and a threat and in an artful but masterly way
resort to a series of actions caleculated to arrest the pollu-

tion and meet the threat with adequacy.

Of the admittedly various 1mpre§sions the play yields of
the central character, one is 1ndo&bteély, as ve have tried to
show, that of a persbn vho, in the face of an enormous evil
bent on conquest of destructioﬁ, opposes his roused and brist-
ling self to its devious and deadly proceedings. It was left
for Milton to dramatise a gimilar crisis of being and a similar

refufal to come to terms in Samson Agonistes in more Christian
terms,



CHAP: =Y
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SAMSON*'S ENCOUNTER WITH EVIL

The basic theme of Samsop Agonistes can be said to be
the fallen, forsaken and punished man's laboured search for
his God from the Slough of Despond to the Celestial City
through Doubting Castle, Samson paéses and repaéseé through
the whole complex gamut of feelings and attitudes between
‘a sense of Heaven's desertion' and a lingering hope for 'His
final pardon, ' Indeed, most of the azection of §gg§gn_ﬁggn;g§g§
vould seem to be held in a state of soul-tearing tension
betveen these two poles inébyémal despair and tremulous hope.
The experience this tension‘mirrors'is characteristic of early
Christianity and Puritanism. It not only recalls dbut throws
into sharp relief the augustinian concepts of privatio Dei
(the turning away from God, the highest Good, to the perishable
vorld), contemptus pundy (contempt of the world) and amor Dei
(love of God). At the same time it would seem, at least in
some measure, to anticipate for all temperamental, situational
and theological differenées; Hopkin's torﬁured'sehsibilities:

"eeetnd why must
Disappointment all I endeavour end?

...'......'...O.Q

0 ‘thou lord of life, send my roots rain..
And here is Samson's anguished cry:

"Why was my breeding ordered and prescribed

As of a person separate to God,

Designed for great exploits, 1f I must die
Betrayed, captived and both my eyes put out...
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Milton's Puritan vision of ultimate human worth and the
fulfilment of human destiny is understandably avesome, while
the human vorth glimpsed and credited 1s put, again understan-

dably, to its grimmest test.

In the Creek conception of things God is something alien,
mysterious, unaccountable, and therefore dreaded. The Hobrew
God is dreaded too, but with a difference., The sense of being
chosen for merit and then forsaken for transgression in ihe»
oversll context of a personal God-man relationship and of a
responsible Providence, is not quite germane to Greek thought
as 1t is to elther Hebrew or Christian theology. The divine
hostility to Prometheus or Oedipus - one with a sense of being
in the right till the end and the other rather trapped into
sinning -« is entirely a different matter from God's anger on
account of Samson's breach of divine trust. Of his own admission
Samson consciousdy accepted the trust and equally consciously
violated it. He has: |

"profaned

The mystery of God, given me under pledge
Of vow,"

The sense of being alienated from God and of being tainted is

a natural consequence of a Puritap's faith, for he is a stickler
for purity, his purity consisting in a strict obedience to God's
decrees which commend themselves to man's understanding and
acceptance. To such a decree he has provéd false, His being
plagued today is consciously his own doing. Thus in his opening
speech: R
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"What if all foretold ‘

Had been fulfilled but through mine own default?
Whom have I to complain of but myself

Who this high gift of strength commit%ed to me,
In what part lodged, how easily bereft me,

Under the seal of silence could not keep,

But weakly to a woman must reveal it?

Ofercome with importunity and tears?"

" And now to Manoa:

*"Appoint not heavenly disposition, father,

Nothing of all these evils hath befgllen me

But justly; I myself have brought them onj

8ole author I, sole cause."
I héve beén false to my~God; I have been false to myself; I
have chosen the world in preference to God ~— this would seem
to be thé burden. of his agonised cry. Thus viewed, from Samson
Agonistes would seem to 1ssue forth a long-drawn wail - the
wail of aldienation -and an 1rrepressib1e spirit of urgency for
| setting-at naught this alienation and for being restored to
".G°d.8 grace, ‘The impression is 1nescapab1e that this world and
11 that goes with 1t is evil, is abominable and that what
matters to the exclusion of all else in God's grace and favour
to fall upon you, }

Newe to dis 1ease .

God for the fear of man, and man prefer,

Set God behind."
‘ ‘18 the most unforgivable sin. The road to saIvation 1ldes through
‘ contempt of the world and lave of God. And this 13 vhat Augus-
tine meant by ‘'Contemptus mundi"and 'amor Dei', For Samson
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there is a two-fold call = a call from those around him and

a call from beyond. Milton shows Samson dealing with these
exclusive éalls and vrestling with himself. And in the process
he shows his vision « his vision of human worth to which ve

have referred previously.

