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INTRODUCTION

: "...We have not the same wholeness as Shake-
speare, but a share in the same wholeness; we go to
him still for new elucidations of our being."

Indeed Shakespeare's plays émbody a most
compréhensive‘vision of the total personality of man as
he is in himself and in his complex and multi-faceted
relationship with his fellow-men in the world and éven
with what is beyond the visible world. They attempt an
elucidation of our whdle being, of ourlpiace and status

in a totality'of perspectives.

With an unexampled inéight into the human
situationi;ﬁgg@g fairly stable structure of an old
world view coexisted with the stirrings of the birth of
a new order, Shakespeare prqvides an integrated picture
of a whole range of problems ;:the problems of percep-
tion, of knowledge,”of the limitations.énd cépabilities

of the human mind in a fluid and dynamic world.

) }Shakespeare's age was obsessed with
. the newly experighced problems of truth and error, of
‘appearance and reality, of the ambiguity of experighce
and of an ambiguous and changing‘sélf. It was very.huch
én age of revolution in the‘sensé that the medieval way

was collapsing éndAmodernism was taking place in every

1. Shgkespeare's Doctrine of Nature,
( A Study of King Lear. ), - p.222.
~ John F.Danby.
_ Faber paper cover edition.
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sphere of life. Although there was prpsperity_at home:: " -
and peace with the rest of the world under the reign of
Elizabeth I, yet there worked a profound and agonised
unrest in the individual mind of man which is vividly
mirrored in the plays of Shakespeare and even in those
of his immediate successor or contempbrary; Ben Jonson."

" Theologically, in the later sixteenth
century, divine providence seemed increasingly to be
questioned, or at least to be regarded as more baffling-
'ly inscrutable. New orientations between man and the

heavenly power, disintegrating the medieval sense . of
security, were in the process of formation. " 2

! -

| The old certaiﬁties about man's status

- and his'knowledge‘guaranteed byﬂﬁédievql wor}d view -
‘which was govefned by Ptolemy who saw a fixed earth
created by God for man, his{chosen'cgqgture. were badly
disturbed by.tﬁe new philosophy whichlgaw the eérth mo-
.ving as any other heavehly-quy;‘and'nyua;ised a plu-
rality of uorldé where the earlie# comfo?taplgf rela-
tionshiplbetween man and God, waSjrepla§:d by a dubious
one of near unintelligibility. With this distancing of
man and God, the very basis of hum§n knowledge became
open -to question. To what extent, if at all, could man
know himself, his fellow-men, the' world around him and
the divine ? Doupt,‘quesfioning, cynicism, even pessi

mism began to gain ground. Where there had been certi-

2. A New Compaﬁion to Shakespeare Studies, p.18§
Ed., K.Muir and S.Schoenbaum.
Cambridge University Press. 1974
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_tude, there was a nagging uncertainty.

" While the Copernican revolution was only
only gradually accepted in England, its implications
regarding man's conception of his status could_not have

been ignored in the Shakespearian climate. "

Absolutism of belief gave way to a
relativism of perception and knowledge. The new Renai-
ssance relativism follgowed the trénsformation of the
traditional geo-centric and well-enclosed Ptolemaic
Universe,

" The Renaissance epistemological crisis
emphasised the notion of the relativity of perception

~ recalling the appearance-versus—reallty motif recurrent
through Renaissance drama. "

It is therefore not straﬁge that Shake-
-speare wrote such a number o} plays based on the theme-
of appearance and réality. The theme bf:supppsed_vun-
chastity, oﬁr main COncern,’is only one‘version of that
broader theme of seeming where a charactg?,-in/his mis-
taken confidence takes the. appearance offa thing to be
the reality of it. The problem of appeafance and reali-
ty in itself is unique only to human beings. There are
no animals gpart from human beings capable of decebtive,

outward appearance. Shakespeare knew only too wéll that

a man can laugh and laugh while nurturing evil thoughts.

3, Ibid. p.195.
4, Ibid. p.190.
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He also knew that if one could decelve others, \one

could be as ea811y deceived by others.

Of central importance is mah's clouded
reason, He is prone to error, fo wrong Jjudgement, wrong
‘perception_and,wrong-action. This isvﬁartly because of
some brivation or some other form of evil which iSrever
at work in the human psyche. Evil is innate in man and
the operat;on or ev1l creates havoc in soclety as well
as in the individual. Even more tdnthe point was the
increasingly realised dissociation between man and his
world; between’the human and the divine, If we are to
know why,Claudio temporarily seals thedfate of Héro in
the'Church, we need to know what made him or prompted
him to do so. In the play Dop John is the villain and ;
it is through hlS machination that Claudlo Judges Hero

xecu“u
‘wrongly. Don John 1ndeedlp*aas "his eV111de81gn cleverly

and takes advantage of & natural phenomenon (darkness)

| to a331st him., He, as a result, succeeds/dn castlng a
shadow on the chastity of Hero for a wh;le, but since
we are in the world of comedy, death.haa nat been al-
lowed to take a hand in the fremework of the drama. The'

1
i

problem therefbre is resolved without blood being shed.

Shakespeare 1is ever at work to emphaslse

the peculiarly falllble character of human knowledge,
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- and the nearly fatal contribution made towards it by
the operatioh of evil. As we have said before, our main
concernAin this study is the problem.of the supposed
unchastity of Shakespeare's comic heroihee. Three plays

have been chosen for this purpose. These plays are:

Much Ado About Nothing, Cymbeline, and The Winter's
Tale. |

vIn the following chapters we'will,try
to show how the‘mﬁbhanism of:suppeeed unchestity is an
integral partvof'the dramatic scheme. We have already
mentioned how Claudio is duped into believing that Hero
 is involved in a clandestine affair with someone. It is
here .and from this point onwards»fhat the.acfion of the

gets under way

drama/begzae EVery little actlon of the drama emanates
from this point, And later on when the problem is re-
solved and Hero reinstated in her true stature,- every
: other action of the drama subsldes. There is no doudbt
therefore as to how the comedy arlses from the theme of
>the supposed unchastlty of Hero. Hero, 1t is true, has
to suffer before the truth dawns. Th18 is needed from
the point of v1ew of dramatic 1nterest, and the eom- )
plications arise solely from the Polnt of view of heigh-.

.tening the final comic effect when the crisis is fi-

nally resolved through a burst of illumination}

Evil which is a dominent force in the
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"human society has also Seen highlightég. This, as we
have said before, is innate in humen beings and it is
accentuated by the new épirit oricynicism arising from
the philosophic and religious distemper of the times.
The dperation of eQiI in the human situation creates

| hévoc, and as a result not only the deserving but the

undeserving also suffers. The theme of supposed unchas-

tity in the three comedies chosen'foriﬁur study is a

dramatisation of a‘sense of pérplexed brecariéusness

and of the spirit of Machiavellian cynicism operating
in the human situafion. These heroines are not unchaste

but they have been framed to appear so.

Although the stories of the three co-
medies differ, yet the theme of supposed unchastity is.
common to all of them, In C mbeline, Imosen a chaste |
‘woman and the her01ne of the drama, is. made %o : ;-appear R
what she is not. In the first place, theﬂe is the queen
who 1s a'study in appearance and reallty. Although her
sole aim is to secure the throne for hlS son Cloten,
‘cuniningly '
shefplays the role of the faithful wlfe and dutiful
step-mother. By her cunning she‘wlns tthconfldenge of
the king and thereupon succeeds iq sep@rating Imogen
from Posthumus. Then we have Iaqhimo who also 3gcceeds
in convincing Posthumus, by parading an apparently in-

controvertible proof, of Imogen's unchastity (although
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he has stolen the bracelet by treacherous means). It is
at this point again that the d:agg gathers momentum.
The battle between the Roman conquerors and the Britons
is also symboli§ of the treachery by which Iachimo

supposedlyr;violatéé Imogen's chastity.

Cymbeline ié more true to life because
of the fact that the agents of evil are allowed to die.
On the other hand theae‘deaths are symbolic of the re-
genergtion'of a new and more blissful'iife. The suppose-
dly ‘lost' princes are restored to their rightful places
along with Imogen. ’I‘he_déé’chs of the queen and Cloten
do not inspire pity as in the tragedies; They themselves
are the cause of their own destruction. The comic effect;
on the dontrary; is hightened by these disposals. The
presence ofthese deaths might inciine one to think fhat
the play cannot exactly be grouped among the comedies.
However, the point to be noted ié that tpeée,@eaths do |
not raise awé and pity. The Qéaths_come?;n ;; unobtru-~
sive manner and can be seen to be verv &uch in their

place.

f
In the case of Posthumus, he is the target

. of evil in the form of v1llainy - in the person of Ia—

‘chimo. The fact of seemlng-plays a vital role in con-



Tachimo. For Posthumus there'is nothing more to do

bnt believe Iachimo who has returned from Britain with
the proof (the: bracelet) of his having seduced Tmogen,
' Posthumus, in his mad fury,even goes to the extent of
ordering Pisanio to execute,Imogen. This is the tech-
nique Shakespeare uses to highten or prolong the comic
-effect to follow afterwards.-The Shakespearien vision
of life is highly complex, and the theme in questlon

can be seen as a necessary element in thls vision,

"...The close kinship of Shakespearlan
Comedy with Tragedy is apparent to every reader...

This statement is the central core of every Shakespear~
ian drama. The Shakespearian vision is as complex as
life itself, for.Shakespearelbrings into‘his plays the
varied complexities of life. Life is a mixture of both
the tragic and the comic. And because of this most of
‘the Shakespearian comedles have elements of the tragic
in them. But the master mind of Shakespeare- is ever at
work to cleanse these elements at the end of each play
and especially the plays Qe are dealing with so that
the plays end happily. Even if some characters are

~ allowed to perish, this does not in eny way clash with
the 1mpregnated comic spirit. " 1t would seem dlfflcult'
to resist the conclusion that, as Dogberry illustrates.
the ridiculous, and Benedick and Beatrice the shallow
aspect of Messina society, so Don John is sketched - in

to suggest - in a comedy no more than a suggestion
would be fitting - the tragedy it involves. Even the

5. Shakespearian Comedies and Other Studles.
George -Gordon. -
Ch, I. p.12

Oxford University Press.




soundest and justest of societies rest ultimately on
the exclusion, and if necessary the elimination of
those who refuse to conform...". ©

‘h _ Shakespeare is not a striet ‘disciplina~
the

rian where/stage craft is concerned. It is obvious that
- he does not conform to the dramatic rules_lald down by

the classical scholars. " Shakespeare always had a keen
eye for theatrical fashion, but there is no evidence
that he ever knuckled under to it. He took advantage
of it rather to do it in a new way what he wanted to do
anyway." 7 On the other hand, we have Ben Jonson who

is the opp031te of ShakeSpeare. HIS adhering to the
'unities’ has rendered his plays devoxd of that strlking
lifelikeness and variety that are the hallmark of Shake-

speare's world. The complexities we spoke,oﬁ earlier
have made Shakespeare the contrary of Ben Jonson. The

Winter's Tale is an. example ‘of this. "...It is a fairy
Tale - 1t is fact. It is romantic - it is realistic. It
is tragic - it is comic. It is Christiasn -~ it is pagan.
It is harsh and crabbed - it is simple:and idyllic. It

is this - it is that. It is a welter of anachronism,” 8

! 2

e

This play is very differeq% from the other
two plays we haveeﬁgntigggd,earlier. If'is'no doubt true

that This play is also a study of the universal theme of

6. Shakespearian and Otheg Essays, Ch., II. p.42

‘James Smith.
Cambridge University Press.

7. The Meaning of Shakespeare, Vol. II.

Ch., 34.(Cymbeline) p. 244,
Arnold 6. Goddard.
Phoenix Books.

8. Ibid. Ch., 35. (The Winter's Tale). p.263.
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evil innate in man. But in The Winter'si?ale the impér->
tant point of difference is that the evii emanates from
.:ieontes himself, the king of Sicily, who accuses his
queen of unchastity. Unlike Claudio and Posthumus, the

king here is self-deceived.

The Winter's Tale is,,among.othef ~ things,

a psychological study of evil innate in man. In wan,
both good and evil are present simultaneously. And the
‘human constituﬁion is such that oné;never knows when
there will be an eruption of evil i.e. the passion with-
in. And this is-what underscores the precariousness of
‘the human situation. And this is what-exacfly happens |
~in The Winter's Tale. Hell is. let loose and the innocent'
queen suffers. And not only shev but her young son who

dies and her daughter who in her 1nfancy is &n exile,

“ The Shakespearian play" shows a texture of

-personal thinking =~ woven with some objective and pre-
existent story. Phllosophy is entwined with action and
event, Shakespeare's philosophy is infinitely variable
not static, as- Dante's; King Lear may be Senecan, but
‘Macbeth is Christian. ﬁls philosophy may vary with each
play, we cannot find by abstraction Shakespeare's own
. philosophy of life: his massed statement includes many

philosophies, but_is'subject to_none.“_9.We are not
exactly dealing with the philosophy of Shakespeare | in

our stddy'of the three comedies. Although our interest

' 9. Shakespearian Production, G.Wilson Knight.

With Especial Reference To the Tragedies.
Ch., I. (The Shakespearian Play), p.28.

