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'ABSTRACT LT

"iThe poetic styles developed in the‘short poemvin England during
the sixteenth.centnry contribute materially to'the greatvachievenents.of
lateiElicahethan draﬁa;.particularlylpoefic.tragedy. Recent acholarship‘
and criticiam has demonstrated th centrality of the plain style in ‘the
short poem; the plain style is al?i central to poetic tragedy.

Sir Philip‘Sidney in the expoSitory-prose of the Defence otf
Poetry defends each of the two 1yric styles, the eloquent and the plain,

in equivocal, even contradictory, terms. Fulke Greville, First Lord

Brooke, in the dramatic verse of The Tragedy of Mustapha reconciles the

two styles and relifs e;pecially on the plain style to temper the 'high
astbundingcterms of the Elizabethan high style. ‘Mustapha thus"
achieves a sinple grandeur and succeeds in'stirring the enotions of ,5
'admiration andkcommiseration' thatASidney,;reasserting~ancient_

'principles,.claims arevthe-appropriate effects of trggedy;

Though‘less ‘explicit and more subtle'than Greville, Shakespeare -

aims at similar tragic effects. In The Tragedy.of king,Richard the~Second'

/

he brings history and tragedy together by presenting the action on several

' levels of style and by 3udging that action, 'in -one important stretch
(II i, 1- 146), from the perspective of an urbane plain style. The

vnative'plain style records the'attitudes and feelings of an old and

rigid order that finds its voice especially in "the Duke of York 1A more

subtle plain sth- and an elaborate eloqu .ce delineate the very personal

- interests and ﬁeeli &S of Bolingbroke @&nd Richard. But Shakespeare gives

Ed

John of Gaunt a:styleﬁ}hat;isscapable o _eloquent‘énd even metaphysical

v ‘ | E X :
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understanding without losing a forthright plainness.‘ In developiﬁgia4
style that registers the moral order, connecting individual actions with
the life of the nation and both of these with larger religiOus values, - B ' % B

’

Shakespeare discovers a style capable of tragic effects. In certain
Jexperiments‘with the heroic couplet and with a modified high style,
:Shakespeare tries to sustain these effects in the actions of Bolingbroke
and Richard but though Bolingbroke and Richard are aware of the woe of ’
their actions, they are not sufficiently prompted by wonder to be;v.
tragic. Richard 17 is thus apprentice work. - |
» ‘Woe and wondgr ‘are at the ‘heart of Macbeth and are the achievement
of a mature sense of style and: form The crises in the action, the i i : {
‘recognition scenes, ‘are ma;Ked by a profound gense of wonder.
Shakespeare employs the grand style and the eloquent style to register ‘ , S
Macbeth's high political aspirations and his intense personal desires“
\‘! But it is the plain style - logical ins structure, direct in statement;
flexigle in'rhythm - that records Macbeth s full understanding of the
‘ human and spiritual order he violates., Macbeth destroys his own soul

byarepudiating what is central to our humanity - the plain interdictions

of our common language. Poetic style and dramatic form are thus both a.

'means of defining the Law of our nature. ’;}vn_}

o
e
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Chapter I . - - : 4

-,

Sidney's Defence and Greville's Mustapha

-1

If we can disengage oﬁrselves snfficiently, then, from
the preconception that 16th century poetry is essentially
Petrarchist, to sift the. good poems, regardless of school or
method, from the bad, we shall find that the Petrarchist
movement produced nothing worth remembering between Skelton
and Sidney, in spite of a tremendous amount of Petrarchan
experimentation during this period, if we except certain -
partially Petrarchan poems by Surrey and by Wyatt, and that
the poetry written during this interim which is worth
remembering belongs to a school in every respect antithetical .
to the Petrarchist school, a school to’which Wyatt and Surrey -
contributed important efforts, perhaps their best, but which -
r flourished mainly between Surrey and Sidney and in a few men
who survived or came to maturity somewhat later, a school
. which laid the groundwork for the greatest achievements in
. " the entire history of the English lyric, which itself left u%
some of those greatest achievements, and which is. almost wholly
neglected and forgotten by the anthologists ‘and by the historians
of ‘the period, even by the editors, for the greater part, of
the individual contributors to the school.l

e
.

P

By Ve VL

Q

The school of English péetry to which Yvor Winters refers ini . ;
.‘\;//}he sentence above produced what he calls elsewhere the native plain : ‘ i |
style,2 and the 1939 essay from which the sentence is quoted initiated

a radical revaluation of English poetry in the si&teenth century. Not .-

“;11 subseduent writers on the subject agree with Winters's empheses;,
but C. S Lewis and G.K. Hunter using the ‘terms 'drab' and golden toi*g
,: reassert ‘the eminence of the golden style, agree that there is a ‘.
’: distinctlon.3 g;reover, Winters s claimsafor the centrality of theﬁ
iplein style.nave beenjcorroborated.and'refined by a number of scholars

cand critics including J.V.'Cunninghamg'Wesley Trimpi, and,Douglas v



Y N . . _‘ ' !

Pethrsonrb_ The argnments on behalf:of either style now have nnmerBUs’,
advocates,.and the two styles have’been variously called Petrarchank
eloqdent, golden,asweet pleasant, or sugared and Native plain, drab,
flat didactic, or.moral ’ While there ‘is no reason to suppose that

.any of the terms on- either side is exactly synonymous with any other on
the same side, the major distinction is sufficiently secure to support:

an exploration of a question not yet considered in the debate: \namely,
the possibility that the style that "laid the groundwork for ‘the greatest

«

achievements‘in the entire history of the English lyric" also laid t

[ . . . . '
groundwork for the-greatest achievements in the entire history of the

English drama. ‘This exploration proceeds on two further assumpti

first, that Winters, Cunningham,'Trimpi and Peterson are fundamentally .

“right to regard the plain Style as thefcentral style and the eloquent

style as, finally, an enrichment of it, and second, that verse techniques;

. . . N . ‘
developed in writing short poems are readily available to. the writer of

dramatic poetry; Are the two styles that were perfected in the lyric
poetry of the sixteenth century germane to the style and form of late
-Elizabethan poetic drama, espec1ally poetic tragedy°

Ir

Some of the principles of style and form in tragedy and some-
thing of theit relationship to poetic style iﬁ general are set forth -

clearly in A Defence of Poetry by Sir Philip Sl ey and in The Tragéﬁy

‘of Mustapha by Fulke Greville, First Lord Brooke -Sidney s own short ..
poems,.gf course, provide.much that‘is immediately useful to the

dramatist. 'His technical subtlety,.especially as developed in

5



0

Astrophil and Stella, provides a means of registering subtle and '

]dramatic shifts in the mentgl or emotional state of a character. . Even

~ .
‘more important\for the essential purposes of drama, his mastery of the

plain style provides a means df registering the moral certitudes within

which or against which a charaJQEr must act out his desires. Grevflle 8

‘ similar mastery and in Caelica, his even more pronounced separation of

‘the two. styles makes his play a good choice in which to explore the

influence of lyric'styles‘on’poetic drama. But- it is Sidney s Defence

“
that most clearly exhibits some of the important tenets of Elizabethan

critical theory, it presents both an affective theory of tragedy and a .

descriptive theory of poetic style. . ' ,
, ‘ . .

. To begin with the Defence defends. each of the two styles. As -

»

several critics have observed Sidney 8 treatise conforms to the model

o r

of a classical oration,s. and it includes, just before” the peroration,

a long digression on the state of contemporary English poetry The main‘

i ~
body of . the Defence is an argument on behalf of the golden style while
=SS

“the digression argues for the plain style, connecting, as it does so,

’ poetic style with the everyday, practical purposes of oratory.

-

For my part, I ‘do not doubt when Antonius and Crassus, the
great forefathers of Cicero in eloquence, the one (as Cicero
testifieth of them) pretended not to know art, the other' not
- to set by it, because with a plain sensiblenes# they might win
‘credit of popular ears (which credit is the nearest step to
, persuasion, which persuasion is the chief mark of oratory), I
“do not doubt (I say) but that they used these knacks (1.e.
similitudes] verv sparingly; which who doth generally use, any
man may see dot ance to his jown music, and so be noted by
_the audience more careful to eak curiously than to speak
“truly. Undoubtedly, (at leastto my opinion undoubtedly), I . -
‘have found in divers smally learned courtiers a more sound

”style than in some _professors of learning; of which I can - ;pé'

. guegs no other cauae, but that the courtier, following that
‘which by practise he findeth fittest to.nature, therein (though
he know it not) doth according to art, though not by art:
where the other, using art to show art, and not to hide art

5
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'.The interest’ in an art that hides art and in the credit’ of a plain N

(as in these:Eases he should do), flieth from nature,vand
N indeed abuseth‘art 6 '

o

sensiblenegﬁ' and the objections to using similitudes and to being 'more

~

.careful.to speak curiously than to speak truly are'all clear demands

. for the plain style Alongside this passage can be set Sidney s comments

o on the difficulty q@ finding contemporary English poems to commend

Besides these: I do not remember to have seen but few
(to speak boldly) printed that have poetical sinews in them;
for proof whereof, let but most of the verses be put in prose,
and then ask the meaning, and it will be found that one verse
S did? but beget another, without ordering at the first what
) should be at the last; which becomes a confused mass of words,
with a tingling sound of rhyme, barely accompanied by. reason. (p. 64)

‘The concern/ffor p¥ose meaning and for the supremacy of rational order

~ are once again clear. demands for . a poetic style that aims to. disclose

the plain truth, a style that is the instrument of reason. hfé‘ S

By contrast, earlier sections of the Defence promote the golden

C Style. \Against.the charge that poets’are'liara,‘Sidney replies by

@laiming-that,-"for:the'poet' he ﬁothing/affirms, and therefore never

lieth" (p. 52),.and a little further on he continues in this vein:
fIf then a man. can arrive to that child s age t° know~that the
poets' persons and doings are but pictures what should be, and
not stories what have heen, they will never give the lie to,
things not affirmatively but allegorically and figuratively e
written. (p. 53). S

Here allegories and figures (both may be considered as kinds of

- similitudes) are defended and the affirmations of truth are irreleVant

. As Sidney dec&ares'very early in the treatise. "[Nature s] world is

brazen, the poets only deliver a golden" (p 24)

‘O.B. Hardispn Jr. in: his essay "The Two Voices of. Sidney s

S

'prologyhfor Poetry"7:hasiseen quite.clearly that Sidney’is-committed to‘;

[
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“defending two antithetical schools of poetry, but Hardison 5 conjectures

ffclassicism of Dryden, Pope and the eighteenth century, especially in

g ab0ut the significance of that fact are debatable. égh the first place,

'he is mistaken to conclude prima facie that the first voice, the one .

heard. earlier in the treatisew/is the,one that speaks the more

effectively for the poetry of the Elizabethan period" when it is in the

.digression (the second ‘voice) that Sidney addresses himself specifically

T

to the question of contemporary Elizabethan poetry.. Second to d"

'stigmatize the second voice as . "incipient neo~classicism" is to make to?

easy an equation between the plain style of Ben Jonson and the neo-

x>

‘view of the work of Cunningham and Trimpi who show that Ben Jonson s

B

'.-plain style is the result of 8, confluence of the classical plain style ‘

vsuggests.e Finally, though one must sympathize with Hardison on this -

' point, it may not be true that "the contradictions of attitude and

and’ the native plain style. Sidney 8 defence of this school then, is-

not necessarily quite the avant gar critical outlook that Hardison

precept" in the two voices are so fundamental as to prohibit/f’

‘e

_ tion. Curiously, Sidney 8 Defence in its most famous/and oft-repeated -
. _— [ .