Milton turns the spotlight on and dramatises with an
intensity rarely matched in English drama the supreme human
predicament in which the protagpnist comes to grips with,
interprets, and finélly fulfils the terms for divine acceptance.
Here is an extraordinarily dramatic‘portrayal of %ﬁ dilemma
finally resolved in a sudden burst of i1llumination which can
be and ié stunning for bqth reader and spectator,

Samson's predieament is first hihted at by his own
words: h

"Retiring from the popular noise, I seek

This unfrequented place to find some ease -

. ¥ase to the body some, none to the mind
From restless thoughts..."

The chbru3‘1ater focusses on this predicament:

"This idol's day hath been to thee no day of rest,

Labouring thy wmind

‘More than the viorking day thy hands."

Samson's soul is stretched to the uttermost and'the final
momeht has arrived. He must choose between the tﬁo -~ the terres-

trial call and the divine; the terrestrial calllis represented
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in the figures of Manoa, Dalila and Harapha, each in his or
her way offerirng a false sense of security. There is, on the
other hand, the divine call for going the whole hog in the
face of all suffering. In the midst of suffering and faced
vith a seemingly endless slavery to the Philistines, Samson
does at times waver in his faith, but the one thing he has
firmly turned his face against is to succumb to the tempta-
tions, to seek reconciliation with his enemies. As Dalila, who
employed all her wiles to bring about a change in his mind,
puts it picturesquely:s

"I see thou art implacable, more deaf

To prayers than winds and seas., Yet winds to seas

Are reconciled at length, and sea to shore:

Thy anger, unappeasable, still rages,

BEternal tempest never to be calmed."
Rising superior to all specious pleas for reconciliation with
the soul-negating forces, to all manner of blandishments and
bullyings = in other words, repudiating all earthly temptations
which, to the discerning wmind, point the way to the soul's
ruination, the protagonist, aided by his prescience, firmly
responds to the call of_Prbvidence, to the imperious summons to
the supreme\feat of self-sacrifice leading to self-recovery and
selfufulfilﬁent. It can be seen that Just before he takes the
final leap, kncwledge has grown so puisant and imperious as
inevitably to result in his cutting himself loose from the down-
h1ll pull of finitude and flying out; so to speak, to merge in
the bosom of the Infinite.
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Indeed, the vision embodied is born of a travail —an
agonised trial having for its essential components a certain
complex of - sbominations which are the means of at once harrov-

ing and purging the hero's soul.

Samson's present existential condition, his father's
proposed 'solicitations' to the Philistine lords, his remen-
brance and the subsequent appearance of Dalila, that ‘deceit-
ful céncubiﬁe! the hollow vaunting of Harapha,-that 'baffied
covard! - are all singularly abominable, while what 1s eveﬁ
more so is the enormity of his own folly, or 'sin' as Samson
views 1t.1But it so comes about that Samson has perforce to
endure these abominations if only to:get over them even as a
pilgrim has to éet over such ﬁurdles as maj be put on his vay
to test the fibres of‘his moral and spiritual being.

The anguish bred by the enormity of his own folly is
infinitely augmented by having to bear and absorb the shock
resulting from the pitiless onslaughts made'by Dalila and
HArapha, and not very slightly by Manoa himself,

The moral ugliness representéd in Dalila and Harapha |
appears lbathsome and revolting in the extreme and is made the
more execrable uhen contrasted with the unrelenting refusal of
Samson to do business with any form or shape of evil, This
refusal has everything religious, rather puritanic about it
‘and 1t 1s enacted with the plenary force of his entire being.
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This refusal is a peremptory gesture of his revived self
operating in an aura of Beauty and Truth as he glimpses them,
One recalls the famous observation of Keats:

"The excellence of every art is its intensity,

capable of making all dlsagreeablesevaporate

from their close relationship with Beauty and
Truth N n : :

(Letter, Dec, 21, 1817)

Thus viewed, the intensity of_ggmapn Agonistes makes the
abminations; to which we have referred, evaporate from their
close relationship with Sémson'é fresh-11it, severe vision of
vhat 1s true and beautiful; and the unﬁleasantness of Samson's
encounters with Dalila, Harapha, the Philistine officer and
Manoa is sunk in the 'momentous depth of speculation' excited
by them. ‘

Samson can make himself acceptable to‘his God by self-
conquest and this self-conquest 18 achievable through identi-
fying and ﬁhen completely repudiating and excluding from his
being those all too instinctive urges which are both peculiarly
of this worid and 'of a kind that precludes all spii‘itual growtly.