Routledge and Kegan Paul Ltd,
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N
is focugﬂpd upon the theme of the supposed unchastity
of the heroines of the three comedies we cannot over-
look the layers of themes imbe@ed in them just as va-

~ried philosophy is.

 The Winter's Tale is highly phllosophlcal‘
but, as G. W1lson Knlght says, the philosophy is not sta-
tic but varled. It 1slon the,whcle a psychologlcal study
of evil innate in ‘man who is hypnotised and madly posse-
ssed by it and of its ultimate,degtmctive power. The -
maéter genius of Shakespeare is asain seen at work in _
this play. With variéd themes all brought toegether, the
play among other things, deals with the suspected faith-—
leésness of Hermione; This problemlis the'direCt‘outcome
of evil in the form of jealousy in Leontes. He himself
is the one who asksi Hermione to persuade Pollxenes to
. prolong hlS stay. But when she succeeds in her task, the
klng is angry and charges her W1th dlsloyalty. For .the -
actxea tha%;gg ssmmlts Pollxenes has to surfer for some
: 81xteen years, along with Hermlone who has been branded
Vunchaste. The action of the king has far reaching
effects. He loses his best friendi his only son, Fnd

his daughter who is exilgd.

The crisis is resolved only after Perdita

the daughter of Leqﬁtes, has grown up. She is the instru-
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ment that brings about the resolution of the crisis in
the end. Almost one third of the play is clouded with
fear and apprehension, But Shakeepeare gkﬂ%ﬁﬁﬂ@%ﬁ- the
ection'in such a way that the comic spirit is there all
the while lurking in the background and enlarged and

enhanced at the end of the play.

Thus, as wve have pointed out earlier,

the object of this study Wlll be to bring out how Shake-

Speare makes use of the theme to show, how even w1th1n,
the rramework of comedy, human happlness can be clguded,.-
however temhorarily, through the;clouding of reason ané
the opereinn of -evil, whether wifhin or without."ThiB
becomesla potent means of unveiling character and situa-
tion and also of deepening the realisation and vision
that the characters are blessed_with at the end. From
‘this angle, the theme in question can be seeh as a nece-
saary element in Shakespeare 8 hlghly complex v1810n of -
life, In his hands, the manlpulatlon of thls theme also
serves the all too important purpose of;clean31ng the
turbia atmosphere engendered, by the fréilties, SO un=~
forseen and so ihevitable, to which man'is subjecq.AVic-
tims of distorted vision~or.in5ﬁf§iceient knowledée or
eomplete ignorance, the dtamatic chafacteis often look
most assured when there is least assurance for their

attitudes and behaviour and make a muddle of their -
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situation from where they emerge not by their wits for
they have nome but by a merciful\providence4actiqg

through the least likely individuals and situations,
This reminds one of Isabella's summing up of life at

the higher levels of society.

‘"...But man, proud man,
Dress'd in a little brief authority,
Most ignorant of what he's most assur'd,
His glassy essence, like an angry ape,
Plays such fantastic tricks before high heaven
As makes the angels weep, who, with our spleens,
Would all themselves laugh. mortal."

(Measure for Measure. II.ii.)

Every Shakespearian comedy is’an imaginative
exercise in 8001&1 reconstructlon. To begin with and for.
qulte a while society is bogged down in a morass and it B
is the men rather than the wpmen who by their blunderings
;‘born of lack of.knowledge and a preponderant measure of -
arrogance uha.brlng society on to the brlnk of ‘an abyss.
When things have reached the cllmax, it is Bbme near mi-
racle that brlngs about a change in the ; sxtuatlon where
much of the accumulated evil is purged. Knowlgdge dawns
and there is the emerging picture Sf a relatively clean-

{
I

sed society.

\ Again and’again, Shakespeare exploits the '

motif of appearance and reality; exhibits the working
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out of the forces of evil, and shows how by an unexﬁec-
ted turn of events ( mostly, thanks to the people who
would not be much thought of) follies are exposed and
bonds of understanding are freshly and more enduringly
cemented. In the process, he‘sheds an illumination on

the nature of the mingled drama that is this sub-lunary

life.

/
4
{

As stated eérlier. our object will be to

analyse this process in the three.cgmedies in question,

It must be pointed out that the reason why

ts

- we have chosen not to include Othello. for a detalled '

study 18 our basic concern Wthh is to see how the alarm
caused and dark shadows caét/by the working of human ig-
~ norance and follies,afe countered and finally absorbed
in a deeper understandiﬁg 6: life'whichabrings joy and .

illumination. -



. MUCH ADO ABOUT NOTHING

Claudio: O, what men dare do! What men may do}
: What men daily do! not knowing what
. they dol

(Much Ado About Nothing, IV.i.)

Claudio's exclamation, quoted above, although
arising from an abused mind, can be passed as Shakes=-
perae's generai éommentary on man's existential situa-
tion in this world. More oftén than not, he is not his
true~se1f, being eithef:sélf—deluded or.deceived by

cherSQ

| Héfis without knowledge although he speaks
and acts as though he were possessed of knowledge and
certitude, | |

Now what Claudio says above is ironically
true of himself as it is true of a number of _other
characters in Much Ado About Nothing. It'is-'ceptainly
true of the two wit;crackers, Benedick dnd,Beat}ice,
who do not suspect the strategems employgd by others
and believe the conversations they are meant to overhear
to have been conducted in a serious vein. And it is true
of Leonato himself, Hero's rathef,‘who'pérsuades h{mself
to believe Claudio's revolting accdsation against his

daughter and joins in the cruel denunciation of slan-

dered innocence.,
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, As will appear gradually from our
détailed analysis of the play, the‘theme of the suppos-
ed unchastity of Hero takes into account énd operates
through the forces of violence ahd evil (omnipresent
both in Shakespeare's tragedies and comedies), the basic
inabilityﬂto tell apart truth and error, reality and
appearance, and the dramatist‘s faith in an unpredicta-
ble turn of events where truth is stumbled upon by the

ignorant when it has eluded the ‘wise',

- The two §lots that are worked inté.the
design of the ﬁlay are the Claudio-Hero plot and the
‘Beatrice;Benedick plot. While the latter plot is Shake-
speare's own, fhe former onefis borrowed frqm Baudello
and Ariosto. The Dogberry-Ve}ges episodeg are &lso
Shakespeare's own, | ‘

!

Even though the Claudio-ﬁé#gﬁplot is
borrowed; Shakgspeare uses it to enactvhié own singular
vision. The two plots are brought togetbér and so dove=
tailed into each other as to createg tangled web of

characters, incidents and situations where comedy is not

very far from the shadows of tragedy.

~ The 'Unchastity' of Hero in Much Ado

comes about by the maéhinatipn of Don John, the bastard



-17<

brother of Don Pedro. The ppening scene intro@m@eﬁ all
the important characters of thé\play.”it also tells us
about the rebellion of Don John ;nd how this is put - |
down-ahd a reconciliation brought about. This scene
" also introduces the love-note out of which emanates the
various problems of the play. Shakespeare has indeed
very cleverly introduced a 'go-between' in the charac-
ter of Don Pedro. We are toid how Don'fedro has 'bes-
towed much honour' upon Claudio and taken him into his
confidence. This in turn makes Don. John malignant even
‘towards Claﬁdio. Don Pedro succeeds in winning therhand-
of Hero for Giaudio. It is at this point that the com=-
plications in the play ariseg. Evil which has so long
been dormant in the person of Don John,suddehly erupts,
The endemic human vulnerabiiity to error and deception
also makes.its;terrible presence felt, |
RS

Shgkespeare hés taken care to iqtroduce
such characters as Borachio and)Mgrgare?-whéﬂgre given
to the ways of the flesh, anﬁ.woﬁld dbfgnything for
the right price(especially Borachio). Don John has
been aligned to Borachio who in t&rn had clandestine
sexual relation with Margaret.que bringing togéther
of these three characters proves.disastrous but adds

to the interest of the play by sealing the fate of

Hero at least for sometime.
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As we have said, Borachio}s hold on Mar-
garet provided food to the diSpleésure of Don John..
- The scené in which Margaret looks oﬁt of the window in
the guise of Hero, supposed to be having a secret love
afféir, has indeed been conceived very cleverly. The
scene takes place in the middle of the night when visi-
bility is low, so that the 'viewers', Don Pedro and
Claudio, would be deceived by their eyép wﬁile fheir
ears would hear Margaretlbeing adqressed;te as Hero by
Borachio. The}éutcome of thisAscen;;brings about the
final crisis:o: the play. Hero is supposed to be seen |
~ wWhere shq'is nét, and the marriage scheduled'to take

place beﬁween her and Claudib is foiled,atleagt for the
time béing. . |

. . |

The play indeed is a comment O the in-
security of man's knowledge. Whiie+vthekmind70f man is
~infinite, he simuitaneéusly is pr@ne-td ey#bfl/and to

" wrong Judgemeht; As we saw in the ﬁre¢ed$ﬁgfchépter,
Shakespeare's age was obsessed,‘pervasivély and pronoun=-
cédly with the problem of knowledgelapd,error. This was
80 5ecause the age was an age of.digcovery and newéknow—
ledge of the workings of nature.\ﬁitherto man'’s mind .
was limited to the limits of the small world he 1lived
in. But with new discoveries being made, the ideas which

he had taken for granted were shaken to the very roots.
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The Copernican revolution with the.reenltant‘transf:z~
mation of the geo-centric and well-enclosed Ptolemsic
universe had a telling effect on man's ideas about
'himself, his place in the scheme of things, the founda-
tion of his knowledge, its nature, extent and reliabili-
ty. The medieval certainty about man's status and know-
ledge gave way to an uncertainty about them?nf%%ﬁ§m£§él

belief gave way to a nagglng awareness abouﬁfthe nature

and scope of knowledge.

' Shakespeare has taken care to show how

little Clasudio knows of Hero:

0, my lord,
When you went onward on this ended action,
I look'd upon her with.a soldier's eye,
That lik'd but had a gougher task in hand.,.

(11)

The above quoted passage shows that
Claudio has seen Hero but beyond that nothlng is said
of any kind of acquaintance between the two. GClaudio
thus does not know her well enough. It is not surpri-
sing therefone, although itvis.interesting, that yhen-
ever fhere_is a suggestion that'sne is not to be trust-
ed or that Don Pedro might misappropriate her to his

loss, Claudio is not only willing to listen but is

prepared to believe the contrarydof what he had thought
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of her; ("...the sweetest lady that I look'd on," and
"Can the world buy such a .Jewel?/ I.i.)

Thus -when Don John feigning goodwill, comes
to report that Hero is faithless and that he can provi- -
de ocular proof of it, Claudio, far from contesting the

suggestion, is swayed into exclaiming:

" If I see her to-night why I should
not marry her, to-morrow in the
congregation where 1 should wed,
there will I shame her."

(IIT.ii.)

' Earlier on, when the same villain had come
to report that Don Pedro had intended to marry Hero ,
. Claudio showed an equal measure of gullibility and

thought that, that was the end of his affair with Hero.

i

" Thus answer 1 in the name of Benedlck
-But hear these ill news in the ears of

Claudlo ..

*Tis certain so: the Prlnce WOOS" for
hlmself_

Frlendshlp is constant in all other
things

Save in the office and affalrs of love;

LA B N J

Farewell therefore, Hero.

(i1.1.)

I

These indeed are some iristances of the play~

wright!s suggesting'that Claudio has no certain know-
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‘ledge and is therefore at the mercy of tale~bearers.

 The 'reconciliation' between Don Pedro and
Don John is also énother_important piece of action that
serves to comment on the insecuripy of man's knowledge.

Don Pedro does not seem to be sufficiently aware that

© his bastard brother nurtures, active malevolence towards

i

him and Claudio., - o | f

- The introduction qf\the ‘middle man' be-
tween Claudio and Hero:plays an important péﬁt ;u théﬂ‘
structure of the drama ifself,;We have stated earlier
that Claudio's knowledge of Hero is veri meagre indeed
and therefore it necessitates Don Pedro's proxy-wooing.
From then on Shakespeareipurposely”does not bring

Claudio and Hero together. They are not allowed the
 chapce'to get to know each other intipately. This par-
':ticular fact'ppens the'ground'wide for. Cla&dio to doubt
| Hero's integrity at the sllghtest possxble chance. And
this he does when duped by Don John 1nto believing Mar-

garet to bve Hero.

 Humen beings are prone to error and wrong
' judgement. This is especially more so when evil forces
~are at work against what a man has taken to be the

truth. In Othello, the hero and the heroine have been
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marrled. But in this play too Shakespeare has taken care
tosbring out the fact that Othello is more of a soldler
than a lover or a man with great knowledge of the world

outside of the battle fields.

...For since these arms of mine- had seven
: years' pith, -
Till now some nine moons wasted, they have
us'd
Their dearest action in the tented field;
-And llttle of. thls great world can I speak

..0

(Othello, I.iii.)

u‘/

. ﬁeeides this,‘there is another discrepency
~ in the mafriage between Othello and Desdemona and this
~ comes in;the shape of colour. Othello is a moor, a black
| man, whereas Desdemona is a whlte woman. Therefore the
fleld is left W1de apen for ev1l to creep in and cresat
‘havoc, Evil comes in the person of Iazo whom Othello

~never doubts for a single moment.

| ...Honest Yago,
My Desdemona must I leave to thee.

(Othello, I. 111.)