“mformulations, whatHardisoncalls its first voice, cannot stand .on: its

FEN

| _'own, Against the charge that poems are sinful fancies, Sidney replies

v.l \

fthat some‘poems are indeed infected but that such examples are an

'vabuse of poetry and that 1ike anything else, poetry must be/j”dged .

"upon the right use,? which in this case presumably means moems of

¥

'“virtuous fancy : In either case, however poems are’ the product of _'
4fancy, and both the poet and his reader are. left with the problem of

ﬂsorting out the abuse*of p try from the right usi of it. Neither will

_be-. able to do this without some- recourse to a plain sensibleness and a

concilia— b ;7f

T RCIPIR ST LIPS S o - PR -




carefulness to speak truly.

E ‘Sii:ey himself does not make this reconciliation in the Def‘hce
(though he ”

ometimes does in his short poems) N vertheless, the

Defence does set out quite clearly two of the styles ﬁYailable to poets ‘

= N

in the. last part of the sixteenth century Moreover, tragedy, which .
. o

does deal in some measure with the truth of accomplished fact with the

:truth of history, may well find the affirmations of the plain style ’

N

suitable to its purposes. But again Sidney does not say so. In fact,

- i

,;his brief paragraph outlining an affective theory of tragedy does not :

% say anything directly about what styles are appropriate to the genre

. “4: After discussing comedy, he turns to’ the subject of tragedy

7 So that the right use of comedy wil I/think) by nobody be
. blamed; and miich less- of :the High excellent Tragedy," that
jopeneth the greatest ‘wounds, and/showeth forth the ulcers | hat
are covered with tissue; that/maketh kings fear to be. tyrants, ‘
. and tyrants manifest their tyrannical humours; that, with
_ stirring the affects of admiration ‘and commiseration, ‘teacheth .
‘the uncertainty of this wo¥ld,. and upon how weak foundationsj.ﬂ/*
gilden roofs are builded that maketh us know L
Qui sceptra saevus durd imperio regit
" Timet 'timentes; metus in. auctorem redit. :
. "But how much it can’ mOVe, Plutarch yieldeth a notable testimony
. of the abominable tyrant Alexander Pheraeus,ifrom whose eyes a
- tragedy, well made and represented; drew abundance of tears,.
.» who 'without all: pity had. murdered infinite numbers, and some of
" his own blood: so as hé, that was.not ashamed' to make matters .
for tragedies, “yet could not resist the sweet’ violence of a |
v tragedy. ‘And 1if 4t wrought no further good in him, it was\that
he; in despite of himself, withdrew himself from hearkening to

e that vhich might mollify his hardened heart._ - 45)

'translation from Latin to Germanic diction of Sidney s with the ’

,The most important remark of this paragraph deals;with the emotional

effect of tragedy, which Sidney calls "admiration and commiseration

F 5. V Cunningham in: his book oe or Wonder The Emotional Effect of

ShakeSpearean Tragedy, points out that ‘Horatie's phrase, aught of woe’

. or. wonder designating the emotional effect of Hamlet, "is simply a-



substitution ‘of the more general and more traditional notion of sorrow.

‘for the more special~and more Aristotelian notion of pity 9. Cunningham

2
goes~eart6’3€ﬁonstra e that, in addition to the famous passage on pity
and fear, there are three passages in Aristotle s Poetics. arguing that
wonder is an emotional effect of tragedy, that Plato's Ion concurs ‘with
Aristotle in associating fear, pity, and wonder; and that .the same
doctrine is discoverable throughout Antiquity and the Middle Ages. As
Cunningham remarks, "whatever appearsvin the scholastic philosophers
and at‘the same time in Ariétotie, as well as ia Cicero and Quintillian,
Is iikely to appear anywhere in-Renaiasance literature"v(gg, PP- 75, 75)f

‘Sidney's phrase then, is almost as traditional as Horatio's and .. -,

coincides e;actly with Horatio's on the subject of wonder.

It is worthwhile to draw attention to Cunningham's‘argument
hecauae many modern students are still in the grip of a misiﬁterpreta'_on
of the tradition, and the misinterpretation can cause an insensitivef
reading.offRenaiééance literatore; For example, Jan Van Dorsten,

. &
editor of the Oxford edition of A Defence of Poetry, has the follow1ng

v
-

comment on-Sigdney's paragraph ﬁ . s

Sidney's only, but important, departure from the main
(Aristotelian) line of argument is in calling the 'affects'
(emotions) stirred by tragedy 'admiration' (great wonder and
;reverence) and 'commiseration', instead of 'pity and fear'.
'Fear' itself he reserves for the royal spectator (1.17), or
“he relegates it to the tragic theme, as in the couplet 'Qui )
sceptra etc.'. 'Who harshly wields the sceptre with tyrannic sway,
fears those who fear: terror recoils upon its author's '
head' (Seneéda, Oedipus 705-6)~ (p. 94)™ .

Van Dorsten's mistake about 'departure' is perhaps less serious than
his notion that the emotion ~f rezr is .eserved' for the-royal‘

spectator,'as if the emo*ion felt, by the royal spectator were somehow



-

exclusive and eccentric rather than central, the epitome of what any

sbecéa&br should feel. Sidney is here paying tribute to the universal

r

'appealgof tragedy, to its universal social and political significance,
which makes it fit for a royaI.audience, and tovite enormous nower'td

.~
- move even the most hard-hearted of tyrants. If tyrants, 'fear,' and if

even the abominable Alexander Pharaeus‘weeps, of course the rest of us,

must experience gimilar emotiens. Likeﬁise with wonder, whiCh;

o
’

Cunningham-suggeéts; was sometimes regarded as a species of fear (CE,-

S5

p. 16). -

~

As emotional effects, admiration.and'commiseration obviously
carry certain implicaticns for the style and structure of tragic drama,

2

s0 thaty while Sidney says nothing diréttﬁx_onfthis subject, one‘may at
least infer that the tragedian's styies must be capable of_produeing the
appropriate'effects. ‘Certainly, in‘the only other place inr the Defence

where -he mentions admiration and commiseration, Sidney is concerned to
dismiss ‘such manners as will detract from the appropridee errect of
: . . B ~T
tragedy. 'Q o ‘ : , ] -
But besides these gross absurdities, how all their plays
be neither right tragedies, nor right comedies, mingling kings
and clowns, not because the matter so carrieth it, but thrust
in the clown by head and shoulders to play a part in majestical -
matters with neither decency nor discretion, so as neither the
-admiration and commiseration, nor the right sportfulness, is™
by their mongxgel tragi-comedy obtained. (p. 67)

.Like 4a-lowe after him, Sidney thinksvthat "such coneeits es clownage
keer-s in pay" will destroy the effect of tragedy —-‘though his objection

to mixed forms is not,absblufe because if "the matter so carrieth it"

(as the matter of the Porter scene does in Macbeth), there is mo- reason

to suppose that Sidney would npt'approve._



- Sidneyls Defence, then, sets out in a very cf;ar way some

of the important principles of Elizabethan traglc drama, and‘lt defends
two of the poetic styles available fﬁ the tragic dramatist. For an
1f§ustration of the principles faithfully worked out and of the poetic
styles. accommodated to these principles, we may turn to a play by
Sidney's closast frlend Fulke: Greville. |

. g . : - 9

III

- @ .
The text of Mustapha that is available to the modern reader

in volume II of Poems and Dramas of Fulke Greville First Lord Brooke,

edited by Geoffrey Bullough,iq is based on thé 1633 collection of

Greville'e Workes.. Joan Rees, who in_ her very useful Selected Writiggs

'

‘of Fulke Greville prints the play complete,ll also bases her edition
on the 1633 collection. What we read; then, did not appear_ip print

until more than five decades after the writing of Sidney's Defence.

. . . . o v - R A
There are, nevertheless, compelling reasons proving that the play is

) A

directly 1nfluenced by Sidney's ideas.

3

an ‘
The follow1ng descriptlon appeared on the. title page of the 1633

4

‘collettlon. "CERTAINE / LEARNED / AND / ELEGANT o/ JORKES ./ OF THE /

o RIGHT'HONORABLE /,FVLKE / LORD BROOKE / Written in his Youth, and

_famillar / Exerc1se with / SIR / PHILIP SIDNEY: / The severall Names of

.whlch Workes the / followr;g page doth declare. 12 Moreover,”aspwith

almost all of_hls work, Grev1lle seems to have revised Mustapha a number

-

of times over the years. An unauthorized quarto edition_appeared'in'

1609, and at least one manuscript_yersioﬁ was probably written many years

‘earlier. - Geoffrey Bullough, after sorting out the complicated
N s _ : R . . ;
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possibilities with admirable lucidity, concludes that,lS94-96 is the

'

‘ likeliest date for the compositidn of the first version of Mustapha.13

'Establishing the exact dates of successive revisions is prodably not

absolutely essential to a critical understanding of th: nlav because,’

)

if anything, Greville s last version is more faithful 0 Sidney s

- principles than are thekearlier ones,

)

. The plot of the drama revolves around one central, historic v

' eventae— the murder of Mustapha in 1553 by his father, Soliman the:
”j_Magnificent, emperor of. Turkey.- Fearing Mustapha s increasing popularity )

iand having recently married Rossa, a freed bondwoman, Soliman is moved

‘Y.

'”,to this action against his son partly because, as a tyrant, he is

inherently vulnerable to such fears and partly because, ‘as an. uxorious
husband, he is susceptible to Rossa s insinuations about her step-son's

ambitions. Rossa plots against~Mustapha inVOrder to make her own som,

Zanger, Soliman 5 chief heir and‘she is helped by Rosten, the'husband»

. of'her daughter, Camena. But her own children, Zanger and Camena, as

they;discover vhat she intends, are opposed to Rossa. Camena is killed:

at her mother's'command because_she tries to warn Mustapha of his danger,

and Zanger dies by his own hand after learning of Mustaphais_fate.

Mustapha.himself refuses to heed the warning against_coning/to Soliman

introducing a precedent of disobedience for the entire state./
/

" his murder nearly provokes riot and general rebellion, and‘tﬁe play

closes as Achmat, Soliman's chief‘counsellon, despite His sympathy'with

the public indignation, dec1des that he must try to. restrain it in the

interest of preserving the state. The tragedy emphasizes the cost of



11

loyalty to a sovereign‘whOvundermines the ground. of loyalty;d
The emotional effects'at which Mustapha aims_are set out most
explicitly by '.anger in Act V. As Mustapha's half#brother, he is,

after Mustapha, next in the line of succession, and it is largely for his -

- 8

: sake that Rossa has plotted the murder of her;step—son. In.other.words,
'.he is, in several senses, the character in a position to be most
affected by the murder, and, as well, he has not appeared in_the@play

until this point. Both of these fzcts lend the keenest interest to his’
initial remarks and to his reaction to Mustapha's death. He first
enters alone. -

Nourisht in Court, where no Thoughts peace is'nourisht;
- Vs'd to behold the Tragedies™of ruine,

~Brought up with feares that foljow. Princes fortunes,

Yet am I like him that hath lost his knowledge,
: Or neuer heard one storie .of Misfortune.
".—— My heart doth fall away: feare falls vpon me.
- Tame Rumors, that haue beene mine old acquaintance. )

Are to me now (1ike Monsters) feare, or wonder. - (V i, 1-8)

.Despite great familiarity with actual;tragedy and with the stories‘
of- tragedy, and therefore supposedly inured to its effects, Zanger,

ndnetheless, feels his emotions r131ng. To ggve lost one's knowledge,

to be beset by. the hints and guesses of rumour, is to be in a state of

wonder; misfortune is woe,. Zanger .5 forebodings prepare the way
. _ -

excellently £ the renort of the murder and the confirmation‘of‘his >
fears in the next scene. - His actual response to that report-is an.
intensification and a widening'of his initial remarks.