The Manoa, Dalila and Harapha episodes can thus be regar-
ded as Milton's drahatic oﬁjectifications of those instinctive
urges which serve t9 keep mah in bondage tos this world. These
may, in a senée,'he considered as 'objective_correlatives' to

use Fliot's phrase. And not only Manoa, Dalila and Haraphaj
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even the chorﬁs can be treated as an 'objective correlative.'
Manoa represents the solicitous paternal endeavours of which
one in the position of the hapless Samson would be only too
tempted to take advantage, Dalila, under the initial gardb of
panitence, offe;s the prospect, however questionable, of a
fresh lease of conJugai 11fe —a prospect whiech would not be
very. easy t&,resist. Harapha prepresents a bully's invitation
to submit, and again such an invitation cannot but tempt one
as sorely haﬁdicapped as Samson is at the moment. The chorus,
which, as a friendly force, éan be looked upon as an extension
of Samson with reference to his mst, present and future, per-
forms a numbér of functions. Jt at once eulogises Samson's
heroic past; 1apses into despairing interrogation of God's
will and riéés, in the midst of occasional bafflements, into

a confident prpphecy of Samson's redemption.

| an urgé:to také an easy refuge with a Manoa or even a
Délila, howé?er treacherous, especially when they offer to ~
take him back, has an unquestionable credibility in view of
the cripplihg circumstances of Samson. So also is an urge to
capitulate, hoviever heroic the past. The rather ambivalent

posture'of the chorus is basically that of Samson himself,

- From the dramatic point of view, these urges and propen-
sities whose shadows at least are likely to be there 1n the
mind and heart of the long-harassed protagonist, need to be
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identified and brought to the fore, The protagonist needs‘td

be made publicly to meet these situations and repudiate the
temptations involved. Therefore, these dramatic situations

may as well be looked upoh as powérfully suggestive extensions
or, bettef, externalisations of certain latent faceté of
Samson's cwn:consciousness, The profane tendencies are brought
out in the opén onl& to be cast aside. This is the dramatic
means adopted of demonstrating how Samson refuses once and for
all to be taken in by and do business with evil, in other words,

of demonstrating Samson's triumph over and rejectisn of evil.



CHAPTER - V.
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ONCLUSION

The foregoing discussion has, we hope, brought out the
essential problems that Shakespeare and Milton are engaged
with in Ham)let and Samson Agonistes and which they transmute

into remarkable works of art.

The war betueen reason and passion, the confrontation
with evil, both within and without, in its subtle and diverse
manifestations, the debate on the status and credibility of
man, his relationship with an invisible circumambient order
which is the ultiumate sanction of morality and religion —all
this informs, animates, vitalises and shapes these two plays.
While Hamlet is decidedly of the Renaissancé, Miiton’s work,
in spite of its medieval cast of mind and temper, does embody
something of the Renaissance spirit too, especiaily in its
accent on the 1ndiv1dua1; on individualism, on the internal
conflict and on the free and extended debate on the‘potency
of reason and free will, It partakes of the Renaissance temper
also in point of the aesthetic response to the sensuous beauty
of the world, whether located in the human vorld or in the
-.physical world, althﬁugh Samson's attitude by and large is
rather negative, However, the very fact that Samson laments
his exclusion from the surrounding beauty and glory of the
world, the sun, the moon and the sundry other beauteous aspeects

of the material world is proof positive that nature and the
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flesh is not all wicked, even though his attitude by and large
is that of world negation. And the overpoweringly sensuous
desecription of Dalila's‘apﬁroach cah be sugpected to be an
irresistible expression of Milton's Renaissance susceptibility

to sights“and sounds and smells.

Man's predicament arising out of the fallibility of rea-
son and the inroads of evil is the common theme of both the
works. In both the works there is the long drawn out wail in
the dark night of the soul when man finds himself abandoned
and forlorn with no answering response to his piteous calls for
‘sustenance and succour. In both works the way of vindication
and fulfilment is found after a long, agonised and tortured

search,

In both the works the supernatural plays a dominant role,
though the difference in temper and outlook is all too mani-
fest.

With Samson God is a living reality even when he is in
the tﬁroes of abysmal doubt and despair. He takes the god-man
relationship for granted, as something beyond question.. While
the reality of God and of his being chosen to perform a mission
is above questioﬁ, what really baffles and torments Samson is
why God is treatiﬁg him in this painful manner, as though he
had never been chosen and he had never rendered any service to

him,.
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For Hamlet, to begin with and for quite a length of
time, God is not as much real, although'his meditations on
man and on reason make it abundantly clear that his entire
moral being owes its strength and authenticity to a belief,
hovever, inchoately stated and formulated, in an unseen, yet
decisive and authoritative order which has intended man to be
rational,.to hold bis passions in the thrall of reason, to
vage var against evil and thus to remain above the level of
a beast. But both Claudius and Gertrude have descended below
that level. In the closet scene, Hamlet, stung to the quick
at the affront to wman's divine pedigree, tells his mother that
in consequence of her atrocious conduct, 'heaven's face doth
glow'! and the universe is *thought sick at the act'. In other
wofds, to Hamlet's ingrained ways of thought, an invisible,
higher order of things sustains and gives meaning to the ter-
restrial order to which we apparently belong and man gains in
merit and stature in so far as he partakes of that higher order.