On the contrary lago hasfno love for Othello,
. . - . | ’

"eo.Were I the Moor, I would not be Iago.
In {ollewing him 1 follow but myself-

ot (Othello, I.ii)

He has his grievance against Othello, which



proves fatal in the end for Uthello and Desdemona. Evil
which is manifested in the person'of Iego works upon

the very weaknesses we have mentioned.

Thus even between man and kis® wife evil
finds a place and slowly but decidedly works-to the des-
truction of both. In Much Adgo About Nothing the situa-
tion develops differently because it is a comedy. The
‘reconclllatlon between Don Pedro and Don John is an
“important factor in thls play. Thls is to bring about
the crisis of-the play, althOugh-notwdlrectly. Here too
ShakeSpeare has taken care to comment 1nd1rect1y on the
insecurity of human knowledge. Upon belng reconciled,
Don Pedro takes Don John intq his confidence. Don Pedro.,4
and Don John are half brothers, And this explains why.
Don Pedro never for once doubted'Don John‘s truthfnl—
-ness untll Borachio has been captured and the mlschlef |

has come to llght

In this connection, the;parallelism
between Jago and Don John can hard;y esoape notice.
Their motivations seem 8o strikingly alike. Both are
disgruntled and both nurture a strange grudge aganzst
their superiors. If Cassio is an eye-sore to Iago, 80
is Claudio to Don John. And their idioms are so alike,

This is how Iago refers to Cassio:
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s+eOne Michael Cassio, a Florentine,

‘A fellow almost damn'd in a fair wife,

That never set a squadron in the field,

He, in good time, must his lieutenant be,

And I, God bless the mark! his moorship's
. < ancient.

[

(Othello, I.i.)
And here.is-Don John about Claudio:

" Come, come, let us thither; this may

. _ T ‘prove
food to my displeasure; that ;young
upstart hath all the glory of my over-

: , : oo -~ throw.

~'If I can cross him in any way, I bless
myself everyway." : ’ ’

(Ibiii.)

The outburst of Claudio in the church

. -is the outcome of~the"w1ndoy Scene.’

0! what men dare do! what men may dol
what men daily do, not knowing what
they dol . S

| LIV.i)
' s ‘/ .
As we suggested at the outset, the

speech is very ironical indeed. It is ironical in the
‘sense. that Claudio himself does éométhing which he;will
ridicule others for doing.'He haé\taken for granted
that Margaret was Hero and thus he dares do what he
with any semblance of reason should not have been doing.

The dormant evil in him has béen let loose and it lashes



'at the very chastity of Hero, who like a lamb beforea

- shearer tékes every blow. She has been de:amed by the
very person she i& to marry, who with his spurious
‘knowledge and the promptings of evil has been 1led to

believe the reverse of the true nature of Hero.

- Evil is a dominant_feature in human

- 8ituation. Thisvis_so because every human being is ca~ ‘

pable of doing evil not oniy to himself but to others”

too. Needless to séy, evil is present in each and every

buman being?, Iﬁ is only a matter of.gﬁppressing it or
ietting'it 6ut that decides whether. a manﬁis.good or

. bad. In the play we are dealing with7evil has been,pfe-

’

sented in the person of Don John.

[

I had rather be a canker in a hedge than

- & rose in his grace; and it better ~fits
nmy blood to be disdain'd of all:than to
fashion a carriage to rob love from any."
In this, though I cannot be said to be
a flattering honest man, it must not be
denied but I am a plain-dealing.villain.
I am trusted with a muzzle and enfranchis'd
with a clog; therefore I have decreed not
to sing in my cage., If I had my mouth, I
would bite; in the meantime let me be that
I am, and seek not to alter me.

(I.iii.)
It iskobvious that the action of the

drama rests, on'the whole, upon the machination of Don -

'- “Johnrthe very instrument to comment upon the fallible
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nature of human knowledge and its proneness to error,
ﬁfong judgement and wrong action. Don.thn sets out -to
~foil every step faken by Claudio\énd Don Pedro. As we

, have have stated earlier, ﬁe*succeede in4deceiVing fhem
by‘ihposing'Margaret as Hero in the 'Window Scene'.
Thereafter, the decision is left open to Claudio and
Don Pedro, who ironically do exactlyﬂwhgt Don John in-
tended them to do, although Don John remains quiet
after he has led them into his desired trap. But the-
machination of Don John,ddes notAéome all of a suddén

, A breezy auperciliouéness'divorced from a stable in~
sight into men and things is infused into phe'vefy'main
- stream of the drama, so that the catastrophe in the

- action of the play cémés as a result of the grave flaws
working in the characters offDon'Pedro and Claudib.,
Evil in the play is given the dhance df creating tur-
méil but since it is a comedy, it is exposed in due |

course.,

The outburst of Ciéudio;in the church
can béAattributed fo the presence of a near-fatal cog=
nitive and moral blindness afflicting him without his
knowing it. Otherwise, why should he déﬁbt Hero a;'all
when Don John is the prime'factorxin bringing them to
witness the clgndestine meeting betweén Bofachio and

Margaret(posihg as Hero). Let us at this point see how
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Borachio, Don John'e man,.gloatingly deeeribes-thevscene
that carried a sort of‘religious“eonvictioneto the yise
pfince and his favourite(Claudio) that the girl whom
KCIaudio once described as a 'gem' and whom the other

. courted on his behalf, was not what she had been thought

to beo

Borachio:  ...but know that I have to-night wooed
Margaret, the Lady Hero's gentlewoman,
by the name of Hero; she leans out at
her mistress' chamber—w1ndow, bids me
a thousand times goodnight -~ I tell

“this tale vilely. I should first tell
how the Prince, Claudio, and my master

Don John, saw afar off in the orchard
. this encounter.

- Conrade : And thought they Margaret was Hero ?

Borachio: Two of them did, the Prince and Claudio;
but the devil my master knew she was
Margaret; and partly by his oaths, which
first posse'd them, partly by the dark
night, which did deceive them, but
chiefly by my villainy, which did con-
firm any slander that Don John had made,
away went Claudio enrag'd; swore he
would meet her, as he was appointed, the
next morning at the temple, and there,
before the whole congregation, -shame her
with what he saw o'er night, and send
her home again without a husband.

(IiI.iii.)_
y ‘fOY‘ Bornchio
Indeed, it is 1ronlca1/that the very
moment of tr1umphant gloating turns out to be the moment
‘0of nemesig overtaking him, He has glven-hlmself away,

without his knowing it, to the officers of the state.
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He PBas been fatally overheard.

IInd Watch : We charge you in’ the Prince's name,
o Stand.

Ist Watch : Call up the right Master Constable;
we have here recover'd the most
dangerous piece of lechery that
ever was known in the commonwealth.

(III.iii.)

This is Shakespeare‘s tecﬁnique of
presentlng his moral vision of a world where we do
wrong, then ‘give ourselves alrs, chuckle over the fate
of our victims, and then, when feeling so secure inside
our '1nvu1nerable armour, we are most unexpectedly

-tripped up. Don Pedro and Claudio are gulled, Hero is

: ) defamed but Borachlo has his share of mlsfortune too.

/'.
To ‘return to Don John, he has already

planted the seed of susp1c1on in Claudlo 8i m1nd when

. he said:

yo /
Signior, you are very near my
brother in his love; he is ena-
mour'd on Heroj; I pray you dis-
suade him from her; she is no .
equal for his birth. You may do.
the part of an honest man in it. . !

(IT.i.)

However, this suspicion was soon forgotten when Don Pe-

dro told him of hlS true 1ntentlon-



...dere, Claudio, I have wooed in thy name,
and fair Hero is won. I have broke with her
father, and his good will obtained. Name -

. the day of marrlage, and- God give thee Jjoy!

(II i.)

“‘Thie particular act of Don Joﬁn, although seemingly a
trifle has bearing upon the'final_crisis of the play.
He succeeds in planting doubt in Claudio, a seedling
that is to be nursed by him. Don John knows beforehand
of the intendedAﬁooing of Here by'Don Pedro for Claudio.
Mereover knowingly he has addressed Claudie as Signior.
Benedick. Now, the seed of doubt whica had been planted
in Claudio bears fruit when he witnesses the meeting f
between Boraehio and Margaret (posing as Here).. L
The introductlon of Dogberry, Verges and

the J
- the Watch is of/utmost 1mportance in the final reeolu-

4ltlon of the play. In fact they serve as the saving gods
who finally put things into their respect{#e places. |
When these characters are introduced. 1n Act III., Sc..
111., one is led to think of why Shakeepeare has taken

' pains in introducing such characters . We uee the word
‘pains’ dellberately because they are among the\"W1tt1est'
of Shakespeare 8 lowly characters,. Bue Shakespeare never

A introduces characters without purpose in the dramatic

structure. Their indulging in'wits' also serve to com- -
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plicate‘ﬁhe play. If they had been straight forward in
their speech the crisis in the play would have been re-

solved without the complications in the *‘Church Scene.'

Dogberry : One word sir: our watch, sir, have
: indeed comprehended two aspicious
persons, and we would have them this
- morning examined before your worship.

(III,iv.)

, ;Some bitSFQf conversation had gone

before Verges told Leonato oﬁ the appfehension of the‘
rogues. Bﬁt evén now there is no mgption of the balumi-.
_%htion of Hero. Had they even menti§ned Hero's name,
Leonato might have taken interest in the'captives. The
‘overall spirit of the play befqre Claudio's butbufst in
the Church has been created inlsuch a way that there is
no place for suSpidion and mistrust. Don Jphn who is to .
: create havoc in:the play is taken as one thlhas indeed
repented his pést miédeeds. One thereforé ;éJled/fo be-
lieve that two moods have been dreated in ghe.play. The
festive mood dominates, while rﬁnning.parallel to this
is the more serious mood which ultimately overrides the
former mood for a while. Leonatoggggji?ggf far: démlnateé

by the former mood (his daughteﬁya@sng married) puts

a81de the case brought to hlm by Dogberry and Verges.
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Take their examination yourseif, and
bring it me; I am now in great haste,
as it may appear unto you.

(I1I.v.)

Leonato is,.'in great haste' to see his
daﬁghter married and this is very°ironical. It is iron-
" ical because he is confronted with something whose im—
plications do not reach his mind, since he‘lsgho mood

to-address.hlmself to 1t. Shakespeare has'used this
device to add to the crisis and theieby_ﬁ;ghten the
final comic effect. This scene thodgh short is very im-

portant in that it helps to complicate the plot.

The complication of the plot is of vital

| importance to attain the final’comic effect. The Church
-Scene is the turning point of the play. ‘Hitherto the

‘ atmospher:7ismgge of merrlment. It is no doubt true

_ that plotting has already been underway, affecting the
course of the play. Hero is all set to marry Claudlo |
and Leonato is'in great haste' to see hls:daughter wed.
In the Church Scene the plot against.alllthe major

' characters of the play, devised by Den'thn finally |
hatches through Claudlo.,The atmosphere abruptly changes

from one of merriment to that of grlef.

- The final resolutioh'of the crisis is
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brought about by the lowly characters; Dogberry, Verges
“and the Watch. They are the saving gods of the play.

This shows clearly how Shakespeare q:gi;ét dlfferenrlates
between theAEhigher’ups'aaﬁd the 'lower down' of society.
The final illumination of the characters serves to high-
ten the final comic effect. Don John is denuded and his
true self is;revealed. Hero is reinstated in her true
poeition. And the play concludes in an atmosphere in
which it began. Don John ie also taken captive but his
trial is postpored untii the'nexf day. The concluding
lines of the play serve to bring abowt the atmosphere

of merriment in which it ends.

Think not on him till to-morrow.
I'11l devise thee brave punishments for hlm.
Strlke up, plpers.

(V.iv.)

: Thus we see how Shakespeare makes use
of the theme to show how even wlthln the framework of
Comedy, the traglc note can be- brought about by the
¢louding of reason through the baslc instabillty of man
and the work of evil. The 1nstrument we.have in th}s
study is bon John, the bastard brother of Don Pedro. He
~ is the evil-incarnate, a necessity in tpe'cemiq struc-
"ture of the play. A necessify because Shakespeare has

imitated life and in’life evil is necessarily there.
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But the more important point, perhaps, is that evil can
'opérate 80 successfuily and to such‘an-algrming effect‘
only because the mind is not anchored in the certainty
" of faith and reason and because it can be a victim of

delusion and self-delusion,

- It must be nofed that Shakespeare has
80 designed thé doﬁé;tail§hg of the two plofs that the
defaming of Hero is not ohly_the means pf'organically
, relating the Dogberry-Verges episodefto the main plot
" and of finallyAunmasking Don John and Bofachio, but also
of bringing Beﬁedick and Beatrice to wedlock. In fact,
‘Hero's defamation brings 6ut.the'best in the two wit-
:cfgckéfs.‘Both»are shocked beyond belief, for they are
instinctivelj convinced‘of Hero!s innocepce. Theif re-
- action is therefore instinctive aﬁd'immediate aﬁd they
rush t6 take up her cause,»Behedick deéideq toj§@§1$§ﬁg§'
- Claudio to a duel to'gveggé the‘wfong done tg‘Hefg who a
is supposed to haveldiéd from the shoqk;'An?ihéﬁhas the
support of Beatrice in this. In fact, the.wfonged4 and
supposedly dead Hero has been given the role of bridg-if'
ing the gulf betwéen them, thus quickehing_the pace of
their>eventugl union. .'\ | |
Yet another happy feature of thé other-

" wise atrocious affair is the discovery of a saviour in



-3Y4-

the friar who plays the same role as Pisanio in Cymbe=

line and Paulina in The Winter's Tale.iEVéﬁfthough it
is a-dramatic necessity, the friar'smrole is a testi-
. mony to the unsuspected presence and assertion of goqu
'in a world of evil when the rest of humanity appears
_ benighted and lost to reason and grace. Into the grace-
less world of erring mortals, the Friar looks like a
_heaven-sentiangel who, in,the’process, tufns out to be )
instrumental in the symbélic passégeurrom déath to re~
surrection..Hero dies and is to acqﬁife a new life. It

' is significant that the same symbolism is at work in -~

. Cymbeline and The Winter's Tale.