Alas! Could neitper Truth appease his [Soliman' s] furie?
Nor his [Mustapha's] vnlook'd Humilitie of comming7‘
Nor ‘any secret witnessing remorses?
Can Nature, from her selfe, make such diuorces? - :
Tell on; that all the World may rpe,-and wonder. (V, ii, 38-42)
, N _ L ] ,
Like Horatio in Hamlet, Zanger explicitly designates the appropriate
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emotional effects of the tragedy, expounding simultaneously his own
‘emotional response and claiming, in the phrase "all ‘the world " that
that'response should be universal. As with Hamlg%, the - story is to be
recapitulated:to that end. For Horatio’s phrage,‘"aughtiof woe'or |
vonder," Zanger suhstitutes‘"rue and wonder“'\that is; Pince rue is more
l:nearly a synonym of pity than of woe, Greville follows Sir Philip S

Sidney 8 specification of the tradition: commiseration and admiration.

Also, 1ike Hamlet Mustapha facilitates the transfer of the

appropriate emotional effects by providing,'within the play, a group of

silent actors'whose function.is to convey the?proper emotional attitude

directly to the larger audience who read or hear the play, "for emotional'

effects are. directly transferable' indeed they are much more communicable‘

than'idea;. l4f The . equivalent in Mustapha of the mutes" who "look pale
and tremble at this chance" in Hamlet are the "six slave. eunuchs, : .
either taught to colour/ Mischief with reverence or forced by nature /
To reverence true virtue in misfortune" (V ii 51—53) They exist in
the play almost solely for the purpose of expressing wonder and woe
at_the mu;der of Mustapha?\\Achmat s report continues'
‘ While these six Eunuchs to his charge appointed

(Whose hearts had neuer vs'd their hands to pittie,

- Whose hands, now onely, trembled to do Murther)

with Reuerence, and Feare, stood still, amazed, (V 44, '70-73)
'and aligns fear, wonder,'and\p{jy as they are aligned in Sidney s
Defence. That the eunuchs are normally callous, irreverent and
' ppitiless, usually ' not.ashamed to make matters for tragedies, and,

'therefore, in the same class as the abominable tyrant Alexander Pheraeus,'

only serves to indicate more strongly the moving power of this tragedy.

LRSI U PRSP S TUTE SR IESRl S Al itiacis T e
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Greville, then, is working'within\the game tradition. that
_ Sidney outlines so very briefly in his par¥graph on’ tragedy in the -
Defence. one of the~major changes he made in the late revisions of the,
play has to do with the positioning of Zanggp s first speech.15 In the
1609 quarto and in the mapuscript version that ‘was likely composed :
before this date Zﬁgger s soliloquy appears in Act IV, scene 1. ‘By:
”‘moving it into Act V, where it appears in the yersion printed in l633,
h Grevilletnnderlines his intention to maheradmiration and commiseration
thg eﬁotiongl'effects of his play by making them conclusive.
lV t : - , . v .
The obvions concomitant of Greville's allegiigce to avtraditional
‘ ttheory of tragedy is some sort of connection to-a traditional theory of
rhetoric. Wonder is the proper effect not ‘merely of marvellous.events
.but also-of-marvellous eloquence,16 usually requiring the tragic style
or hiéhHStyle of traditional rhetoric, ,Furthermore, while generations
of readers have found Hamlet moviné, and our interest,_therefore,
centers on refining our apprehension of that éeeling by reeovering; as
fully as méy be, Shakespeare 8 explicit intentions, few readers have
lnoticed Mustapha, and although the observation that Greville and
Shakespeare share'remarkably coinci&izfal general intentions does have
some intrinsic interest, it does not constitute a full vindication of
: Greville s play. Yet beyond following the theory, Greville ex%;ores more
deeply than Sidney the problem of a right relationship between the two -

styles that Sidney defends and the problem of accommodating these to the

traditional high style of tragic ‘drama.

/_



14
Three_relevant passages help to explain more fully. the

Fﬁrinciples'underlying Greville'e‘dramatic style. “The first is- from his
/ '

: explicit comment on ‘his own plays in his Life of S;dney.

©

naked, and Yasual like the Greeke, and Latine, nor (I confesse).
contrived th the vari;ty, and unexpected encounters of the
Italians, but nearer level'd to those humours, counsels, and -
practises, wherein I ‘thought fitter to hold the attedtion
of the Reader, than in the strangeness or perplexedness of .
witty Fictions; In which the affections, or imagination, may
perchance find exercise and entertainment, but the memory
and judgement no._enriching at all; Besides, I conceived these
delicate Images to be over-abundantly furnished in all Languages
already.
And though my Noble Friend had that dexterity, even with
the ' dashes of his pen to make the Arcadian Antiques beautifie
he Margents of his works; yet the honour which (I beare him
record) he never affected, I. leave unto him, with this additionm,
that his ‘'end in them was not vanishing pleasure alone, but
rall-Images, and Examples, (as directing threds) to guide
every man through the confused Labyrinth of his own desires and
"life: So that howsoever I liked them too: well (even in that
unperfected shape they were) to condescend that such delicate
(though inferior) Pictures of himself should be suppressed; yet
I do wish that work may be the last in this kind, presuming
no man that followes can ever reach, much lesse go beyond that
‘excellent intended patterne of his.
For my own part,:I found my creeping Genius more fixed
dpon the Images of Life, than the Images of Wit, and ‘therefore
"chose not to write to them on whose foot the black Oxe . had not
already tyod, as the Proverbe is, but to those only, that are
weather-featen 1n the .Sea of this World, such as having lost
of their Gardens, and Groves, study to saile on'a o
right course among Rocks, and quick-sands; And 1f in thus .
ordaining, and ordering matter, and forme gpgether ‘for the use °
» »of life, I have made those Tragedies,” mo Plaies for the Stage,
“be 1t known, it was no part of my purpose to write for them, -
against whom so many good, and great spirits have already written.
' But he that will behold these Acts upon their true Stage,
let him look on that Stage wherein himself is an Actor, even
the state he lives in, and for every part he may. perchance find
a Player, and for every Lineé (it may be) an instance of life,
beyond the Authors intention, or application, the vices of
" former Ages being so like to these of this ‘Age, as it will be
easie to- find out some aéfinity, or resemblance between them,
which whosoever readeth with this apprehension, will not
perchance think the Scenes too large, at least the matter not
to be exceeded in account of wOrds.l7 C

Againe, fozfthe Arguments of these Tragedies they be not
i
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‘Several remarks in this passage bear on the principles of

: style. ~ The contrast between‘a poetry that through the strangeness or
perplexedness of witty fictions aims primarily at exercising and
entertaining the’ affections and ‘the imagination, and a poetry that aims
primarily to enrich the memory and the judgment, is closely akin to

the contrast‘between-thelgolden andbthe morai style. Such an interpretaf '
tion of the contrast is reinforcedgby the opposition, at the beginning

" of the third paragraph;, between the images of wit and the images of’
life, especially since the former have just been defined by reference

to Sidney's Arcadia, that monument to the,golden style. Furthermore,

it should be noted that Greville's well-known description of his owm
creeping genius proceeds not only by way of contrast with the genius

of Sidney (and especially the sidney of the Arcadia), but aeso proceeds
toward an account of the style and intention of Greville's own
tragedies. The ordaining and ordering of matter and form together for
the use of life is, like the preference for the images of life, an
expressioh.of a predisposition for the moral style, and, given his
allegiancerto the moral and the'plain, it is not surprising to find
Greville dissociate himself from the public stage; This dissociation,
‘however, does not mean that Grev1lle thinks of himself as foregoing any
exercise whatsoever of the affections and the imagination. Having'\\
already 1ooked at what sort of appealf he makes to the affections, we can
also say that in the fourth paragraph of the passage above he appeals
emphatically to the imagination of his reader or auditor. In fact,
without the intervention of actors and spectacle a more,strenuous'

" exercise of the imagination is called for than would otherw1se be the

~ case. The concluding remark,- that the reader w1ll not perchance thinke

; 1

N o : .
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the Scenes too large, at least the matter not to be exceeded in'account

of words,' is a reaffirmation of a stylistic principle, not unlike that
of Ben Jonson or Francis Bacon, based solidly on the plain style, but
not ruling out the possibility that certain kinds of matter might
require a special language. o

Similarly, in "A Treatie of Humane Learning in four stanzas

“Ndevoted to a’discussion of_rhetoric; Greville affirms an essentlal

i . 1 o .
allegiance to the moral - and the plain, without denying the need for

‘metaphor. The discussion follows3three stanzas devoted to 1ogic.'

: o . 107
Rhetorike, to this a sister, and a twinne,
Is growne a Siren in the formes of pleading,
Captiuing reason, with the painted skinne
0f many ‘words; with empty sounds misleading
° Vs to false ends, by these false forms ahuse,
Brings neuer forth that Truth, ‘whose name they vse.

£

108
. Besides, this Art, where scarcity of words \
‘Forc'd her, at firéf to Metaghorike wings, '
Because no Language in the earth affords
Sufficient Characters to expresse ‘all things;
_Yet since, she playes Bhe wanton with this need,
" And staines the Matrone with the Harlots weed.

109
Whereas those words in euery tongue are best,
"Which doe most . properly expresse the thought;
For as of pictures, which shoul’ manifest
The life, we say not that is fineliest wrought,'
Which fairest simply showes, but faire and like:
So words must sparkes be of those fires they strike.

-110
For the true Art of Eloquence indeed
Is not this craft of words, but formes of speechz
Such as from living wisdomes doe proceed; /
Whose ends are not to flatter, or beseech, _ a S
" Insinuate, or perswade, but to declare 7
‘What things in Nature good, or evill are.