Besides, of course, both the heroes find themselves
postured in a special sort of relationship with another-world-é.
Samson in relation to his God and Hamlet to the ghost.

In both the plays, as we have seen, woman plays a crucial
part in bringing about the reign of the Devil. Much space is
devoted to the castigation and denunciation of évil that 4s

woman or is in woman. Female apostasy and female epicureanism
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are the burden of lament, It must not however be missed that
Gertrude remains a loving mother, while Dalila's protestations
are shown to be dubious. Gertrude is not rejected the way in

which Dalila is. -

And 1f Samson's mission ié fulfilled in an entirely
miraculous manner, Hamlet achieves his mission in a frame of
mind which is little short of being extraordinary. Indéed,
Hamlet's carrying out of his task is the result of a virtual
transformation of a secular prince into a religious convert.

A prince wﬁo would always argue and seek to reach laboured
conclusions and in the process find himself at sea is miracu-
lously metamorphosed into a believer. Ohe who vwas obsessively
caught in what Keats would call ‘consequitive reasoning' clean
breaks witb it and we hear him speak the language of a men who
has seen 1n£o the heart of things and at length found his true
moorings. The doubts and questions, the fruitless resort to
logic~chopping are a thing of the past. All the inner wrestle
is over and he 1s now carried forwvard by a newly experienced

movement of the soul,

Though not physically imprisoned, Hamlet was 1mprisoned
by the meshes of his inconsequent speculations. But now he has
turned over a new leaf and action coﬁes easlly and unbidden:
Likewise, the phys;gglly“iﬁprisoned Samson is roused by a
hitherto unknown ﬁbvement of his soul and is led to freedom and

final accomplishment of his divinely enjoined task.:



121

Hovever, as we have noticed earlier, when Samson takes
the final step, he turns his back completely upon the world
f§r which he has no thought or use, all his thoughts being
now focussed on his God, on God vindicating his elect. Hamlet
presents a different pictﬁre. The moment of carrying out his
pledge is the moment of anguish, for the prince is conscious
of leaving a 'wounded*! name behind. The ending of the play
marks . the re-affirmation of the secular spirit with its empha-
sis on honour and reputation, that is, on worldly concerns.
This, indeed, constitutes a fundamental difference between the
pre-eminently secular play that Ham)et is and Samson Agonistes,

a religious work of art.

1 Tbere’ére'many other points of difference toé, as we have
noticed 1n.£he introductory chapter and even later. One of the
most important and obvious differences lies in the respective
canvas of the plays, Hamlet so extended in scope and Samgon
Agoniétes éo'narrowly focuSged like Greek tragedy. In contrast
‘with the ambivalence of attitudes and'perceptions, the multipli-
city of éhafactérs and situations and the disconcerting variety
of actioﬁé’ih‘ggg;gg, ve have the remarkable concentration of
attention on Just a handful of éharacters and on almost a static
situation in Samson with the exception of the.final catastrophe
which, in the pattern of Greek tragedy, is appropriately |

reported.
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These differences, however, are seen to be no hurdle
when one sees and enters the basic theme of the two plays —
the eternal struggle between good and evil, between the insi-
dious character and ways of evil and the steadfastness of the
hero. There is also the penetrating insight into the guilt-
ridden psyche, into the vulnerability of reason and the pre=-

cariousness of the human situation.

Both protagonists find themselves at bay. Both are be-
sieged by a deadly, soul - negating foé. Both are faced with
a choice - to come to terms with evil by being false to the
inner self or to refuse to submit and call the evil by its pro-
per name and fight it till the end. Both protagonists hold fast
to the truth of the soul in the face of temptations. And both

arrive‘in their own ways.

Ina way both the ﬁlays can be read as artistic represen-
tations of the soul's perilous journey through this world. The
forms of imagination are admittedly different, but the basiec
truth apprehended is the same. While Milton enacts the soul's
drama within a given, set framework, Shakespeare, the questing
artist, characteristically, depicts the same drama within an
excitedly fluid framework of felt change and growth, And both

framewvorks are true to the pressure of the times.
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