CYMBELINE

Even Shakespeare has not written many plays where
flawed or near opéque'perception draws sucﬁ a veil
between one character and another of.betweén one set of

Apergohages and andther as in Cymbeline. Shared percep-
'tion or mut;gzlity of knowledge which is tﬁe basic ne-
cessér&.condition for any meaéuré of meaningful functio-
ning of society seeds to have withdrawn in favpuerf an
alarming soiipsism which serves to build up'a nugber of
_'equusive persdnal Qorlés aécountihg for an‘ almost fa-
tal fragmentation of society. The kiﬁg.is unaware of

" the general reépbnse of his subjects to Imogen's secret
. marriage to Poéthﬁmué; his annoyance and grief are only
QutWardly shared by his court.lﬂeQ‘is,’besides, a com=-
plete alien to the private world of the quéen whose |
every single act of'déception ié‘cunningly contrived to
secure the glad approval of the kihg.

‘.‘l 4
Posthumus is understandably alien to the Italian

Iachimo's sly ways but shows a lamentable igéoranée of
the steely integrity of Imogen with whbm he;had grown
‘up'and whom he is expected to have knqyn,_thoroughly
unlike Claudio who had had only a semb}ance of a know-
ledge of Hero before he married‘hef;'Arvirégué and ,
guideriué aré ignorant of their true identity and of
their trueﬂreiationship with Belarius. Neither the two

"brothers on the one hand nor Imogen on the other know
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who they are in relation to each other, Luc%us is un--
aware of his page's trde identity. Pesthumus is now a
Roman, now a Briton keeping his identity only to him-
self. Iachlmo is denied the know}edge that he is flght-
ing Posthumus. Posthumus on thefgggﬁf hand, and the
three hg;gggﬁg%f&%%:battle, viz, the old man and his
supposed sonsAhave, by their incredible feats of brave-
ry, caused excited speculations about their true iden-
tity. Earlier on, Imogen had mlstaken the headless

trunk of Cloten for that of Poethumus..= -

‘ There is, thus,r’f——-annenermous{measure
of confusion,” lpf muddled thinking and action. Frailty'
of knowledge and active evil ironically combine to be-
foul the atmosphere as the action progresees and nothing
short of the hand of prov1dence can be'believed to guide
the erring mortals on to self-knowledge and llght. ‘In;
deed, some invisible supernatural beneficence 1s refered

to repeatedly to explain the mlraculous dlscoverles and
' /

reunion at the end. -

/

' When one looksclosely at the play, we |
ean fecognise that two crucial episodes, later to havei
their neeeésary bearing on the plot, Havelalfeady taken
place befere the drama‘opens. These,are the marriage of

'dImogen and Posthumus and the abduction of Cymbeline's
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.sons by Belarius.

The abduction took plgée some twenty
'years before and, inspite offthe trauma caused then,
seems now almost forgotten. What is of immediate rele-
vance ahdfprbfound concern is the princess's secret

| marriage in total disregardg of the king's wishes.

It would therefore be appropriate to -
say that the play begins after a crisis has already
overtaken the house of Cymbeline, the kiné of Britain.
This crisis which has been omitted from the action of
the play is the decisive‘factor in the complicatéd de-
velopment of the plot. The action emanates from “this
criéis:and hence one wouid be just}fied fo see it both
within and outside the play. Thé5disorder_poftréyed in
the general structure of the play comes about beéause
| of it and our study would be directed spec1f1ca11y to
how this disorder moves to order or how mutual 1gnorance
of frlghtful proportions is eVentually resolved into a

- stable vision.

The secret marriage of Leonatus - and
Imogen is the immedlate cause of the troubled note the
“Sihuous, .

play 1ntroduces. And the saaas and diverse movements

‘of a deepenlng crisis which overtakes soclety can be
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seen to arise out of or be connected with that 'brigi—

nal sin,'

It is Posthumus's conviction that Imo-
gen is faithless that makes him write those two letters
- one to Pisanio and the other to Imogen herself. And
it is these two letters that take Pisanio and Imogen to
Mllford Haven where Imogen dlsgulsed as a bofiig::%Fl-
dele, flrst meets Belarius, Gu;derlus and Arviragus who
take care of her and later, after her supposed death
and revival, meets Lucius,. the ﬁoman general; who en-
gages her in his“service as a page. This is.howﬁImogen
is enabled to be present aﬁ Cymbeline's tent after the
Rehan rouf wﬁere the recognition scene takes place; It
is agein-Posthumus'S'belief that Imogen has been killed
by Plsanlo according to his 1natructlogs that makes hlm,
in a mood of repentance, leave the Romans and fight

for Br1ta1n whose prlncess was his w1fe. The flnal Br1-

tish v1ctory thus finds Posthumus at Cymbellne ‘g tent.
@lcxigfv, Cloten would not have come to Milfora' ch&f
- and met with his death but for Pisanio haV1ng told him
that Imogen had gone there. And the queen ‘would not

have died the way she did but forACloteg's 'strange'
| absence' from the couft; Besides, the central role

played by Iachimo both in Imogen's Galumniation and in
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the final scehe in clearing the mist thus helping in
her rehabilitation to the joy and ama;ement of all,
takes'us at once to the heart of the theme of supposed
unchastity and the final resolution of the plot bring-

ing knowledge where there was none.,

It can thus be seen how Imogen's or-
deal consequent upon Iachimg's presenting her as a
false woman to her husband is a device used both to

project'a spreading crisis, at once social and politi-

cal, and to resolve it, bringing order out of disorder -

and in the process shedding an illumination upon +the
human situation abounding in error, misconcéption and
evil, |

The note on which the play opens is

one of disorder and dissention.

You do not meet a man but frowns...
(T.is)

His daughter, .and the heir of's klngdom, whom
He purpos'd to his wife's sole son - a widow
That late he married-hath referr'd herself
Unto a poor but worthy gentleman. She s wedded;
All : :
- Is outward sorrow, though I- thlnk the King
Be touch d at very heart. .

(I.i.)

‘Like most Shakespearian comedies, then3szbeline opens
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Cymbeline's family which by assum-
ption represents the social fabric is visibly disturbed
and in the throes of disruption. And, as the opening
dialogue spells out, the distumrbance or disorder is
traceable to the secrét-marriage of the princess to Pos-
 thumus in the face pfloppos;tion and to theldiépleasure

of the king.

, :-It is clear then tﬁat the play
begins after a cfisis has already taken place in.the
" house of Cymbeline, the king of_Britain. This crisis
which has béen omitted from the action of the play is
however the decisive factor in thg develbpment of the
action. For the action emanates f}om thié crisis and.
one would be justified to see it as much within as out- .

side the structure of the play. .

i

;

The initial dialogﬁe not?bnly tells
us of the clandestine marriage, but also of.; number of
other important things. Other things apa?t, it introdu-~
ces the note of seeming and being, of\appearance and |
vrealify. The pithy phrase 'outward sorrow' is a pointer

to this. The general appeafance of sorrow and displea-

sure put on to please the king does nothing to give the
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lie to the genuine approval and approbation of the prin- |

cess's act.

««.But not a courtier,
Although they wear their faces to the bent
Of the King's looks, hath a heart that is not
Glad at the thing they scowl at.

(T.i.)

-We are also told how worthy both Imogen and Posthumua
are and how Imogen has, in public estimatlon, confirmed .
her inherent worth by her choice of Posthumus though

she has alienated and enraged her father in the bargain.-
che. ' -
And thereﬁisrfurthur vital bit of information about the

infant princes having been stolen from their nursery in

mysterious circumstances about twenty years ago.
| K [ |

.o+.He had two sons - if this be worth your hearing, .

Mark it - the eldest of them at three years old,
I' th' swathing clothes the other, from their
nursery
Were stol'n and to thls hour no guess in knowledge
Which way they went. ;

I:

-(I.l.)

~The actual abduction of the princesAabput the circum-
stancés’of which complete ignorance prevails lobks for-.
ward to . the supposed seduction of Imogen and;the spirifi
ing away of her bracelet by the scheming Tachimo. The
fréud on the infan£ princes anticipates the fraud on the

married princess. The metaphorical assault on the prin-
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ces and the princess glances at the actual assault on

Britain. In each case, it is a criminal violation of
rights, of honour. It is an assault, dibect or indirect,
on sovereignty -~ actual sovereignty in the case of the
state and é personal, delicate form of it in the other
'cases. The network of anticipations; echoes and the re-
verberations includes the censorial observation on the
slackness of vigilance which:méde possible the abductioh

of the princes.

That a king's children should be so convey'd,
So slackly guarded..,. :

- (I.1.)

This déplorable slackﬁess anficipates the
fatal remissness that resulted in Fhe entry of Iachimo
‘into the princess's cﬁamber and‘in the sudcéss_of his
designs. And as in the case §f‘the stglen.iptﬁnﬁs;.there
ié'no guess 1in knowledge' how the bracelet wént‘-In
fact, until the final diébovery, Imogen has ha@jno cor=
rect guess as to how Posthumus came to beiieVefthat she

‘'was faithless.

It is not hard to see now how the entire !
story is conceived of and arranged in terms of antici-
pations, hints and half-hints with their realised im-

plications of points and counter-points, makiﬁg up
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mosaic of incidents strung together by an artistic.

. skill and a moral vision of a remarkable ordere.

The eecret marriage of Imogen and Pos-
thumus cannot Just berconceived of as only the imme-
diate cause of a disorder that can pass off without
causing fﬁrthur ado. Both morally and ffom the view=~
point of artistic necessity,:it cannot bqtihave far-
reaching'ramifications which Shakespeere expidits to
gfeat dramatic effect, The tulmultueus'ﬁarriage of
Othello and Desdemona was not without itsveffect on the -

complicatien’of the plot. Nor were the. impetuous pro-

ceedings of the lovers in A Midsummer Night's Dream
without any implications in terms of the prolonged :

spell of mystification in the forest.

_ ~ In fact, there is much in mebellne that
remlnda one of Othello. The dlsparlty of the lovers'A
social status,: the ecstasy of mutual love, 1ts heady
utterance suggesting a form of hubrls and pregnant w1th
tragic fqrebodings, the dreadfully insinuating workings
of evil - such elements as these bring tﬁe two plays

close together and»provide an interesting study.

The impetuous secrecy of their proceedings

almost makes it morally necessary that the marriage of
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imogen and Posthumus be subjected to the ways of the
world. That is how it can prove its strength.and ability
to withstand any cunning and devious éésault. It would
also be a means of dramatically demonstrating how un-
guarded, over-trusting, even gullible man and woman

united in wedlock can be.

To bg secure in one's knowledge
of the loved one's fidelity is one thing, but;to be
boastful in public about the priceléssnégs and invulne-
rability of her integrity is another. Such a vaunt can
only tempt onéfs'fate by exposing one's unawareness of
the accidents of life, of the potential topsyturvinegs
of the'human situation.,

| / |

Posthumus's defiance of Iachimo
ironically reveals his ignorance » his fatal blindness-
to the incalculable and unpredictable potential.for .
mischief imbed%d in the human psyche. And in gisibliﬁd-
ness he does Imogen Wrong in exposing her to the un- -
fathomable wiles of a Maéhiavellian chargctér. |

Tachimo's assaqlt'brings out the!
chinks in their armours of mutual faith. Contrary to
their profession, they are liable to suspect each other's

'loyaity. Revealingly, it is Philario Who has to point .



out that the bracelet may have come into Iachimo's po-
ssession through one of Imogen's womep who may have

étolen it., Posthumus who had already jumped to a con-
clusion pauses'for a while only to express his belief

that none of her women could have done it.

eees]l am sure ‘

She would not lose it. Her attendents are

All. -sworn and honourable ~ they induc'd to steal
I & A

And by a stranger l No, he hath enjoy 4 her,

(II iv.)

Iron1cally,the husband has more faith in

his wife's women than/ner. He is all too 1ncllned to

Abelleve the worst of her.

Directly, after Iéqhimo?mentions the mole

under. her breast as a conclusive evidence 6f his having
. "(‘L‘/ ; .
enjoyed her, the dialogue between the calumﬁ%@tbr: and

the wronged husband is worth noting.

Jachimo : W111 you hear more 7, ' '
Posthumus: Spare your arlthmetlc- never count the
’ turns.
. Once, and a million !
Tachimo : I'll be sworn =
Posthumus: No swearing.
If you will swear you have not done't,you
you lie;
And T will kill thee if thou dost deny
Thou'st made me a cuckold.