" The preéblem is that the mother of .invention is often disgraced by the

v

harlot of ornate ingenuity. Interestingly enough even, while expressing

S e e e e gty
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his distaste for.ornament and superfluous metaphor, Greville turns .

out a number of conciae and/gnpressively apt metaphors of his own, the

most ccessful coming ‘at the end of-stanza 109. The stanza might be

taken as a fairly simple exposition of a correspondence theory of

///

////’ ~language: there is, wholly exterior to ‘language, a reality, to which
. ? ' _ o

language more. or less edrresponds; words, are thought’of, somehow, as an
P .
th of the natural (i.e. the real) world, and the
‘ \ . ' //,,/ . ' P 7 :
mply to find the words~that correSpond to, or,reflect more -
/’/ -

or l/sé'exactly and pleasingly, that reality. But sparks are not

" inevitable outgr

' problem is

T

yrmerely emanatiqns/from fires, they are. also capable of striking fires.
' T
In/pth///words, language is responsible not only for giving ‘an ‘account
//” of reality, but also, ‘at least in part, responsible for the creation. of
Ti /' reality. Actually, the €arly part of the stanza is not so simple as I
”’// may'have made it sound, even though the emphasis on the,word "like"
, pushes it in the direction of correspondence ‘because in the third
*\f~——‘“'”Iine:/for éyﬁmple,‘"for as of pictures, which should manifest/The 1ife,
vthe word "manifest" is indeed not a synonym for correspond to" or
"reflect." But the surprising metaphor of the last line brings hone
compactly a more Satisfyingly complex understanding of language and by
being_aligned with the metaphor of "words as . pictures, inserts new
life into‘that yery'conventional figure. Clearly, Grevﬁl‘e is capable
of inventing metaphor when need be, To notice this, however, is not
to deny that the main gist of the passage is a plea fbi the plain

N\

style: . « » the true Art o oquence indeed/ Is not this craft of

rwords;'but formes: of speech / SuCh as from living‘wisdomes doe proceed.”

e T -And finally, in an earlier passage from the Life of Sidney,

Salaaatel T T

e )
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Greville'explains what he believes is the proper relationship between

- - the moral-style'and,the "high astounding terms" of thefoontempOrary

Elizabethan stage. For Greyille the wonder of tragedy meed not be as
clamourous nor as conspicdous as it was for many of his contemporaries.<

I preferring this generall scope of profit, before the self-.
reputation of being an exact Artisan in that Poetical Mystery,
conceived that a persgective'into vice, and the unprosperities
of it, would prove mo e acceptable to every good Readers ends,
then any bare murmur of discontented spirits against their

- present Government, or horrible periods of exorbitant passions
among equals 19

A
That is, he declares his-moral preoccupations and asserts their
superiority to theA"horriblé periods of exorbitant passions,” a phrase

that is surelyva/near synbny%’for Vhigh‘astounding terms," as well as

“to the’ZEarg/mufﬁnr(o;/d;scontented spirits against their present
////////C°V€?§ﬁent " a phrase referfing to the sort of political allegory that

the Essex conspirators, at 1east, thought they discovered in Shakespeare 5
Richard II or that ‘Greville feared might be construed (or misconstrued)

from his own Antonie.and‘Cleopatra.20r’ﬁis moral preoccupation.is

’

sonething‘that must hold itself aloof from both'the.Marlovian atteﬁpt‘at

the amoral presentation of“an action and from the naive didacticism

-

of political propaganda.
.y .
Yet this preoccupation is not necessarily less dramatic than

its rivals, even though some readers have thought so; and in certain
ways, it is more- dramatic,_in a more traditional sense of the term = -

~ 'drama. Geoffrey Bullough for example misled perhaps by Greville 8

/

‘disclaimens, like the -one’ about not'being "an exact artisan,f remarks

that:

The'ethical‘snhject is more to him than the dramatic form.
Hence he g}nds it easy to separate the drama from the _ .



theatre . . . . He knows something of many kinds of . drama, but
prides himself on having departed from traditional theme and
treatment.?l

-

But the ethical subject is traditionally at the very center of - the

ol .
. drama, portraying as it does. men faced with the difficulty of making
moral choices and: living with that difficulty or living out the choices

A
that are made. A willingness to separate the drama from the theatré is

-

not necessarily proof of a disregard for dramatic form. When GrevilleA ?;”

‘_says of the arguments< of his tragedies, "they bé not naked and casual

like the. Greek andeatin, he is perhaps not‘being entirely fair to

Greek and Latin.tragedy, but’ his desire that}therargument or form of his

s

e . —

own plays "be not naked and casual" is emphatically traditiomnal: the
antitheses of ‘these terms dare "rhetorical" and ' causal. I '; :f_fv o
‘ And consider, for a moment, the word "unprosperity" in the phrase
EXpressing'his‘ambition‘to provide 'a perspective into vice and the
unprosperities of it. To‘prosper is to thrive, to succeed or do well,
but also,"to cause to flourish" "to be propitious to" (OED) Prosperity,
in other words, is not. only the condition of action brought to a
successful conclusion, but also the grounds or framework conducive to-
{Zoing well Prosperity in this sense is that which makes moral choices
possible (one thinks of Prospero in The Tempest or,.conversely, from
Richard 111, "So now prosperity begins to melﬁow/ And drop into the

T /

rotten mouth of death") 22 The unprosperity of vice, then, is not any
\

external punishment that vice brings down upon itself but simply the

elimination of the grounds of moral action. Greville is unquestionably

-

interested in the drama of moral choice, that is, in the causal element -

in human affairs or in the study of "men in their causative character

»



e

- A _ o 'wi/ o = -
(to borrow a phrase from Coleridge) His intention. thfreSpect,to ‘

' the argument or plot of his tragedy is no - less traditional than hisl: e
intention with respect “to the emotional effect of that argument.
l‘Although it remains to consider thev"rhetoric" with-which he clothesnthat
intention and thereby to- measure more precisely the guccess of his’
| achievement, it should be, obviOus that' the adVance in English poetryv' -
eated by the Petrarchan experiment in the sixteenth century 1yric is

admirably suited to rendering, in its full complexity, the drama of moral

/
_choice,’essentially a drama of the human mind

N

The purpose of Mustapha is not only to appeal ‘to the memory and |

the judgment as the Life of Sidn_y_explicitly claims a play should do,

but at the same time to stir, in an appropriate way, the affections and'

L

>

Lpm
o ..
gt

the imarination. ﬂsing the techniques of the eloquent style to portray;
the 1ntensity and complekity\of human desires, Greville assimilates

~-these- techniques to a plain style defining the moral imperatives and_
interdictions within which and against which individual de\ires acquire'” .

meaning. Aristotelian in aiming at the emotional effects of. pity and

wonder Mustapha achieves the simple. grandeur of essential drama.;
Greville finds the eloquent style especially use :_ for
portraying characters such as Rossa, Camena and~ chmat w'ho‘s'e desires “
| are intense and often; turbulent. The - aspirations pf Rossa, in -
particular, are central to the play.
. 0 wearysome Obedience, Wax to Power.

o Shall I in vaine be Mustapha s accuser?
Shall any Iustice equall him and me?
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Is Loue so open-ear'd =~ power so weake,
As ought against me t: -+ Lord dare speake?
. Sands shall be numbrec -irst and Motion fixt,
The Sea exchange her channell with the fire,.
Before my will, or reason stand in awe
0f God, .or Nature, common Peoples law. (III, i, 1-9)"
. . _ | .

In apbstroph-aiig obedience, Rossa effeetively addresses_hefseiflﬁ__~—~”/~//,////

,,\\though not at a.l in the spifftlgf:meditetion; Rosten, her son-in-law,
is ptesent in any case, and he shates‘seme ef het ambitions even though,
by cuntrast he appears nederatesr\iather het apostfophe‘is incantatory,
‘expressive at once of her ambltlonland of her)lmpatience with the
existing oﬁééﬁ of things, ;L impablence heightened in the succeeding
.;hetorical questions. The questiomns here are an efficient means of
indiceting.the pitch and bent of her feelings, as well as of judging

those'feelings, because the questions that‘are from her_po;nt\bﬁux;gzinamgz_

hetorical, afe from the point of view of the play, very much under

J

scrutiny, and’ the answers given by the play are decidedly at odds with

fad

the ‘limited ansuers she expects. In both the rhetorical questlon and the
‘_apostrophe Grev1lle has dlscovered a neans of presenting and at the
. same.tlme.judging'bombast. In aduition, the antithesis of power and
obedience in the opening line lays out one of the'tundementai issues of
the play, the problem'of order. 1In so far es; in‘the.whole line, Rossa - . \
‘.is‘addressing‘qualities within herself, the line expresses an impossi—
bility: Qbedience can hard;y wax to power an& remain'itself; and if no -
faculties within’the‘inaiuédual rem;in ohedient; power is powerless, In
vso far as the line refers to an external political bt domestic order, }t
discipseszossa's aspirations, centered as the§ must be on the emperer,
her hushand; So;iman, whovin this pley is pewer absolute.h Tt,is not |

surprising,_then,fthat.ftcm,this general hut intense opening line the

Y
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' speecH. "Open—eared" love verges on contempt of the very lord over

evokes the emotion of wonder in the reader or spectator. Wonder is not

22

I

speech'moves toward the subject of love and hyperbolic prOtestations.

What is surprising, though not inconsistent, is the audacity of the

‘whom she seeks power.@pcause it hints at sensual subjection. The

hyperboles of lines 6 and 7, which might have been used by a Petrarchan

,lover to serve as an expression of constancy, are here employed to

express inconstancy, much in the same way that Donne uses a similar list.

of adynata in "Go and catch a falling star." Rossa's one fixed

qresolutlon is not to stand in awe of fixed ‘resolutions, whether they be

those of God or mnature. of c0urse,_ the inconsistency of her position is

obv1ous since she appeals to received beliefs about the laws of nature

= ®

in order to assert her superiority to those people who hold. to such

beliefs. Her avowal is impossible because it attempts to base itself on

. common notions that sands are innumerable and motion is not fixed etc.,

in order to repudiate common'notions. In addition, sands;\¢motion,'
'sea,' and 'fire' come close to”representing the four elements, that is,
the order of nature, and by implication; the order‘of God.

Her repudiation of 'awe' has a direct bearing on the emotional
effect of wonder at which the tragedy aims because the repudiation itself
only the proper emotion in the face of the mystery of God s order; it is
also the incitement to inquiry. To wonder is to desire to know, and the
emotion is, therefore, the motiye to understanding.. By dispelling that

~motive, Rossa makes it impossible that she should ever reach understand-

ing. And from considering_love as essentially a means of manipulation,

. it is no.great step for Rossa to countenance, apparently as a ratiomal

‘
4
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" procedure, rhe manipulation .and eventual murder - Camena, her Waughter,
as well és\fﬁe manipulation of Soliman and the murder of her step-son,
' Mustapha. In this play Greville achievésva'good,example of what——
A;istotle calls a 'likely impossibility;r "impossibility' because it

seems impossible that a motherighould'sq violéte the bonds- of natural

affection with suéh én.appa;ent.show.of réason; 'likelyr because -once

the reasom.is seve -ed from its moorings, the agent of severance

foregoeg/phe\ggiiiBility of a proper adjustment between emotion and
- " ' »
understanding. Furthermore, Rossa's own statement of her intentions, as

we have seen, is fraught with impossibility. Here is Aristotle's

1
A}

“défﬁﬂcu of the mefhod:\

°

As to the critici;;s relating to the poet's art itself. Any
impossibilities there may be in his descriptions of things aré€
- faults. But from another point of view they are justifiable,
if they serve the end of poetry;itserf~——-if (to assume what
" we have said of phat end) they make the effect of either that )
very portion of the work or some other portion more astounding. ~ s
For Aristotle,,the eﬁotion of wonderlhas some sort of ébsolute vo1ae (the
true end of art) and is not mereiy permissible,rbut necéssary.‘ The
speech by Rossa at the beginning of Act'III, a centréirspeech'for.fhe
- ‘ N L . . : o
analysis of her character, serves just such a’ purpose, for the . A
characgef willing to renounce 'awe" is_herself appalling, and the .
renunciation here leads her to commit terrifying -deeds in "some other.
portion" of the pléy.
It may seem that Rossa, in her use of "high astounding terms"
_ and in her declaration of the superidrity of her own will, is a good bit
1like Tamburladne and that Grevillé's procedure is indeéd Marlovian or,

if you 1like, Senecan. And_ii must be granted that in seYeral,of Rossa's

speeches Cfeville does employ something akin to the Senecan mode, but,
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. . ,
even in using techniques. such as apostrophe, hyperbole, and rhetorical

'question, he introduces important differences. For one thing, Robsa's
case is presented with a good deal more psy&hological_subtlety than

" Tamburlaine's, especially in the matter of relating her political
aspirations to her sense of love and family connectionms. Greville‘and
Sidney, in their lyric poetry, show a persistent interest in working
out the relationship between love and the Aristetelian‘faculties.' The_
Petrarchan lover is represented not infrequently in,bondage to the
power of love, unable to exercise his reaSOn properly ksee, for example,

.Astr*phil and Stella XIV and Caelica XIV) ;and as a result, in a

state of confusion. While Rossa's is not a strictly parallel case,

FGreville nonetheless puts his experience to use in exploring the
relationship‘of a certain kind of love (or 1nst)‘to political ambitionst
That is, while the sonnet Sequences offer'an analysis of”a man in'the A
grip of desire and thereby rendered powerless, the speech portrays a,

woman employing desire in order to gain power (one kind of desire in the -

'serv1ce of another kind). The result is an analysis of character closer

to what Shakespeare achieves in Lady'Macbeth than Marlowe in Tamburlaine.