(II.iv.)
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On the eve of his departure for Rome, when quthumus
- had put on the ring given by Imogen to be kept “'till.
yéu.woo eanother wife,/ When Ihogen.is dead,” he had
said addressing the gift:

'...ﬁemain, remain thou ‘here = -

While the sense can keep it on.

| (I.i.)
Obviously, Posthumus has now lost his

'gsense,'! He has fallegjvictim to Iachimb{s 'arithmetic'.
He has allowed higself to be a prisoner of ‘'consecutive . -

reasoning,' having lost his faith. .

Significantly, it is Pisanio who sees

the truth. - U

H

.essWhat false Italian - '
As poisonous- tongu'd as handed -~ hath prevall 4a.
" On thy too ready hearing ? i

0O my master!
Thy mind to her is now as low as were
Thy fortunes. .

(III.if)

As wé saw iﬁ the'preceeding chapter; Shagespeare seems
to be making the point that while those Qho are privi-
leged in society run into errors holding proudly to
their armour of self-sufficiency, it is the lesser ones

. a .
who retain a clarity of perception and ef perspicacity
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basis for society to return to sanity and health.

As for Imogen, on the other hand,ﬂit'is
again. significant that after having'asked her women to
'search for'a Jewellthat too casually/Hath left mine
arm', she seems to forget all about it. She would not
-be inclined to connect the dlsappearance of the brace-_ﬂ
let with the dubious visit of the Itallan. Her compla-'t

cency is indeed astonishing in the context of her

steely 1ntegrity. And later when she learn% to her ho-

rror and dismay,of her husband's accusation, ,she can

‘ oﬁly'think'of blaming some Italian women who must have

;

corrupted his mind. _
o f
...Some jay of Italy,
Whose mother was her painting, hath betray'd

\

(III iv. )

A

"

i

Like her husband, Sﬁé.toogis too

ready to believe the worst of him.

'
H
!

 Now if Iachimo, by the triumph of his
insolence and cunning, has brought the;couple to this
sorry pass; it must be recognised that he would havefﬁga

no opportunity to fenter the scene if it were not for



the queen who, in her self-aggrandisement, has brougnt
about a complete estrangement between the king: and hlS
daughter. The king does not see the ev1l that she is.
dA victim of appearances, he does everything at the
instance of the queen who is hell-bent on promotlng

the interests of her foolish son, Cloten. She has got
the king to banish Posthumus with the hope of seeing
Cloten galn the attention and W1n the favour of Imogen
who 'is now separated fnom her husband. Plsanlo, Posthu-"
,mus man and Cornellus, the physlclan know the evil she

is and would not truet her, even though they are out- ‘/

’wardly' deferential. She remlnds one of Lady Macbeth,
of Gonerll and Regan and dies of despalr ‘when Cloten,
puttlng “onthe clothes of Posthumus, ‘rushes out towards
Mllford Hayen in search of Imogen hoping to take for-

" cible posse381on of her and never returnS As Cornellus
“is. po 'put it in the flnal scene of the play.

Flnst she confess d she never lov d you, only

Affected greatness got by you,  not you,
' (Vov.)

Your daughter, whom she bore in hand of lov
With such integrity, she did confess .

Was as a scorpion to her sight; whose life,
- But that her flight prevented it, she had
Ta'en off by p01son.

(Vove)

«eeShe did confess‘she'had
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Fop you a mortal mineral, which, being took,
Should by the mlnute feed on 11fe, ‘and,
ling'ring,
By 1nches waste you. In which tlme she
purpos'd
By watching, weeping, tendance, kissing, to
O'ercome you with her show; and in time,
When she had fltted you Wlth her craft, to
’ to work
Her son into th'adoption of the crown;
But failing of her end by his strange absence,
Grew shameless-desperate, open'd, in despite
Of heaven and men, her purpose, repented
The evils she hatch'd were not effected, 80,
Desparing, dled. L

(Vov.)

| The evil that is the queen is drama- g
tlcally supported and reinforced by the ev1l that ‘is
Tachimo ta add to the physical separatlon of Imogen and
'Posthumus an appalllng psychlc dlsruptlon - a s1tuat10n

,lln-wh;ch an unmitigated darkness relgns for a whlle.
Both in their own ways represent the motif of appear%u; o
ance and reality. It is true that they themselveei‘do,
not see far into the future, but it is‘equaily’true/
that they succeed in keeping for a. con31derable while
‘their victims from distinguishing truth from error,

reallty from the semblance of it.

'In their confounded state both Imogen
and Posthumus find themselves trapped into unpredicta-

" ble circumstances, Imogen who has come to Milford Haven
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in the belief that she would be meetlng her husband
learns to her horror what he 1ntends to be done to her.
The solicitous ‘and clear-eyed Plsanlo gets her to put.
on the:guise of a boy, gives her a potion believed to
hring her relief should she ever be taken unwell .and
advising her to seek employment with Lucius,takes leave
of her (May the gods/ Direct you to the best!).
, | P

It so happens that she runs into Bela-
rias and hie,two boys whose hospitality she enjoys for
a while. It is significant that Belarius is the banish-
ed lord much 1/ike her banished husband and that the two
boys:are her!long-lost brothereﬁﬁﬁﬁi;he obviouely. can-
not necoénise and who do not recognise her.:Inogen and
the boys are drawn towards each other although they are
denied the knowledge of their true identity. There she
falls sick and taking some of the drug that, Plsanlo had
'glven her she swoons. The comatoze Imogen 1s taken as
‘dead and is given a sort of burial with flowers heaped
over her body. She soon revives, sees the beheaded body
of Cloten clothed in Posthumus' garment and’ jumps to
the conclu81on that Pisanio had forged the letters and

treacherously kllled Posthumus. - , 5.

\

Imogen thus:'can bepseen.to-gOgthrough error

‘\;to furthur error with the accentuation of the_motif of



appearance and reality.

Weeping on the suﬁﬁosed dead body of
Pdsthumué she is met with by Iumcius, who, as had been
so correctly predicted by Pisanio, proves to be a wel-
come benefactor and takes her, ofAcourse)as.the boy -
Fidele, into his service. It is as Lucius' page that

Imogen will finally arrive at the British camp.

Although Lucius is a good soul and
proves to be a god send for her, she is, to all appear-
ances, in aﬁﬁéﬁégfyfor she can have no notion aé{ to
her future. She believes that Posthumus has been foully
murdured and this can only mean an uncertain future for
her with no hope of happiness le;t. She has misread -
Pisanio's action and intention and is in a mist. She
ironically'proves the truth of her own wordsgspokenAon

reviving from her death-seeming slumber.

.+.0ur very eyes ' '
Are sometimes, like our judgements, bllnd,

(IV.iil)
Now if Imogen is inggrror_about her

~perception of Posthumus in Cloten and believes him dead,

. 80 is Posthumus in error in his interpretation of the
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bloody handkerchief.

Yea, bloody cloth, I'll keep thee;
for I wish'd
Thou shouldst be colour'd thus.

(V.i.)

He believes that Imogen is dead thanks to his own in-
structionsto Pisanio who without much judgement has

carried them out loyally. Both are .victims of appear-
ance and both find themselves in the vortex oftggsulng

battle,

‘It is important to remember that Posthi-
mus has had no occasgion yet to have any doubts about
Iachimo'sllpersuasions; However, in the ‘fgce of thé
seeminglyiincontrovertible progf 6f Imogen's deéth, his
heart softens and.he now is le& to take a lenient view
.of her dlsloyalty which now appears as a "llttle fault"
("You snatch some hence for llttle faults.“) He refers'
to her as "noble Imogen". Resolving to atone for - hls
conduct, he now decides to change sides and not to 1n—

fllct_wounds on his lady's kingdom.-

eeel am brought hlther b
Among th' Italian gentry, and to flght
Against my lady's kingdom. 'Tis enough
That, Britain, I have kill'd thy mistress;
~ peace!
I'll give no wound to thee. Therefore, good
heavens,
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Hear paltenently my purpose. I'll disrobe
me
Of these Italian weeds, and suit myself
As does a Britain peasant. So I'll fight
Against the part I come with; so I'll die
For thee, O Imogen, even for whom my life
Is every breath a death., And thus unknown
More valour in me than my habits show.
Gods, put the strength o' th' Leonati in

me!

To shame the guise o' th' world, I will
begln

The fashion - less wlthout and more w1th1n.

. (v.i.__>

We have quoted at length the
speech to make a few points. To begin wlth, Shakespeare
here lets us have a necessary gllmpse of Posthumus's
agonised and -chastened soul. If his earlier mistakenv
belief aoout her death nearly bridges the chasm that
had yawned between hlmself and his actions and repairs
his damaged faith in her and this 1nsp1te of there
. being‘no occasion or need to question Iachimo's procee-~
dings, Imogen's supposed death can be said to tbiumph
over her supposed unchastity by renew1ng the-flame of

her husband's love and relnstatlng her in his heart and

esteem.

And without an awareness of the
full implication of what he is doing, he sets himself
in opposition to the ways. (the 'guise') of the world

which values more the outer than the inner, more the
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appearance than the reality. His moﬁto " less without
and more within ".points to the spirit of inwardisation
that has set in and which is calculated, in tefms of
the drametic design, to put him on the path tQ'an in-

credible union with his resurrected bride.

We can now turn to what happens to lachimo
who was responsible for the ascription oflinfidelity to»
Imogen who, as we have seen, is now caught up as a con=-
sequence in a frightful mess. The Romans are on the
Bristish soil consequent upon Britain's refusal to pay@ﬁé’
tributes demanded.'Iachimo as the Roman general fights
the British forces when Posthumus, in the guise of a
poor British peasant, gets. the better of the Roman and
diserms him. This is a moment of/ humiliation for Iechimo
who pities and curses himself. The(striken conscience
for having maligned Imogen and wronged both her and Pos-
thumus weighs heav1ly upon h1m. He' s not hlmself Aé
Horatio puts ‘it in a different context he 1e oni& a
piece of himself. Shakespeare's perception of the moral
universe is such that for having deceived Posthumus,
Tachimo now is now[ﬁﬁﬁéﬁﬁéﬁ and made~to;pay,the-penalty
in being overwhelmed and beaten by Peethumus.who, un-
recoghised by the Italian, fights as a British peasant.

The heaviness and guilt within my bosom
Takes off my manhood. I have belied a lady,
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The Princess of this country, and the air on't
Revengingly enfeebles me; or could ‘carl

A very drudge of nature' s, subdu d me

In my profess1on ?

(Veiie)

If, thanks to Tachimo's knavery, Posthumus
had been taken in by the so-called evidence of Imogen's
disloyalty, it is ironically now the deceiver’ s turn,

0

to be taken in by Posthumus's appearance.

When in -the same.scene-Belaiius cries out:
" Nothing routs us but the villaiég} of our feers",fﬁé,/
without his knowing it, would seem to be laying an un-
errlng finger on the basic truth about the human situa-~
tion, which is that, 1n whatever s1tuat10n man failgjls
defeated by hlS ignorance, by hlS mistaken notlon of
thlngs which he considers sure knowledge. In our mis-
taken self—assurance we forget that we do not know
enough, that our knowledge is hopelessly flawe@ and

cannot’ gurantee a safe conduct through life uﬁless we

bare our bosom to the graces from above.

With his increasing reliance upon the powerg
of the unseen, upon a beneficent provi@ence, Posthumus
seems to be coming every moment closer to the truth, to

~the essential reality of the situation.

e...for all was lost,
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But that the heavens fought.

It is only when the"weil-meaning actors
in the drama have begun to realise their insufficiency
and the'inscrutable will of theidivine while giving of
tbéir best in the given situation, that the resolution

of the complex plot seems near at hand.

The supréme irony is that it is the

?
unjustly exiled) who turn the tide of the battle and

wronged characters (viz, Belarius and Ppsthumus ‘both

‘bring about the victory for the benighted king.

In this context the fOllOWlng dia-

logue between the two Brltlsh captains is 81gn1flcant-

i/
I
[

Ist Captain : Great Jupiter be praisedf Lucius is
\ taken.
: . 'Tis thought the 0ld man and his sons’

' were angels.
IInd Captain : There was a fourth man, in a'81lly

- habit, | .
That gave th' affront w1th them.'
' | (V.111.)
While they are being‘ excitedly

talked about, none on the British slde knows who they,
are, what their true 1dent1ty is, On the other hangd,
they know what they have done and ‘what they have done

the
it for. The complete ignorance on the part of victorious
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side about the idehtity of the heroes‘has a double

meaning. For one thing, it is a telling commentary:oh
the presumptuousness of human knowledge. For another,
it works for dramatic suspense, the final removal of
which in the scene of recognition and reconciliation

at the end brings about ah electrifying illumination,

-
~e
When,reach the last scene of the play

(V V), We hear Cymbeline speak

Stand by my side, you whom the gods have made
Preservers of my throne. Woe is my heart
That the poor soldier that so richly fought
eeeees  cannot be found.

e

To his query.: " No tidings of him ? "

Pisanio replies : He hath been search’'d among the dead

and’ 1iving
But no trace of him,

We know that Posthumua_ls_yery_much alive and maklng

in the eyes of '
“his appearance soon, Buv/ter tne klng and others he has

‘L mysterlously disappeared. The king shares the others'
ignorance about him, about his whereabouts. Nor does he

know - that among the people standing in fronthof him now,

are the exiled lord and the two missing princes., It is

they who have proved to be thégﬁ%eeryersof’his throneL
He sees them and yet does not know their‘true identity.
He' speaks to them in a state of ignorance and he does -

" not know it. Answering to the supposed infidelity of -
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Imogen, we have the supposed absence or non-exlstence
of Belarius, Arv1ragus and Posthumus even when they
are there. Cymbeline is still denled the knowledge
that he needs must have to be truly himseli and -happj.
ﬁut he is not af the very moment far from it either,

; Lucius's commendation of Fidele ( " Never master had/
A pageeso kind, so duteous, diliQent,/»So-tender over
his occasions; true,/ So feat, so nurse-like "y touehes~
a responsive chord in Cymbeiine who has eifeedy taken
to the boy and would like to grant hiﬁfwhatever boen
he may ask for.:The best iﬁ iﬁcius meets with the best -
in Cymbeline whelie fast approaching-the shoree.:of

knowledge. -

When Lucius thought that Fidele who
had"elready won the king's fa#our would new'work for
his master's release, Imogen's (Fidele) attention was
suddenly and understangably drewn‘towerds Iacpimo among
the Roman prisoners. Iachimo'was wearing thejaieﬁehd
ring he had‘won off Posthumus. She has ; quiék word _'f

with the king who demands to know how the prlsoner had

come by that rlng. Imogen S distractlon is mlsconstrued
_ v

by~Luc1us.

The boy disdains me,

He leaves me, scornes me, Brlefly die their
inva
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That place them on the truth of g%g;:.and
Why stands he so perpleg d ?
He cannot make out why Imogen is per-A‘

plexed' and he is hlmself perplexed, He does her wrong .
-~ to think that she scqrqﬁe him. The truth of the matter
is that her eyes are rivetted on the ring which she had
given Posthumus under oath never to part with it. Lucius'
mlsreadlng of the sltuatlon is of a piece with the
essential temper of the play where almqst'everybody'gets
everybody else wronge. New Cym?eline's accosting Iachimg,
is a means of glancing at the crucia} episode of the
play (namely, the ascription of‘faithlessness to Imogen)
and serves at once for revelation and reunion.

{

Iach;mo, already a victim of self-lacer'

-

-atipn, is truly his penitent self and‘sorrqwful;yﬂre-
counts the entire episode in thch, to win_éheebet. he
had made Imosen appear:unchaste end thus damqed hef';n
her exiled huéband‘s‘eyes. | /-

The peasant- looking‘Pos?humus can hardly
contain his revulsion and grief, Imogeh; not able tb |
recognise her husband, makes fun of ﬁis grief whefenpon
Posthumus strikes her without realising that he has

‘;gtruck Imogen.
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. Shall's have a play of thlS ? Thou scornful
page
There lie thy part. (Strikes her, She falls)

The clear-eyed Pisanio is the voice of truth:
O gentlemen, help |

Mine and your mistress | O,my lord Posthumus !
You ne'er kill'd Imogen tlll now,

(Vov.)
‘The veil of ignorance that‘had separated the céuple and -
fouled their relatlonshlp is W1thdrawn and W1th a shock
of 1llum1nat10n they come to know themselves and each
other. Imogen's appearance of a serv1ng_boy and Posthu:’
mus's peasant garb are only the oute£ symbols 'of. the,
alienaﬁion'aﬁd ignorance they have suffered from so
long. They are now revealed to themselves and to each

other 1n thelr true selves.

Nor is the moment of knowledge far off for
Cymbeline.

1

If this be so, the gods do mean to strlke me
To death with mortal Joy.

(V.v.)'
As part of the same'movemenf_of the dawning o:.
self-knowledge and mutual recognition,\Iachimo confronts

himself and is revealed to others and so are Belarius,

Guidarius and Arvirragus restored to themselves and to
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the king.

The blinding fog of ignorance and evil takes
R L
leave to give way t&;tide of knowledge and rejofbing,

The wounds ére healed.

What Posthumus says fo the restored Imogen
is symbolic of the Shakespearian view of the final si- -
_tuation  in its ehtipety. It is the view 6f;a:restored :
or resurrected organism foliowing a course'of near di-
saster and death.,' | |

Hang there like fruit my soul,
T111 the tree die.

Cymbeline's grateful acknowledgement of the
role of providence in shaping things towards the desired
end is an acknowledgement of the peculiar fallibility of
man- end his knowledge which,?ﬂﬁigugffgﬁ; than not,mis-

. guides.

Laud we the gods.
(Vova))

- Indeed, the supposed unchastity of Imogenjl
'is only one expressiong of the supposed sufficiency of
human knowledge which is more error than truth, more

mirage than a true haven.




" THE WINTER'S TALE

" Though Antony and Cleopatra - with Coriolanus - is
the last of Shakespeare's great tragedies,-it does not
represent the last stage in the artist's development.

It was followed by a series of plays, written apparent-
ly between 1608 and 1612 (Pericles, Cymbeline, The Win-
ter's Tale and The Tempest), which represent an effort
to give artistic form to a new symbolic conception. At
the heart of each of these plays lies an organic rela-
tionship between breakdown.and reconstruction, the di-
vision created in the most intimate human bonds ( and
more especially in the unity of the family) by the
action of time and passion and the final healing of
these divisions. Near the opening of each play - even
in Cymbeline, where the treatment of these central

- theme 18 partially obscured - a father loses his off-
spring through the excess of his own passion-driven
folly or through his involvement in a corrupt world.
The main action is devoted to the suffering and remorse
which follow from .this estrangement, and at the end of
the play the -lost child (.eees.), i8 restored to her
father's blessing and becomes an instrument of reconci-
liation."

.

" What we have quoted above éoints to the

heart of The Winter's Tale which is about the break-

down of the house of Leontes and the final bealxng of
§h18 breakdown. At any rate, this constitutes one amohg
the'many dramatic themes of the plé&. Shakespearean
plays, we must note here,rest not upon one'theﬁe but
they represeﬁt a cohesive or intqgrated strqéturing of
diversified themes and this is'so because Shakespeare
holds a mirror to life and life is so divefsified. The
situation in The Winter's Tale differs from what we

[
came across in the two plays we have ‘studied hitherto.

1

In each of those plays the action revolved round men
and women with no off-springs and not holding the key-

position in the dominion in which they live, or, to
10.'The Age of Shakespeare in The Pelican Guide to
English Literature, Vol. 2 p.257
"ed., Boris Ford
Pelican Books, 1973
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Frourd.
put it in a different way,/klngs and queens. In this
play the action emanates from the k;gg in relation to
his queen and the structure of the drama has been built
upon the theme of their separétion and final reconcilia-

tion.

How the disinfegration in the house of
‘Leontes sets in is of vital importance tq\bur - study.
WQ-do not have an Iago or Iachimo in Lhis play who are
evil incarnate and whose only task is to see others dis—
mantled. Evil has been presented in the person of Leons
tes. He is the personification (in the first half of
4thé~play) of the Qassion of jealousy. Leontes' Jjealous
disposition bringé in another important theme, the
theme of supposed unchastity, which is the focus of our

study.

Act I SCeﬁe IT gives us an account of how

/

Leontes and Polixenes were like brothers in. thelr child-~
hood and youth Comparison has been made to the lambs,
and we can take this to be dellberate.,Lambs or sheep
are known for their closeness. »5

" We were as twinn'd lambs that did frisk i' th'

~ sun
And bleat the one at th' other. What we chang'd
Was innocence for innocence; ..."

(I.ii.)
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This very closeness, we can take for grantqd; is the
reason why Leontes' jealousy comes tg-the forefront and
takes hold of him., He has already tried to persuade
Polixenes to stéy but, as we can see, his persuasions
have failed. On fhe other hand, at the request of Her=-
mione (Leontes has given her leave : "Tongue-tied, our
queen ? speak you") Polixenes changes his mind and de-
cides to stay longer. Hérein lies the starfing point of
the‘action in the play. Two things can be éeen to ema-
nate from the action of Polixenes. The first is that he
is “softf where the f&binine sex is concerned and the ~
second, it fans the flame of Jealousy already burning
within Leontes (he having failed)hié wife hgs succeeded
and he and Polixenes being what they were in thedpast).
From this time onwards every liétle gesture of Polixe-
nes and Hermione serves to confirm what has already
beeh suspected or im@éined to be true by Léohtes.

/

/
i

"...(Aside) I am angling now, ~F
Though you perceive me not how I glve line.
Go to, go to !

How she holds up the neb, the bill to him 1|
And arms her with the boldness of a w1fe
To her allowing husband | "

- ’

(T.ii.)

“the
The final conflrmatlon comes when/ news

Oonve ed
of Pollxenes and Camlllo <] fllght is te&é to Leontes.-
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"How blest am I

-In my Jjust censure, in my true opinion!
Alack, for lesser knowledge! How accurs'd
In being so blesti.,.

(I1.i.)
The ensuing reaction to this is the im-
prisonment of Hermione. Her fate is sealed and she has
thereby become an unchaste woman (as far as Leontes is

concerned) and eveh the child she bears is 'taken to

be a bastard.

The Winter's Tale, is ahong other thinsg,
a psychological stﬁdy of thevproblem o? evil innate in
man. This particular problem has been directed towards
Leontes yho is a victim of the passion of Jealousy,
which in itself is evil. Evil i? necessarily there in
the humasn situation, it is present in everybody and
everyone 1is capable of doing - evil. In Leoqtes'_case'
the most..probable cause of his jealousy'is.thé :ememb:ance_
of the childhood tie between himself anleoligenes:‘The
éxchange of "innocence for innocence" which is only po-
ssible where there is no sexual awarenessg is still pro-
minent in Leontes., With the awskening of sexual aware-
ness and the opening up of fhe mind.t6<the vést complexi
‘itieé of human existence the exchange of "innocence for

innocence" is no longer possible. Leontes is blind to

this fact and thereby his mind is turned the other way
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when Hermione succeeds in making Polixenes change his
mind. He is jealous of his friend, because where he has

failed as his friend, his wife succeeds.

. ~ It has been said man is a eocial animal
and he needs-to love and be loved. The-need'for love is
realised through companionship and union with woman, and
the outcome thereof. We see in the Book of Gene31s how
God wants the man he has created to have company and how
he c:eates‘the woman for his company. “We also see how
the woman becomeé'the temptress and leads to his fall.
So we—see even in?ieligious accounts, of the creation of )
mah,j%ﬁngole woman plays in man' s life. As a matter of
fact,even the most robust and energetic of men needé the
company of women. MoreoVer, thefhatrimonial tie binds the
‘relatlonshlp between a man and a woman more closely and
the object of love is also the object of hatred. ThlS is -
so because of the fean which is a dooinant characteris-

’
tic.of human beings. The fear in the oase'ofﬁLeontes

t

pertains to his wife,Hermione, giving out7her love to
Polixenes. This fear turns into jealouey the moment Po-
1dxenes accepts the invitation of Hermione, Moreover i
the fleeing of Polixenes and Camilloagwho is .ordered to
poison Polixenes) serves to strengthen what has already

.. been accepted to be true by Leontes.
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'Man has likeness to God. He is capable of dping good.'
This cabability of doing good is howeyér simultaneously
counteracted by the desire or the power to do ill. Thus
we s8ee how man is a created contfadiction in himself.
The power of the mind of man is infinite and thereby he
is capable of infiﬁite good or ill, In the case of Leon-
tes}since'he lets Jjealousy overrule his goqd sense the
outcome is devastating. Hermione is ordered‘to'be im-
prisoned, and her igsue, the king's own daughter, is
abandoned to die ip-the desert of Boheﬁia. The outcome
of his jealous disposition is felt by all his household
and by his subjecté. We have seen how Camillo is obliggd
to flee. This is not :all = Antigonus who has taken

charge to consign the child " to some remote and desert

/

place,” too suffers death.

- The sending for the oracle of Apollo is
also of significance from the point of viewiigf' the
monstrosity of heights Leontes' jealousy hasfrisen to.

In the court of justice we see Hermione tried. The con=-

. tents of the oracle aré also unfolded herej:

' 'Hermibne - is chaste; Polixenes blameless; Camillo
a true subject; Leontes a jealous tyrant; his innocent
babe truly begotten; and the King shall live without an
heir, if that which is lost be not found.' - but the

reaction of Leontes is contrary to the general belief.
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There is no truth at all i' th' oracle.
The sessions shall proceed. This is mere
: falsehood.

(III.ii.)

Here we witness how man tends to stay firm
in his own belief even when the truth is let knbwnv to
him., In fact it exghpiifies the pitiable‘insecurity of'
man's knowledge, and the stubborn clinging to it. One
would not be wrong to suggest that Leontes sends for
~the oracle to aid pim.in his conviction. When the oracle
turns out to be %he otherwise, he even goes to the ex--

_ tent of condemning it as mere falsehood.