M

Secondly, Greville's moral subtlety is alien.to Marlowe. Greville usesv
e _ . . X .
a-device such as apostrophe not to portray the liberating sense of high
spirits and ehullient feelings devoid of moral purpose beyond the
celebration’of themselves, bnt to register a precise, even delicate,
analysis ofbthe;depths of human longings'and of the forces that thwart
or peryert human feeling. : | |
Compare, for a moment, thedapostrophe to the epistle. The latter

was often regarded in terms of the three styles of classical rhetoric as

P
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the province of the low style (though by the end of the sixteenth

| 2 . ‘ .
century in England, elements of epistolary style had thoroughly invaded -

.

all levels of discourse)i25 The epistle addresses another/man Or woman

in reasonable language, an apostrophe often addresses .an inanimate object

c

or an abstract quality or feeling. The resulting narrowed focus can . -
lead to heightening or intensification of feeling, but it can also lead
to depriwation, if the thing so addressed is regarded as invading the

whole being ofr the speaker. The‘epistle encourages the:speaker to

recognize the otherness of the person addressed and ‘to take full
cognizance of the whole being of that other; the apostrophe encouragesr‘
the speaker to abandon himself to his own- feelings as they are projected

‘onto an object or abstractionm, valued not for itself, but as a vehicle .
of the speaker's feeling.4 This is nbt to condemn, out of hand, the

.

rhetorical device, but to argue that its value for recording elu51ve or

evanescent or even weighty feelings can be appropriated by a certain

kind of poet for the purpose of moral evaluation.
Greville uses the apostrophe iu this way - to evaluate_ﬁossa's“

speeches when, most-like Lady Macbeth, she~commits herself to the murder

of her child

Nay, blacke Auernus 'so I doe adore thee,
As 1 lament my Wombe hath. beene so barren,
"To yeeld but one to offer vp before thee.
Who thinks the Daughters death can Mothers stay
From ends, whereon a Womans heart is fixt, a
- Weighs harmelesse Nature, withouthassion mixt. (III, i1, :39-44)
S . ] _

The first three lines of this passage achieve a remarkable fury of
intensity similar . to. Lady Macbeth's_invocation, "Come, you spirits
- ‘ . : e ,

unsex me here." vBoth characters use the apostrophe to suggest that

their female sexuality is somehow an extraneous and expendable part of
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their essential éging.w,Rossa's address to Avernus sets up a horrifying

" resonance -ith her reference to her "barren womb" because together -they
suggest that the 1ake.Avernus, the mouth of hell, is like, or is in .
fact, her womb: Rossa is once more using the apostrophe to address a

qgality within herself. Certainly, the implicit hyperbole of her

lament that she has only one to offer up indicates that she is obsessed

with her own feelings, to the exclusion of her relationship with others.

She,coﬁmits herselfvto\fhe murder of one daughter by committing herself

T .

to murder in general. And that her general commitment is no more than

an abstraction of her own murderous desires is made clear by an

i o

S ) ’ . » '
_.apostrophe that appeats a few lines earlier, before she learns .that
ST, , . :

Camena stands in her way :

You vgly Angells of th' infernall Kingdomes!

You who must brauely haue maintain'd your beings

In equall power, like Riualls, to the heauens!

Let me raigne, while I liue, in my desires; ' :
Or dead, liue with you in eternall fires. (III, ii, 10-14)

By showing,that'Rossais apostrophe, "you ugly angels," and her prayer

' are no more than a dedication’to her own desires,

"let me reign,'
'Gréviile has discovered a meﬁﬁod oﬁ;portraying‘an intensity of feelizg
and,at‘the same time jhdging it to be a étate of deprivation: to make
desire an eﬁdlintitéelf is to deprive it of any objECt..

fhe Petrarchan convention, of coﬁrse; is cbﬁsisténtly open to
such err§r§, and. the Petrarchan lover persistently vulnerable‘to_thé
charge.thaﬁ he is'more‘iﬁtereSted iﬁ hisvown feelings than in the lady

who is éupposedly being’complimented. But in its undoubted successes,

)

such as Sidney's "With how sad steps, O moon,"

"

the address allows the
poet to present aﬁ ekquiéitely‘refinéd,:aristocratic feeling, while_

"holding that:feeling at a distance. The address creates a slightly

26
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unreal, Petrarchanﬂother—world, with the result that, while the poem
might seem to be epideictic, celebrating the feeliné ofrmelancholy, or
judicial, accusing the lady of a lack of feeling, it is, in fact,
deliberative, exhorting her to help create a real world where "ungrate~-
fulness will not be called "virtue.

By contrast, Rossa's apostrophes are not'arguments\of any kind,
but'inCantations to-a‘fixed and reductive purpose. To'return to the
firstAquotation, the antithesis of the verhs'“adoreh and "lament"’is
reminiscent of the Petrarchan 51tuationiin which the lover so adores

his lady that his only lament is in not having more of himself &o

sacrifice to her (see, for example, Astrophil and Stella XVIII,,”Wi%h“\V/\:

what- sharpe checkes I in my selfe am shent --"26). :The Petrarchan
‘convention flirts, rather playfully, Wlth the notion of privation/in
Vorder to explore the powers and potentialities of love (one might also
call to mind in this connection, Greville's Caééica X, "Loue, of mans

wandring thoughts the restlesse being"27).‘ In Mustapha Greville uses’

this convention, but reverses it; so that Rossa's only lament is in not
having more children to sacrifice to her ovn fixed purpose. It is this
'-_reversal that 51gnals>the play 5 larger purpose, to offer a perspective
into the unprosperity of vice Mustapha is not "naked and casual": it
here employs Petrarchan rhetoric in order to investigate the way in. which
one character relinquishes the possibility of causal action. Moreover,
"in the last three lines of the same quotation, Rossa shifts from an
apostrophe to ‘Avernus to a’ direct address to. the Beglerby, and Grev1lle

capitalizes on the dramatic situation to make several points simultane—

" ously. Rossa's assertion that "the daughters' death" cannot stay
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"mothers" (note that again her contemplation of the relationship between

-~

‘mother and daughter is iﬁproperly generalized)‘from a fixed purpose is

meant’, from herbpoint of view{»as an expression pf rhe resolutioﬁ ehd .

' power of her will, including a derisory tone toward rhe Beglerby-for
ddubriné it, while the explicit mention of the relationship between
dahghter'and mother, nature and'passion, calls up emphatically the human
connecrions and emotions that Rossa, rn the.intensityiof‘her own fEeling;
is excluding ahd rorfeitith

By contrast with Rossa, Camena un&erstands that making desire

“
§ !

. i . ' : .
an end in itself is self-defeating and finally Self—destructive.

They that from youth doe sucke at Fortunes brest,

And nurse. their empty hearts with seeking higher,

Like Dropsie-fedde, their thirst doth neuer rest;

For still, by getting, they beget desire:

Till thoughts, like Wood, while they maintaine the Flame
Of high desires, grow Ashes in the same. (II, iii, 1-6)

In the figurative development of 'like dropsf-fed, their thirst doth
never rest' and in the word-play on 'getting' and "beget' Greville draws
~on the paradoxes of Petrarchah love poetry to make clear what desire
of a mutable fortune is. The amtecedent of the analysis in Greville's
lines can be seen, for example, in the second stanza of Sidney's "In
vaine, mine Eyes, you labour to amende" from the.0ld Arcadia:
In vaine, my Hart, now you Wwith sight are burnd,
' With sighes you seeke to coole your hotte desire:-
Since sighes  (into mine inward fornace turnd)
For bellowes serve to kindle more the fire.
.
Shakespeare, of course, transformed ‘this - insight into a strikingly -
compressed andunforgEttablephrase at the opening\of Antonx and
i

Cleopatra: "His captain s heart/ .o isvbecome the bellows and the

fan/ To cool a gypsy's lust" (I, 1, 6—9).29' In Greville's terms
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'getting{ or haviﬁg one's desire will only serve to 'beget' or generate
further desires. In Camena's figuré,i'like dropsy-fed,' there is not
even the possibility éf momentary satisféctiogl whereas in Antony and
CleoEatra, despite the fact that the soldier obviéusly finds-Anfoﬁy's
effemiﬁa:e behaviour reprehensible, there is a liﬁgering attraction
about Being the bellows and the fan to Cleopatra's lust. Greville is' 
much'thser to'Sﬁakespeare; however, in his use of thé figure appearing
in the lines: "Till thépghgs, like woo&, while tﬁey ﬁaintain thé‘flame/
“0f high désires,‘grow ashes in the same." Shékéspearé employs thevsame
figure in the fhird stanza of sonhét 73, "That time of year thou mayst
in me'behold;“ Béth are evocative andfempﬁntic descriptions of
-mutability. A |
By means of the eloquent style'Greville pprﬁrays Camena as a

character who feels caught amidst the complicated probleﬁs of fortune
and a complicated allegiance'to‘"sweet Vertue." .Ev;n in dedicating
herself to virfueuCamena confronts a ”labfrinth" of conflicting )
loyalties, énd she sumé'up her dilemma in the antithesis: "Such are the
golden hopes of Irom days" (II, iii, 34). The'goléen styié is here
brought impressively‘td.bear on the brazep world, even-whiié the
’ charactef embloying it-exprésses a yearning for a better world. Camenafé
vifﬁﬁe is not‘éimpléi aqd it has noﬁhing to do with mefe pietism. iti
.is.éignifican: that‘amoﬁglher.éd@onitidns‘to‘ﬁhe'impor%antlgctqrs in thé

play is a warniné to Mustépha not to presume on his innocence'(II; 111,

.
-

58). Nor is it out of keeping that her character should be fepreseﬁfed
as static and without any ;eai outlet in action for in her we see
essentially the drama of the mind. In this respect she bears éﬁ_

important resemblance to the title character, Mustapha, a po#nt to which



we must return later. "For the moment, suffice it to say that the
o 7 -

-
> .

- golden style, preoccupled as it is with the presentation of feeling, as
: A )
opposed to the Priesentation of action, is the right style for capturing
a sense of stasis. -In iron days golden hopes have nowhere to go and
2

will seem, at least by coﬁtrast_with brazen hopes, to be without motion.