.Evii which is necessarily there in,the hu-
man situation.disrupté the smooth{running of normal hu-
man life. As it is, human knowledge is ver&hinseggre
where a fellow human being is concerned. The#e wis no
" I know him very well," between any two persons. We

have hitherto hinted how infinite the miuman mind| —

i
i

") can be but with evil taking possession ofi it, it
becomes very hard indeed for one to know another thoro-
ughly or very well. If the reverse'wsrte the case, no drama

f

would have been conceived in terms of*such husband-wife -

relationship as we find in The Winter's Tale. Leontes
wouyld | have known the truth had his eyes and good sense

been not blinded by evil. Between Act I and Act II the
\ C ' '



the passage of time is not mentioned. Act I ends with
the flight of Polixenes and Camillo. In Act IT Scemne I
we are told of how the'pregnancy of Hermione has started

showing physically.

She is spread of late
Into a goodly bulk, Good time encounter her!

(I’I.i_.)

!

We can see how impossible the situation is for the child

to be a'bastefd. Nevertheless, Leontes' . conviction 'is

...Take up the bastardi ‘
Take t up, I say; give't to thy crone.

B (II iii. )
/’,

Shakespeafe has indeedjtfied to'show how man's
reasoning_and goodsense can be clouded by fhe:operation
of evil and how he can;be blinded by his false persgasien.
On the one hand,~he has given enough ﬂints'thét tﬁé child
could not have been born of'adultery.'On the/othef hand,
there is evil operating in Leontes and cléuding his rea-.
.sonlng and in his fatal sense of self—sufflclency, hej
takes to be true what is patently false. The triumphing
of evil is devastating. The child is left to die in the
. desert ef Bohemia and in the process Antigenus and 4&all

‘ o N .
those ¢aboarct the ship lose their lives. Mamillius in the
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meantime has died of grief. The death of Mamillius is

the turnlng point in the action of the play. Hitherto

Leontes/only belleveg himself without paylng heed to

others. Mamillius' death lifts. the cloud sorrounding

his reasoning andAhe awakes to the truth of the matter,
Apollo's angry; and the heavens themselves
Do strike at my injustice. A

(IIi.ii.)

ShakeSpeare has d1verged from the earlier
comedles in which only the llghter and relatlvely tri-
vial side of life is portrayed without bringzng in the ’
explosive and aiarming aspects of it.ihs it is,'life is,
a compound of.both. This divergence is to.be seen~in The
- Winter's Tale where evil is allowed to play its part in
the household of Leontes. Evil has time and again ‘been
dramatised by the greatest of dramatists. Ghristopher~
Marlow the greatest among the forerunners of Shakes-
peare, .has dramatised the force of evil.ln Dr‘ Faustus.
Evil has been personified in the character of Mephlsto-:n

philis who ultimately leads Faustus to hlS own des~

truction. The primary theme of this play is omnipotencef
which Faustus seeks to attain through‘black ﬁagic. We i
see how after he has secured Mephlstophllis to ald him,

all his endeavours to do good, turn the other way. Thls |

is because he has sought the powers of evil and not



~of good, Echoes of ‘hell resound throughout the play

e ——e

. U
which dramatises the power of evil,

In The Winter's Tale the situation is
no doubt different, but still it pertains to the drama-
tisation of evil. The action in the play emanates from
the preéence of evii in the human situation. Evil has
a hold on Leontes and it has been presented in the form
‘of the passion of jealousy - insane and unacoountable.
The Leontes énd Hermione story constitutes the main
plot. We then have the sub-plot constituted by the Per--
dita and Florizel story. These two stories have been ’
1ntef&1ned 1n such a way as to dramatlse llfe 8 - com—"
plexitles, to shed llght on the tremendous ambigulty of

~ the human situation and to brlng about harmony at the

end.

i

Perdita who has been abandoned to die
is rescued by a shepherd. bhe is taken to be ;he duu-
ghter of that shepherd. bhakeSpeare no. doubt has created
the situation in such a way that her true identxty when
revealed will have perceptible physicalipfoor to it. The
sub-plot or the Perdita story serves to!complicate the§
main plot. It sustains the main plot and paves the way
for the final reconclllatlon. Before the reconciliation

-~ is effected, a string of incidents follow paving the

i
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way for it. These incidents serve to complicate the
pldt. Moreover, we have seen how Hermione at the sugge
estion and with ﬁhe aid of Paulina feigns death. This

is also an important device used by Shakespeare to dra=-
matise the motif of seeming and being, ‘of appearance
and reality. The audience (because the play is primarily
meant for acting) is left wondering how the compllcatlona

going
are/to be resolved in the final reconciliation.

The Perdita-Florizel relation has been
imbalanced in thé_sense thatAPerdita. until the final
resolution of the crisis, is apparently the daughter of
the shepherd.'This brings in the complication in the
sub-plot, The love between her and Florizel cennot be
approved by Pollxenes, for it is sgainst the practice
prevalent among the royal famlligs. In Perdita traces
of her royal birth can be discerned but it lacks the
refinement of the civilized cultqréd bourge&isgé. The
contrast between court sophistidation and éigplef,life

can be seen very ﬁowerfully in pastoral Bohemia. This

contrast aids in complicating the sub—plqt and also in

paving the way for the final reconcili?tion.'

In the sheep-shearing ceremony organized
by the supposed father of Ferdita there ensues & debate
between Yolixenes and Perdita on the familiar Renaissa-

nce topic on the relationship between-nature and nur-
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ture, natural simplicity and human civilizing improve-

ment, initial nature and completing grace,
__ﬁgge‘gebate indeed hae;direct bearing on
the evil whichiﬁEEZQNEe Leontes. Shakespeare brings out:
the fact that evil is necessarily there in th¢human si-
| tuation. Leontes is the King of Sicilia and he is suppo-
sed to have that "completing" grace but on the contrary
we find that he is capable of thinking and!deing evil,
¥he same can, in a different way, be applied in the
case of Polixenes. He symbolizes c1v111z1ng 1mprovement
without the grace of nature. He confusnp love with the
apparent civilizing improvement of Court life. Innocence
that is poesible only in infancy is confused by both

Leontes and Polixenes, . 'f/
. !

On the other hand, we have the relatlon»
between Perdita and Florizel. This relation acts as a
counterpoise to the relation between Leontes jand./Her- |
mione. The presence of Polixenes ;n the sheepishearing
ceremony brings this out very vividly. He isja represen-
tative of the older generation'and also.of the Court.
The relation that he sees between a_maﬁ and a woman is
based upon rank in the social set up. This belief is
counteracted or repudiated by éhe Perdita~Florizel re-

lation, which is based not upon socia; rank but upon



the understandlng of the human heart. Perdlta is awaré

of thelr differences in the social set upe.

eeosyour high self,
The gracious mark o' th' land, you have

- obscur'd
With a swain's wearing; and me, poor lowly
maid,
Most godese-like prank'd up. But that our
feasts

In every mess have folly, and the feeders
Digest it with a custom, I should blush
To see you so attlr djece”

_ (Iv;iv.)
and

' A prehend ‘
Nothlng but Jollity. The gods themselves, -
Humbling their deities to love, have taken
The shapes of beasts upon them: Jupiter '
Became a bull and bellow'd; the green Naptune
A ram and bleated; and the fire-rob'd god,
Golden Apollo, a poor humble swain,
As I seem now, Their transformations
were never for a piece  ,of beauty rarer,
Nor in a way 8o chaste, since my desires
Run not before mine homour, nor my lusts
Burn hotter than my faith.

(Iv.iv.)

!
i /

Now, Elorizelvtalkslof howviheﬂwGods
humbled themselves to enjoy theirllovers whofwere below
their rank. in his case it is not only the desires of
the flesh but love or "agape" as the Grégks_would put 1
it. in thé case of Leontes aﬁd Hermiéng love was therei'
but not to that extent which is to found in the Perdita
. and Florizel relation. Leontes overrules his wife with

his passionately jealous, disposition and he is blind to



all other things. Even the verdict of the oracle is put
~aside because it does not aid in confirming what he has

already elevated to the status of certain knowledge.

The Perdita~Florizel relation drama-
tically suggests what the Leontes-Hermione relationship
has lost and what iﬁ should have continued to retain.
As we have said before, the former is base@ upon mutual

understanding or "“ agape. "

' Thou dearest Perdita,
with these forc'd thoughts, 1 prithee,
darken not '
The mirth o' th' feast. Ur 1'll be thlne, ny fa1r,
Ur not my father’s; for 1 cannot be
Mine own, nor anythlng to any, if
I be not thine. To this 1 am most constant
Though destlny say no.
Lift up your countenance, ;as it were the day
Of celebration of that nuptial which -
We two have sworn shall conme,

(ly.iv.)

The steadfasfness of thi§figye”_isA
brought to light by the above passage. The tgoncluding
three lines are remarkable in the sense thaﬁ they bring
about an atmosphere of positiveness inéwhat ever Flori-
zel has said before. Upon the love of Perdita and Flori-
zel an external fqrce impinges in the person of Polixe-

nes (Florizel's father). The intervention of Polixenes

" in the affairs of Florizel marks the climax of the
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actlon in the sub-plot. This can be taken to be the key

to the final resolution of the crisis. "When Polixenes,
with his sneerlng description of her as. 'worthy enough
a heardsman,*' accuses her of enticing Florizel to debase
hims€1f and threatens her with torture, her reply is a
?@&&% acceptance of the implied challenge:" 11

AN

«sol was not much afeared; for once or twice
I was about to spesk and tell him plainly
The self-same sun that shines upon his court:
Hides not his visage from our cottage, but
LOOks on allkeo X {

L N NN
Beseech you, ‘
Of your own state take care. This dream
of mine -
Being now awake, 1'll queen it no inch farther,

But milk my ewes and weep.
(IV.iv.)

. Once again we encounter Hermione in the'
person of Perdita, who calmly accepts her lot. Before
Leontes sent Hermione to prison, we have seen how calmly

she accepted the sentence.

There's some ill planet reigns.
I must be patient till the heavens look
wlth an aspect more favourable.

(II.1.

On the other hand, we‘havelFlorizel who is
a sharp contrast to Leontes andvfolixenés. They, as we

have said, represent the society clusteringﬂaround the -

Court with its vain and ceremonious grandeur. Florizel

product -
is also a desendent of this society, but he is true to
11. Shakespeare: 'The Last Plays' in The Age of

Shgggspeare, pe271
g Pelican Guide §g English Literature.



his feelings.

Cam, : Be advis'd. »
Flo.: I am - and by my fancy; if my reason
Will thereto be obedient, I have reasonj;

(IV.iv.)

Florizél can be said to'represent the pro-
duct of nature and nurture in the truest sense of the
termse A human being is capable of differentiating be-
tween what is bad and what is good, and he”also possess-
es the power of suppressing the evil in himland he who
does éo is a product of nature and nurture exemplified

e

in Florizel.

esosCamillo,
Not for Bohemia, nor the pomp that may

Be thereat glean'd, for all the sun sees

or
The close earth wombs, or the profound
seas hides

Ln unknown fathoms, will I break my oath
To this my fair belov'd..

(IV.iv.)

?o Polixenéa‘the-action of,Floriﬁél natura- .
11y is an act of revolt. On the other hand,:;t is aniact
6ngentlemanliness which is a product of nurture., He has-
promised fg marry rerdita and.cannot b§°§k1the oath he
has made to his beloved. We also see,hdw Florizel hasi
made use of the word "pomp," which signifies 'Wordly
vanity.' | | |

. The action of Florizel in defying his father
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‘Polixenes is of vital importance in bringing about the

final resolution in the drama. This act makes them flee

Bohemia and the scene shifts back to Sicilia.

A

the-
Now, comlng back to/heontes-ﬂermlone sto-

ry,we have seen how the death of Mamillius brings Leon-
tes back tq his senses. But the plot demands that the
complications be not resolved.then and‘there,-for that
which is lost has not been‘found. Moreover, the feigned
death of Hermione serves to complicaté\the plot all the

more, We see how,beontes repents:

Apollo, pardon * '

My great profaneness ‘gainst thine oracle. b
- I'1l1 reconcile me to Polixenes,

New woo my queen, recall the good Camillo -

whom I proclaim a man of truth, of mercy.

/ (I1x.ii.)

But this reconciliation is not to comevabout,until the
passage of sixteen years. ‘

. Turning back to the Perdita-Florizel story.
we see how they éscape to Sicilia. 1n this act they are
helped by Gamlllo who in turn helps himself, for he

shall. “tell the king : . » {
Of this escape, and wither fhey are bound;
wherein my hope is 1 shall so prevail
To force him after; in whose company

4 shall re-V1ew blCllla, for whose sight
1 have a woman's longing.

(IV.iv,)



Camillo's act can be seen as one of enlightened selfish-
ness, He thinks not only of himself and how he can best
av;;T7zg?the circumstance but also of how the troubled
and bewildered prince and princess could be restored to
their estranged parents in an atmosphere of joy and
thanksgiving. The occasion presents him with the‘ rare
opportunity of combining his self—interest with the se-

cnrity and well-being of the hapless lovers.
. ° ’ ~.

w' At this point'we come'tc the last move-
ment of the drama. Everything 1s ready for the final re-

e

solution. Perdlta and- Florlzel present themselves before_
Leontes W1thftneir "make~believe" greetings from Poll-i4~A
xenes. Here too Shakespeare uses'another dramatic.tech4

- nique to heighten the final reconciliatlon. He introduces
Polixenes and Camillo as a dramatlc counterp01nt_g to
Perdita and Flcrlzel..Thls in turn helps to clarlfy the

true status of Perdita. "That whlch is lost" has been -

found. Hermlone who has so long feigned death is restor—

7
!

ed to Leontes. ' ' /

) _ " Thus we' have come a long way from a vio-
lent disruption to a blessed union, from .folly to know-
ledge. We ‘have been introduced to and-conducted;through
a saga of human experiihce spanning the whole gamnt of'
‘error and blunderings, of self-correctlon and self-know

-ledge, of egotism and altruism leading finally up toA
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a healing of sickness and an open-eyed recognition of
the need for the direction of the heavens to. rescue
man from fhe pit of error into the suﬁshine of truth

and fulfilment.