Like Camena, caught between the claims of loyélty, on the one

hand, to her half-brother and, on the other, to her mother and father,

Achmat is also divided in his allegiance to Mustapha and to Soli

Using imagery very close to -the imagery Sidney employs.in "Yee Gote-

heard Gods" from the 01d Arcadia, Greville introduces Aehmat; in his >
perplexity, at the beginning of Act II.

Who, standing in the shade of humble vallies,
Lookes vp, and wonders at the state of hils;
When he with toyle of weary ‘limbes ascends,

And feels his spirits melt with Phoebus glories,
Or sinewes starke with AEolus bitter breathing,
Or ‘thunder-blasts, which comming from the skie,
‘Doe fall most heauy on the places high:

Then knowes (though farther seene,_and farther seeing T~

From hills aboue, than from the humble vallies) - \\\\\\\v .
They multiply in woes, that adde in glories - : . f\\\
Who- weary is of Natures quiet Plaines, o

A meane estate, with poore, and chast desires;.
Whose Vertue longs for knees, Blisse for opinion;
Who iudgeth pleasures Paradise in purple,

Let him see me. (II, i, 1-15)

William Empson comments usefully7on theveffeCt of the imagery inrere.
Goﬁe-heard Gods": "a whole succession of feelings about the local
scenery,.thé\yhole way in which it is taken for grsnted; has been
enlistedkin:a;ébrrow and beats as a isingle passloﬁ of the mind."30
vAcﬁmat{ too%xenlists a succession/of.eomgonplace feelings and

assumptions éhgut the landscape‘and the eleﬁents in order to lay out the
complex perspectlve tha§'underlies hls perception of the present
conditioa of thelsteﬁe and his posltioﬁ in it. .T%e elaborate‘paetern,of

L
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antitheses in: ‘'humble vallies-hills above,' 'spirits-sidewes,'

'Phoebus-Aeolus,' 'farther seen-farther seeing,' 'wonde

'woes-glories'

-knows'.“; !

serves not merely to contrast the perspective of the

lowly and the. great, nor is it a sentimental celebration of the simple

life in preference to political power.

Achmat is well aware.of the

dignity of his position ('farther seen and farther seeing') even while

‘he expresses his sensé_of thevburden that comes with its responsibilities.

As well

center of the tragedy.

, the speech keeps the emotional effects of woe and wonder at the

Meh of high estate will be‘wondgfed at in their

glory, but as the wonder translateé into knowiedge it will be largely

a knowledge of woe.

A

Achmat's speech continues with a general analysis Qf his own

case and a narrative summary of conditions in the state, before he is .

led to a more poignant expression of his own particular paradoxical

dilemma.

But the-

- his way

v

.y - /

Who vtters this, is to his Prince a Traytor:

Who keepes this, Guilty is; his life is ruth,
And dying’liues, euer denying truth. '

Thus hath the Fancy-law of Power ordain' d
That who betrayes it most, is most esteem'd:

Who saith it is betray'd, is Traytor deem'd. (II,.i, 52—57)

out of the paradox:

‘I sworne am to my King, and to his Homor:

His Humors? No: which they, that follow most,

. Wade in a Sea, wherein themselues are lost.

* ~Euen base Obedience their Corruption is. (II, 1, 58~

Yet Achmat'stay For -who doth wrest Kings mindes,
Wrestles hisyjfaith vpon the stage of Chance; .

Where. vertue,, to the world by fortune knowne,'

Is oft misiudg'd, because shee's ouerthrowne.

Nay Achmat stay not: For who truth enuiroms

With circumstances of Mans fayling wit, = -~

By feare, by hape, by loue, by malice erreth;
Nature to natures banckrupts he engageth: " .

And while none dare shew Kings they goe amisse,

most interesting»part of.the'speech comes as he tries to think

70)
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Greville here depicts, with subtlety and nice psychological realism,
the movement of Achmat's mind. The technique of the first two lines is

close to that employed in Sidney s "Oft have 1 musde" from Certain

Sonnets: "Oft have I musde, but now at len finde/ Why those that

- die, men say they do depart / Depart a word S0 gentle to. my minde.

"31 The act of musing, of course, is already very like- the dramatic

!

soliloquy, but Sidney's important cdntribution to the technique of -
renderlng a mind in. soliloquy lies in the repetition of words, such as

the repetition of the word 'depart at: the end of line 2 and the

' beglnning of line 3, and in the play on meanings and associations, such

as the play on the word part in the’rest of the sonnet. Neil Rudenstein,
commenting on this sonneti\remarks on its similarity to Hamlet 5 ‘“To A
die; to sleep,/ To sleep perchance to dream 32 In Grev1lle s lines
"honour and ‘humours are not the same word but the similarity of
sound, the repetition of 'his,' and the ‘close connection of honour and
humour in" the character of Soliman combinebto capture the process of-
Achmat's mental-effort. -lhe sense of effort is.intensifiediby'the pause
~at the. end of the verse line between the two phrases.' And:it is,this.
v‘dramatic pause that among other things helps to give more- weight to

the distinction in 'honour—humour/ than‘to “the play on wrest—wrestle,

which follows in the next few lines. In both cases, however, the word~
s

.play is used to portray a mind confronting a dilemma, though the dilemma

™~

is not at the conclusion but at the beginnbng of Achmat's reasoning
And the psychological subtlety in the word—play sets up “the more
obwious dramatic shifts represented by the ,ines beginning "Yet Achmat

stay!" and ”Nay Achmat stay not!" Even in this dramatic reversal

Greville's technical skill — ‘this time in the matter of meter --
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emphasizes ghe over-riding inportance of reasoned distinctiomns for truly . -
dramatic action. Consider the meter of line 65.

|  Nay Ath/wat stdy / not! For /who trith/enuirons T
That it iS'a;nornalbiambic pentameterﬂline is surprising only because'
of the hythmical variety contained within that norm. . The most sﬁrikingﬁ
‘feature is the iambic foot in_ the third position. The caesura in the'
:middle’of the thirdvfoot is emphatic, butwnotvunusual, because flexibility
in the placingtof‘the caesura is already much in evidence throughout the
- speech and contributes markedly to the subtlety of psychological
.presentation.f Whatlis‘unusual is‘that despite the emphasis of Achmat's

<

denial, summed up in the word 'mot', and despite the strength of the
exclamation mark pointing thevcaesufa: the foot'remains iambic.
-

Considered as an integral/unit, the foot forces the accent on the word

'for' _and_thefword 'not' is relatiyelyvunstressed this is so, despite

the fact‘that 'not' has a stronger stress than the accented syllable of

- the preceding ﬁOOtw The result is a series of four syllables, in the
iSecond.and'third feet, arranged in an ascending order of intensity,‘ The
point is"not that Achnat's-renudiation of his earlier qualm is unimportant,f
'_nog that it is said without feeling, but that the emphaﬁis rests

ultimately in the reason given for the repudiation —- hence the stress_

on the conjunction 'for that introduces t-e reason. Greville's metrical ,.
subtlety makes it possible to combine the ‘excitement of exclamation with
i.the clarity of direct statement/ ‘The 1ine cannot bevdeclaimed; it.must

be said-deliberately; yet the deliheration is intensely dramatic. It /1
cones as the culminationvofﬁa‘moyement that is.clearly dramatic, and it -

t

' has important dramatic consequencesuworked out in rest of the play.

AT o Y PP L 1V T e DY X e 3
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For similar reasons, the first foot is also iambic Despite}the
I3
emphasis of: the first word nay, the ultimate focus of the line is on
Achmat.' 'S realization of his own individual identity and the premises on

3

which that rests, 80 that the stress in the first foot falls on the firstu
'syllable of his name. The normal iambic movement has to be given~
precedence, over the rhetorical pressures of the line. In thiS'way,
rhetorical- (and dramatic) pressures are felt as the embodiment of

thought. Achmat's realization of individual identity entails a
corresponding de—emphaSis on personal safety (the ethics of character
take precedence over the ethics of sensibility), 33 and it is, therefore,
fitting that the‘word who is relatively unstressed by comparison with
:the word 'truth' in this particular line. In line 61, by contrast, -

h where Achmat is preoccupied- with his own personal safety, the word who'

receives the stress The truth is that, as a counsellor, Achmat must

- -"'dare show kings they go amiss or he loses his identity as a counsellor.

His identity depends upon an allegiance to truth If the“play
demonstrates, in Rossa s speech, that obedience is corrupt when it h .
aspires.to become power it also’ argues, in Achmat's speech, that |
obedience is corrupt'when it descends to inertness. sEven:obedience"must

be a form of'action. ' The <¢o

lexity of that obedience, or that action,

as it is presented in Musta

’

.a, Is largely a product of Greville s mastery
of technical refinements in English verse. |

o :vDespite the refinements, however Greville relies fundamentally
On‘the plain-style In the middle of the play, at the emd of the third

‘act, after Rpssa has resolved to murder Camena in order to clinch “her

\v

conspiracy against Mustapha, and - Just before Soliman resolves to -

eliminate Mustapha in order, he hopes, to rid himself of fear, Greville
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plaeeS'the "Chorus Tertius of Time: Eternity." Time speaks first, -

describing herself and her effects in thirteen stanzas' during the

course ofjwhich she asserts fI an the measureiof Felieitie“ (1. 36).
B Eternity‘then speaks, but sinee'eternity‘isnindescribable,‘it is not
possible for Greyille to deveiop the speech by means of the_ same - |
techniques or,techniques parallel to those used in Time's speech. His
solution to this problem illustrates the extraordinary dramatie’potential
'of a Juxtaposition of the golden style and the moral style

of the twelve stanzas in Eternity s speech, the first“six

continue ?%e description of Time, begun in the preceding speech with
.this difference ~-- the description is here made the basis of an’ analysis,_
becoming most'p01nted insstanza four, after Eternity declaresbthat
Time is but "a Minute of my. Irifinite": | o

‘A Minute which doth her subsistence tye; ,
Subsistencies which, in not being, be: ' ) IR
Shall is to come, and Was is ‘passed by;-

Time present cements this Duplicitie:

And if one-must, of force, be like the’ other,

Of Nothing is not Nothing made the mother° (III Chorus, 97 102)

The description of Time is here used to support a definition of Time
And since Time has no fixed being; " the definit"on is offered largely
in termsvof privation: Time is an’ insignificant particle of infinity.
From the metaphysicalyanalysis of what Time is, it‘ls but a small step
to ‘the norai‘analysis_of‘Time*s preiensions.' Since neither'Time.nor "her, .
mortal off—springs" can/take or yieid}"constant forme"

-

But Stlll change shagég)fo multiply deceipt:

Like playing Atomi, 1ﬁﬁva1ne contending .

Though they beginnirg iad, to hauve no ending, . (III, Chorus,
| o . 112-114)

Eternity‘is élearIy‘in a;position to dismantle Time's claim to. be the

"measure of Fe11c1tie ?*' - .
Y



None of these six stanzas is wholly plain in style, but the.

L}

¢+ figurative development is kept to a minimum,'and what figures.there.are
’are used-almostlentirely for the elucidation of the abstract analysis.
of thelremaining‘six stanzas; the last five constitute a series of
imperatives directed to Time and written in an essentially plain style.
In one stanza, stanza,seven, howener, Greville does attempt a.direct
‘presentation of Eternity, and -in .order to do so, he dra;s on the
.resonrces of the golden style.

I, that at once see Times distinct: progression;
I, in whose bosome Was, and Shall, still be;
'I, that in the Causes es work th' Effects Succession,
' Giuing both Good, and Il1l their destinie;
Though I bind all, yet can teceiue no bound, ,
But see the.finite still it selfe confound. (III Chorus, 115-
. o ' 120)

*

‘The pattern of this stanza is the same pattern that Greville employs

in the. love poem, Caelica XXII, "I w1th whose colours Myra drest her °

N ’

head "34 though in the first stanza of the poem, the pronoun "I"

repeated five times, whereas here on.y four. The difference is signifi—

* cant in that the principal clause here is "[I] can receiue no bound.

—
.

That is, ‘the only thing that can be said directly about Eternity is a
negatlve descriptlon, ‘and it is, therefore not. acc1denta1 that the

actual subject of’the4principal,clause is“only implied, not stated.

-

The pattern, in. other words, offers the poet a means of implying what

t

is, in fact, indescribable. As Sir Walter Ralegh in "The Passionate
Man's Pilgrimage" (11. ll~39), uses tﬂz golden style to describe

heaven (that is, not an ordinary world of plain men and plain language),

-

so Grev1lle here uses Petrarchan patterning to deflne the indescribable

The mellifluous flow of stanza seven, caused largely by - the
< .
- pattern of repetition and by the comparatively smo?th meter, creates a

Y
o
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sense of other-world serenity and .sets up a dramatic contrast: with the

plain blnﬁt\language of the following stanzas. ' v -
’lTime therefore know thy limits, and striue not
To make thy self, or thy works Infinite,
Whoser Essence only is to write, and blot:
Thy Changes proue thou hast no stablish't right.
Gouerne . thy mortall Sphere, deale not with mine:
Time but the seruant is of Power Diuine.

Blame thou this present State, that will blame thee;
Brick-wall your errors from one, to another;
Both faile alike vnto Eternitie, :
Goodnesse of no mixt course can be the.mother.
Both you, and ycurs doe couet states Eternall; .
. Whence, though pride end, your pains yet be Infermall.

Ruine this Masse; worke Change in all Estates,
Which, when they serue not me, are in your power:
Giue vnto their corruption doomes of Fate;
Let your vast wombe your Cadmus-men deuoure.
The Vice yeelds scope enough for you, and hell
To compasse 111 ends by not doing well.

'lLet Mustagha by your course be destroy d

‘Let your wheeles, made to winde vp, and vntwine,

- Leaue nothing constantly to be enioy'd:.

- For your Scithe mortall must to harme ifcline,
Which, as this World, your. maker, doth grow old
.Doomes her, for your toyes, to be bought, and sold.

Crosse your owne steps; hasten to make, and marre;
With your Vicissituded please, displease your owne:

. Your three light wheeles of sundry fashions are,

' And each by others motion, ouerthrowne.'

‘ ‘ .Doe what you can: Mine shall subsist by Mer '
- - I am the measure of - Felicitie (I1I, Chorus, 121 150)

. Greville s plain style is nearly always more complex and sophlsticated

than the early native plain style employed by such writers as Googe;

Gascoigne, or Tichbourne,‘but in these stanzas he comes closestvto that

~ -

: style, descr1bed by J. V. Cunningham as, "this particular and quite

’llmited tradition .. a heavy—handed seriousness, a scorn of

.

a : : : : .
. urbanity, a deliberate rejection of that ‘delicacy which would discrimin-
q i : . - o .

ate shades of white and of ‘black. It is a morflly ruthless, secure, and

\

bk . ‘ (\J ;' . : i
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overpowering style" (CE, p. 315). In terms of rhythm, the style is.
blunt and emphatic, characterized by heavily end-stopped lines, by the
»regular placement of the caesura after the_fourth or sixth syllable in
the decasyllabic line, and by a strong differentiation between accented
and‘unaccented syllables. The last five stanzas of Eternity's speech
obvionslylderive a good deab of their energy from the resources of this
style. The heavy—handed imperatives.to Time are delivered in a series
of short emphatic sentences.'\By contrast to stanza seven,.whiqh has
only.onebfull stop‘at the end of the stanza, “the succeeding,stanzas
often have strong pauses, coming at the end of the line and sometimes
.after the fourth or sixth syllable' And finally, the marked difference
between stressed and unstressed syllables offers an emphatic meter in
'1tself and sets up the possibility of the most emphatic of metrical
variations, the spondee. As Yvor Winters argues, it is.only in verse
"in which the rhythm is strongly and obviously marked by a great and
iregular distinction between accented and- unaccented SVllables that the
true spondee can occur, in a smoother and subtler type of structure,
two syllables .of nearly the same degree of accent will be- absorbed

¢

into the iambic pattern and will'notvstand out as approximately equal

to each other "The introduction}of this variation into-the newly

acquired iambic pentameter line" 5, Winters argues, Barnabe Googe s

| "principal contribution to the.technique of English verse.' 36 Greville
clearly understandskthe technique‘and is capable of putting it
1mpress1vely to use. There are a number of 1nstances, in the flve
stanzas under conSideration, that could be read successfully as p

‘spondees, but it is stanza nine that- prondeS three undeniable examples

- in the first. foot ofveach’of llnes 127 128, and 129 "~ 'blame thou, '
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"brick-wall,' and 'both fail.' The spondaic reading is also encouraged

by the presence of alliteration and by -the fact that each line repeats

\

the. same idea under a different aspect. Each opens up the meaning of

" the ‘last line of stanza seven: "[I]jsee the finite still it selfe

confound." The 3pondee is especially useful for highlighting the

coinage 'brick—wall 'a strikingly compressed statement of the

- proverbial notions that time's errors will rebound and that dependence

on error leads to a dead-end.
It is his mastery of such verse techniques that enables
Greville to unleash the full power of the Native plain style, a style

whose central feeling may properly be characterized as moral indignation.

The castigation of Time is saved from being merely flat didacticism

,_because it follows upon the analytical definition and description of

T
.

Time and because, especially in the last three stanzas, it.is accompanied
by a certain amount of descxiptive figurative development in phrases

such as, 'your Cadmus-men,' 'your wheeles,' 'your scithe,” 'your toyes,'

.and‘fyour three light [i.e. insubstantial] wheeles' (past, present,

futufe);‘-More important is the juxtaposition of the mellifiuous style

of stanza seven and thevabrupt style of stanzas eight through twelve

by means of whichvGreville achieves a clear definition of two opposed

.ranges of-feeling The repose or tranquility with which Eternity

Q

strates her own case stands in marked contrast to the energy with which

she presents the turbulence of Time s case. And. this tension in the

chorus is a good general illustration of the attitude towards which .the

tragic hero traditlonally aspires: that 1s, in_this world but not of
it, = If catharsis is to be'retained as.a workable artistic concept, it

must surely refer to this sort of tranquility, achieved not by ignoring
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the turbulence‘of time, but by perceiving the repbse of eternity in the
midst of the turbulence. Greville's chorus, then, is intensely dramatic,

both on its OWn‘terﬁs and in the sense that 1t is a general choric

<

' illustration,bfAthe more particular drama represented in the action of

Mustapha.
For portraying Soliman and Mustapha, the two most important

- characters in that>action, and for delineating the crisis in the plot,

~

Greviile emp;oyé a fusioh of the two'styles. Solimén is rgpresented, at
the beginniﬁg of Ac; IV, moving toward the dec¥sioﬁ to execute bis son
- this, despite.copfronting a visioﬁ that presents him with a clear and -
rational reflection of the}naturé'bf his course of acﬁion.

Visions are these, or bodies which appeared?
Rays'd from within, or from aboue descending?
Did vowes lift vp my soule, or bring downe these?
'God's mot pleas'd with vs, till our hearts finde ease.
What horror's this? Safetie, Right, and a Crowne,
Thrones ‘must neglect that will adore Gods light.
His will, our good: Suppose it plucke vs downe;
Reuenge is his.  Against the ill what right?"
What meanes that Glasse borme on those glorious wings,
Whose piercing shaddowes on my selfe reflect »
Staines, which my vowes against.my children bring?
.My'wrongs,‘and doubts, seeme there despayres.of Vice;
My Power a Turret, built against my Maker;
My danger, but disorders preiudige. ’
This Glasse, true Mirror of the Infinite,
Shewes all; yet can I nothing comprehend.
“This Empire, nay the World, seemes shaddowes there;

Which mysteries dissolue me into feare. (IV, i, 5-22)

The imagérybhere'is quité obviously meant to perfbrm'é_iogical function,
. : . s
‘and not merely to clarify‘and expldin, But to move to virtuous qctiqn.
And, qﬁite as.obviousiy,‘frqm Soli@aﬁ's'point of view, it ﬁailé. Like .
Maébetﬁ apostrophizing ;hé aagger, He.éxperienceS'é.doubt about whether

"~ he is hallucinating or not, but unlike Macbeth, he is not incited by the

vision, in any way,.tb commit the crime. He is presented neither with
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an instrument for performing the érime, ndf‘with a rationale for
continuing to contemplate it. Instead,\although the imageg of the '
inscription, fheﬁmirror; the glorious wipgs, piercing shadows, stains,
and tqrrét are potentially strong‘invitations to the reader to project
seﬁsory constructibné,37vthe sensory content of the image}y is held to
a bare minimum and ié made. the occasion of.moral reflecﬁion.

The notion of ‘a logical function of imagery, despite the effort

of Rosemond Tuve in Eliiébéthan and Metaphysical Imagg;j,as remains aﬁ
~ obscure concept._ It‘is“n0tvc1ear that imagery is capéble of pefférming
a loéic;l function by itself,»and>it seemS‘bét;er to say, as Winters
suggests;39 that the forms of reason are the fofms of syntax. Sir
fhilip Sidney, talking about similitudes, mékes,a'kindred‘poinf:

. ;vthe force of a similitude not being to prove anything to a
contrary disputer, but only to explain to a willing hearer,
‘when:that is done, the rest is a most tedious prattling, rather
over-swaying the memory from the purpose whereto they were -
applied, than‘any_whit_informing the judgment, already either
satisfied, or by similitudes not to be satisfied. (p. 71)

Clearly, Soliman's judgment, at least, 1is ndf'any whit -informed by the
similitudes and imagery applied fo'it, but before we take Greviile to
‘have set out to prove Sidhey's point, there are other causes, not far
to seek, to consider. The hint .may be picked’up,fromvthe\last word:
quoted from Soliman's speech: 'fear.' It is not for hothing that -
Rossa, consistent with her‘repudiatidn of awe iﬁﬁAct iII, has been busy
throughout Act T, especially, provoking Soliman's fears and perverting
normal expressions of wonder, admiration, or puzzlemenfvinto the lesé
reputable emotions éf,neurotic-épprehgnsioh andvdontemptuous disbelief
(see I, ii, 109, 119, and 239)l J.V. éunningham, summarizing the

Aquinian interpretation of the six traditional species of fear, mén;ions
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‘especially the three whose source is'external,;wonderz(admiratio),
amazement (stugorj, and shocked surprise (agonia):

. . a man who wonders does fear at the moment to give a
judgment, fearing that he will fail, but . . . he looks
.into the matter in the future; the amazed man, however, fears -
both now and in the future; hence wonder is the beginning of
philosophizing, but amazement an impediment to it. (CE, p. 74)

Soliman's fear is just this kind of amazement, and it is the antithesis

of religious awe. His speech continues:

I that without feele no Superior power,
And feele within but what I will'conceiue,
Distract; know neither what to take, nor.leaue. (IV, i, 23-25)

And concludes:

1f bod worke thus, Kings must looke upwards still,
And from these Powers they know not, choose a will.
- Or else beleeue themselues, their strength, occasion;
" Make wisdome conscience; and the world their skie:
So haue all Tyrants done; and so must I.. (IV, 1,.39-43) .