_ This whole idea come; through clearly
in the final speech of bebntes who now functions to his
full potential;'

'...Let's from this place.’

What! look upon my brother, Both your pardons.

That e'er I put between your holy looks
My 111 suspicion, This your son-in-law,

And son unto the King, whom heavens directing, -
Is troth-plight to your daughter. Goo aulina,
Lead us from hence where we may leisurely

Each one demand and answer to his part
Perform'd in this wide gap of time since flrst
We were dissever'd. Hastily lead away.

It should be /clear, that, the human .
drama with its grim tragic potential and actual tragic
happenings (namely, the deaths of Mamillius and Antigo-

- nus) issues from the one single act of Leontes' attri-
bution of unchastity to Hermione, from his in?ané,per—
ception of an evil in her when the evil lay in him, took

posseséion'of him and distorted his vision and action.

Alienated from himself, Leontes does
not recognise his true self. He projects his evil on the
world around him and sees evil where there is none, while

remaining blind to the evil within himself.

i
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Thus, the appearance becomes the reality-for him. Reason
proves fragile and passion overtakes and.suoplanfs it.
And this triggers_:he whole chain oflevents that the
play spans within its ambit. |

The Leootes-Hermiose story gives rise
to the Florizel-Perdita story. One necessitates the other.
The supposed unchastity,of Hermione.leads<op to her sup-
posed death, to the actual death of her song‘to the'fli-‘
ght of Camillo and Pollxenes, the supposed identity of
Perdita, the ‘death of Antigonus, the commotlon 1n Bohemia,

the fllght of Florizel and Perdita, as,fleeing outlaws,

to Sicily and the eventual resolution‘of errors,

| The insolence that makes Leontes mis-
‘ take seeming for belng causes him flrst to. condemn géé
queen as unchaste, then to take her as dead and finally
as a statue, Hls dangerous SOllpSlsm and allenation
_from knowledge ‘causes waves of uncontrollable upheayel
not only in his own kingdom but even in Bohemia.ﬂgis in~-
security of knowledge-turns out to be the author not
| only of his own insecurity of happlness but also of the
mounting insecurity of another royal household, in other

4words, 0of the rest of the world.

What needs to be equally recognised

"is that within this framework created by the enormity .
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of benighted human insoience, Shakespeare dramatises a
whole range of human experiance bringing into pla& the
forces of good and evil, the workingé\of-motives 'aqd.
intentions, of loyalty, selfishness and deceit, of na-
ture and nurture, of human follies and divine providence.
in the event, through a maste:ly and comprehensive ex-
ploitation of the motif of appearance and reality,
Shakespeare pulls off a pro;qund illumination of the
eternal human_situation; complex and many-faceted and
ever»tragedy-prone because of the potential for error -

and evil within and outside man,




CONCLUSION

, "Shakespeare's last works are written from
a consciousness. of the eternal which reflects itself in-
to a new emphasis on arts of designs, such as embroide-
ry, carvings, and Hermione's living statue, with religi-
ous impressions of oracles, chaples, temp.-es, sacrifice,
and incense; and, too, an especially sacramental appro-
achz to nature, as in the emphasis on the 'fire robed
god (IV.iii.295Apollo and his plot directing oracle, to-
gether with the fertility-festival, in The Winter's Tale,
and the pagan sun-worship of Guiderius and Arviragus in
Cymbeline. To withhold the mystical sympathies demanded
is to shirk the first duty of interpretation. Eventually
the resurrectio;i of Hermione must be considered the most
strikingly conceived, and profoundly penetrating, moment
in English Literature." 12 ! ~

Indeed, an inward integration of 1life

nature, art and the supernatural which secures an assur-

e
-

ed transition from .error to truth, from blunderings and ' |

ignorance to knowledge is true not oﬁly of plays 1like,

Cymbeline and The Winter's Tale but also a play , like

Much Ado About Noth;ggAwhere the Church as a representa-
tion of art and an aspiration fo; the aid and guidance
of the supernatural plays a key role., It is}in the supra-
rational, mystical aura of the Church and tﬂrough the in-
tervention of the priest that a death turns }étoarébirth
or resiiTrection and a dead faith is rekindleé. Hero fai=-
nts and sgpposedly‘dies and finaliy‘rev}ves.lﬂer texival
not oniy qbincides Qith but is prepared; for by Claudio's
revived faith. B 3’

N indeed, it is important to recognise that
~. in each of thé three plays we have discussed, the . final

12. The Shakespearian integrity G.Wilson Knight,
in Shakespeare Criticism (1935-60) pp. 198-99
ed., Anne Ridler, Oxford Paperbacks, 1970.
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reunion is made possible by remorse and inner suffering
on the part of the man who, in a state of 1gnorance,

was guilty of false attribution of falthlessness to hls

woman,

_ Caught up in the externals of life
man errs in his judgement and gets caught up in a whole
'chain of wrong-headed and suicidal actioes..Without his
knowing it, he lets his reason be obfuscated. 1t is only
when by a yet-to-be understood providential beckoning,
he is set on a course of inwardlsatlon, of looking deep—
er and deeper into life, of developing an ever—growlng
ingight from an integrated vision of life and nature and
" the mystlcal over-arching scheme of things that his rea=
son is cleansed of its erroneoueness.-The clouds lift
and the truth that had been cori/cealed‘ behind them comes

Yo light again.

v
i
i

/

Thls is precisely what Shakespeare has
sought to dramatise in Much Ado About Noth1 R cngellne :
and The Winter's Tale. And he does it with s&eh specta=-
cular effectiveness by seizing uponva-variatlon of the
broad motif of appearance and realityi Now this variq-
tion is the inability to see faithfu}ness where it ie
there, and to misconstrue it as unfaithfulness,

In the Introduction we noticed how the

early Renaissance'belief'in the sovereignty and invulne-
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rability of reason gave way to a growing .realisation ofl'.
its.vulnerability and precariousness, It came to be re-
alised how flawed reason was. And thi; realisation was
hastened and accentuated by a revolutionary'change in
man;s conceptiqn of his world and of the universe of
which his world was a miniscule pait. The new world-
view as heralded by Galileo and Copernicus displacing
Ptolemy's geo-centric world-view served to thfow man's -
ideas about himself and his world into utter confusion.
The security stemmlng from the'éense of-his being placed
on an éarth-specially created for his well-being and the
 consequent feeling of his being looked after by his so=-
licitous' maker disappég;rgd giving rise to a painful
insecurity of his status, his knowledge and his bearing.

/ - ‘
The comfortable and snug feeling of be- .

ing close to God who emsured man's muéh-needgd, security
' 4 3 '

was replaced by an immggurable sense of being whirled ‘

round in a voxd where God was hardly vigible and the

earller God—man relationship was a thing of the past.,;

I

This altered scheme of thingé generated
SCBpthlsm, pessimism, a nagging sense of the relativity
dubiousness and ambiguity of perceptlon and knowledge. ft
explalns the ubiquity of a sense of the unstable and
cheracter

-'undependable/ssasas of human status and knowledge that

colours much of bhakespearlan drama. It is this phenome-



-86-

non that can be seen to inform and inspire such observa-

tions as that of Gloucester in King Lear: "As flies to
wanton boys are we to the gods/ They kill us for their

sportg.”

v It might be pointéd out that man is ba-
sically imperfect; which means that his knowledge is im-
perfect too. And this imperfection explains man's fre-
quent blunderings and waywardnesses. While épis is true,
the fact that stares us in the face while ekaﬁining the
Shakespearian intellectual cliﬁate is tﬁat the changed

world-view, althoﬁgh not officially accepted.yetf had

| bred an unprecedented nature of unrest and uncertainty |
in man's mind because of the altered perception of his |
place and status consequent upon the displacemen ’

/ o
earth from its earlier primacy and centrality of positi-

t of the

on in a limitless universe where it . is now seen as Just
- one aﬁong the innumerable heavenly bodies’gofnglﬂfound
and round. There is peither the Calvinistic‘depefminism'
or an epicureanism which is snother brand of animalism.
Not that the mgdieval world-view had ceased ?6 have any
influence. Thevfggt is that they existed;side by side
and that the earlier complacency was qus£antially modi-|
- fied by a newly-sprung and powerful scep;}gism. And as.
the most sensitive literary artist of thé age, Shakes-

‘peare could not but have responded to and reflected the_



complex spirit of the times.

- Thus the notion that man is often in
a 'mist' in a quandary, in a blind alley, that he is so
vulnerable to the assault of unreason and error got pe-

culiarly intensified.

And this perhaps éxplains, as we have
suggested earlier on in our discussion, why Shakespearé,
again and again exploits the motif of seeminé'and being.
This motif is worked powerfully in the dramatisation of
the woilds of Hamlet, Othello, Lear and Macbeth and it .
provides the pith and substance of Measure fgr'Mggsgrg,
among,othgr plays. '

Benedick says: "....for man is a giddy

thing, and this is my conclusion." (Much Ado_About Noth-

ing, V.iv.) and Puck exclaims in A Midsummer Night's

Dream : "Lord, what fools these mortals be!“ (III ii.)
Thus by a profoundly 1nsightful explo—

1n—t"ﬁ\'1’a‘ys under discussion
itation of the theme of supposed unchastltxh ShakeSpeare

simultaneously brings out the agonisingly unstable cha-
racter of man's knowledge and underlines the indispen- ;
sable aid of the divine order in bringing order out of}
chaos, effecting a joyous restoration of relationships

and shedding illumination upon the human situation.

In the course of our analysis of the
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theme within the plays‘ framework, we have notlced how
while the major characters give ev1dence of an all too
easy susceptibility to error and to be led by appearan-
ces thereby bringing on a crisis and gradually deepening
it, fhere stand out some lesser characters who remain
clear-eyed and who by active good will and dynamism help
to retain our faith in human goodness and assist in the
process of reconciliation and reclamation. Such ézgthe-

Friar and Beatrice in Much Ado About Nothing'when‘Hero‘s

integrity is in question and such are Pisanio and Corne-
lius in Cymbeline and Paulina and Camillo in The Winter's
Tale. They form a precious fraternity in Shakespeare'“
along with such other characters as Kent in King Lear
and redeem our faith in humanity. Constitutiﬁg‘thé bed-
rock of unwavering loyalty and altruism, they are a re-
minder that as long as they are there; man has a future

as a social being however befouled the relatlons ‘may

have been because of follles.

And this apart, there are the chances
&ﬁﬁ:ﬁﬁﬁly
or accidents |so, but essentially providential. when
truly understpod, which assist in the process of reunion
Ty’ stripping the blinkers off the face of the blundering
man and confronting him with the truth about himself

and his situation.

Such are some of the characteristic



attributes of Shakespeare's sovereign art as it operates
in demonstrating how fallible and se;f-Opﬂgﬁated we are,
how we work to our near~destruction and how we can be
e#entually restored to reason and good sense by some
mortals whom we neglected or ignbred in our sense of self-
sufficiency and self-importance and also by an over-arch

-ing providence we had lost sight of.

L.C.Knights says: !

"Love is that without which 1life
is a meaningless chaos of.competing esotlsms' it is the
condition of intellectual clarity, the energising centre
from which personality may grow unhampered by the need
for self-assertion or evasive subterfuge; it is the solﬁ
ground of a. genulnely self-afflrmlng llfe and energy.“

And a&se‘Wilson Knight observes:'

: .~ "In making women strongest in
love and men %n action, Shakespeare is the voicg for a
deep truth.

Hoﬁ penetrating and true these séatements are
can be easily seen when we realise how chaot%c and’ obtuse
the lives of Posthumus, Leontes and to a lesger extent of
Claudio turned out to be when evil had entered their
world and rendered it empty of true love. An insane ego-
tism and self-assertion, a blind rage made a travesty Bf

love. Besides, in the face of the passionate blunderings

of their men, the women remain steadfast making it possi-
13. Some Shakespearian Themes, Chatto and Windus 1966.

p.118.
14, Shekespearian lntegrltz in Shakespeare Criticism
G.Wilson Knight, 1955-1960
ed. Anne Ridler, Oxford University rress
p.178. 1970
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ble for the benighted men to realise theirierrors7to be
themselves aéain in é‘freshly sané climate éf réstored
and deepened love, Thé treatmept of fﬁe theme under re-
view thus brings into sharp focus the importance of love
as "the sole ground of a genuiShly self-arfifming life
and energy,“ man's proneness to near-fatal error of
pe;ceptipn and action where love has been displaced a?d
the iron integrity of the maligned women and of -some
not-so-important characters éventually»succéeding in

clegring man's mind of unreason. The rble of a directihg)

though unseen, providence is of even greater relevance. -

It can thus:be argued that the theme of
supposed unchastity is taken advantage of to work out

this plenary vision.
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