His fear, really not much more than fear for his own personal safety,‘w
induces a kind opraralysis Or_deadlock.. He is an enclosed ego,

iacking connections with_éod end with other'human‘beings, with the
‘result that the argument~againSthustapha's execution finds him
curiousiy inaccessible even -though, in a sense, he presents the argument.
n'himself. By portraying that‘argument almost strictly‘in terms of
imagery, Grevillé'meneges'to suggest'that it is somehowkoutside of his
Vperson" In the first. part of the soliloquy (ll 7-12), thevinterlOCking
rhyme and the exchange of question and answer maintain the ambiguous
sense that Soliman is conducting a debate within himself, but the glass,
the true mirror that he finds incomprehensible, is obviously wholly
external-to him The mind thus represented no doubt exhibits a kind of
madness, but it is difficult to conceive how the willful persistence in-

i

murder, Voluntarily denying the directives of reason,can ever be
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repreeented as anything But:madness. Soliman is one of thosevunable to
ohoose a,wiilﬂ"from these powers they.know not'; that is, he ie unable
to exist in a state of not-knowing, a state of wonder.‘ The purder of
Mustapha, thetefore; is.not the'issoe of action, put the’iseue oé
distraction; not the issue of thoughtb but of stupor.

- By contrast, Mustapha is presented as capable of the most
vigorous thought and unflinching honesty, as Greville employs a ﬁusion
of the two styles to_portray the assimilation of range and urbanity to
moral probity Though the title characten of the play and the center -
of attention for almost every other character in the drama, Mustapha
does not appear until late in Act IV and even then his appearance is
.relatively brieff Like Camena, he -is in an essentially static position.
But.his‘repose results less from the tension of peraoox than from the
: #esolve of a profoond'understanding. In'a,world of misguided or
onguided commotion, the abilityAof"ththtagiczhero "to live in a
'continual equipoise of doubt"40 may be‘tegarded as inaction, whereas it
is?-in fact, the most fuliy human action possiple. The breadth of
Mustapha's undetstanding is sd#gesteo inlhis fitsé;two'epeeches, ae .
Gtevilie inttodoces him offeting ‘spiritual counsel to the priest, Heli:

_Whenee;grawes this suodeanage thy geStureiﬁtters?
g These Agor.ies, aud furious Blasphemings?
Man then doth shew his Reason is defaced,

When Rage thus shewes it selfe with Reason graced. (IV, iv;‘56—
: . — : . 59)

The antithesis of rage and/feason expounds the proper felationship

between reason and wili‘(since rage is an_extremity'of willfulness)

and indicates the emotional force that works to subvert that relation-

ship, The couplet, then, contains implicitly the. answer to the opening

twobquestions._ And since thefquestioné‘are answered so 1m@e%£§£ﬁL$4/,\\“

™
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80 emphatically, and with spch generalizing power, they have the feel,
that is, the emotional intensity, of. rhetorical questions Yet Heli
obviously needs to learn the lesson, and the questions are simultaneously
real questions. The inherently metaphorical content of the word
'defaced,' normally inert,‘is here,invoked; Qﬁietly but effectively
responding‘tO'the metaphorical hint in»'thy gesture vtters,' as.Helifs

‘ pooers of~a§ticulation are -called into question...And the words"graced'

andk'blasphemings"summon the larger spiritual issues involved in

maintaining a.proper demeanour. | }

'vMustapha‘s Second speech is~also both moral and eloquent.

. Horror, and Pride, in Nature opposite;

The one makes Error great, the other small:
Where rooted habits haue no ‘sense at all. .
Heli! iudge not thy selfe with troubled minde,

But shew thy heart: when Passions steames breath forth,
Fuen woes we wondred at are nothing worth. (IV, iv, 65-70)

Horror, it should be noted is related to wonder; it is closely

aligned to what St. Thomas calls. amazement OT sStupor: an impediment to’
philosophizing. In the opposition of “horror and pride Greville
1nvestigates the forces that work against the common pursuit of true
-judgment. A few lines later, in a line that is a triumph of simplicity
and'Subtlety, Mustapha,says:f ?What shall I doe? Tell me. I doe not
feare";(l;.84). rTh;t is, he recoénizesjand‘OVercomes the paralyzing
sort of:fear that has defeated Soliman. Yét,_toawant to know ﬁhatlto
do 1s to continue to exist in-a state of wonder. The simplicity of the
phrasing and the symmetrical balance of the caesuras crystallize the
antithesis of wonder and fear; 'Tell me' is the inspiration of wonder

and the subjection of horror. In addition, it ‘should be obvious that.

Mustapha is now asking Heli's advice. He is truly the inhabitant of a *

~
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human community (cf. 'rooted habits' 1. 67 and 'shew thy heart' 1. 69),

‘and the 'we'! of line 70, "Even woes we wondred at are nothing,worth,"

is genuinely communal. Heli's.predicament'is Mustapha's: Thus, despite
the fact that Mustapha iS'presented,‘from the moment of his’first*
appearance, as understanding and aiming at that catharsislof woe and

fear that is the end of tragedy, Greville represents, mostly by means

of a‘powerful series of antitheses,'the range of human‘experience out_of‘
which that_understanding has grown. . Mustapha ie neither sanctimonioua
nor filled with'the pride of martyrdom, though he enyieione‘andﬂaspires»
to the serenity postulated by the chorus of Act 111, Eternity. The

-

convincing portrayal of such an aspiration is a triumph of ‘the fusion
of the two styles. o - -
And the play is a triumph of its kind. It is a thoughtful and
_moving investigation of the human condition. It draws on the resources
of an ancient and fully traditional theory of tragedy, and, in faét,fit
¢larifies that theory by offering ome of the most thoroughly worked out
examples, in ‘English, of drama written according to principles of the
theory. Furthermore, the play is-exploratory. It makes flexible use
of the liveliest experiment inkEnglish-verse in the sixteenth century.
In consolidating the gains of that»ekperiment and in hringingvthem’tol
bear onea'solidly traditional structure.lies the originality of Muetapha.‘
Here too, in all.probability; lies the reason‘forlitsvneglecti Since
the traditional intentions of SOme of Shakespeare's'tragedies have
scarcely‘been admitted —- despite the excellence of Cunningham s book
"~ on Shakespeare vhis views do not appear to have c1rculated widely'~- it
is not surpri51ng that the traditional intentions of Greyille s play :

have scarcely been entertained.  And although there is scholarly
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agreement that there vere two-clearly defined and widely understood
styles available tovthe lyric poet in sikteenth century England, only a

few writers, mostly under the influence of Yvor Winters, have recognized

. the plain style as central and the eloquent style as an enrichment of

it. Hence, the implicatiqns of this recognition for the: study of drama"j

have hardly been suspected In any case Mustapha, with its customary- -
‘ label, would not readily present itself as the first‘item of investiga-
htion. lsenecan closetvdrama' suggests that it ia both nonrtheatrigal
Vin form: and declamatory in‘style, As to the first ohjectionﬁ in the
}words of Aristotle,’”The tragic'effect,is quite ‘possible without a
public performancerand actorss; and beaides, the getting-up of the .
Spectacle is more a matte; for the costumier than the poet."a,1

the second, Grev1lle himself, as we have seen, was anxious to avoid the

coarse and imperceptive rhythms of bombast Where else to look for an' -

: alternative than in the verse technlques that he himself helped to

pioneer and perfect? :For the moving ahﬁ serious undertaking of Mustapha,g

L)

~Greville needed_the\style that Sir-Henry Wotton,“commending his own . . #

epigram to the attention of Queen Elizabeth, called a "passionate

‘.plainneaé,”

el



Chapter IT

‘Richard II: Apprenticeshipwin Tragedy

A. Tragedy and History

Like Greville,»ShakeSpeare needed an'equipoise of'styles. And
1like Greville, Shakespeare discovered some of the éroundvork for this
:balance in the interplay and in.the integration»of.the Poen styles from
1yric'poetry: the-golden_and the moral. lIn fact, in Shakespeare the
‘tension oetween opposed ranges of‘feeling‘or.attitude;‘andéthe need for
‘ reconciliation, both’become more acute, because the range of human
'.experience he explores is much broader, and because his appeal is at
'least as 1ntellectually profonnd‘and ;at the. same time, a great deal more
popular than is Greville's. Since the terms of sixteenth century
,poetic technique do not fully comprehend Shakespeare s stylistic‘
mastery, two additional categories- are needed the metaphysical and the
Shakespearean., Both of these terms suggest important movements in the
English tradition'dthe poetic styles of the sixteenth century‘are
absorbed and transmuted into the greater complexity of the early
seventeenth century. Nevertheless,vthe interaction of the golden style

and the moral style remains central even in Shakespeare's most

accomplished apprentice work The Tragedy of Kinngichard the Second

Since few w1ll doubt the presence of the golden style, especially
in Shakespeare s early work 1 it is best to begin by, considering Why,b
for Shakespeare, as well as for Greville; the moral style remains
dominant. As- the full title of Richard II suggests, Shakespeare

S
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:aspired to write tragedy.2 Althahéh the actual.title may have been K
supplied by Andrew Wise,”who'was responsible’for publishing the play

in 1597, ’there is enough ev1dence in the play itself to corroborate

’

the suggestion. Yet the’ relationship between historical dramh and
tragic drama is an obscure one, and the obscurity may be the cause of
.critical imperceptiveness of the importance of the, moral style.'
Elucidation is offered by an astute commentator on the relationship,
Samuel Taylor Coleridge, in some general'remarks that are‘usually placedv~
as a_preface'toqhis particular.discussion of Richard I1. Coleridfe}s:
aarks. will serve“to advance a traditional concept of tragedy,'to

clarify the relationship of tragedy and history, and to propound the ’/

close correspondence of drama and poetry. The folfow1ng Notes on the
. ' I
History Plays of Shakespeare were written about 1810:

» The first form of poetry is the epic, the essence of which
may be stated as the successive in events and characters. . "
This must be. distinguished from narration, in which there must
always be a narrator, from whom the . objects represented receive
a coloring and a manner; -- whereas ‘in the epic, as in the
so-called poems of Homer, the whole is, completely objective,
and the, representation 1is a pure reflection. The next form into
which poetry passed was the dramaticj == both forms have a common
basis with a certain difference, and that difference not
consisting in the dialogue alone. Both are founded om the
relation of providence to:the human will; apd this relation
is the universal element, expressed under .different points ofs
view according to the difference of religioss, and - the moral -
and intellectual cultivation of different nations. In the epic
poem fategls represented as overruling the will, and making it
instrumental to the accomplishment of its designs‘ -—

— Aids & dreneieTo Boudd.

[That the will of Zeus might be fulfilled]
In the drama, the will is exhibited as struggling with’ fate, a
great..anc eautiful instance and illustration of which is the ‘
Prometh: ¢ Aeschylus; and the deepest effect is produced, when.
the fate LeprSGUtEd as a higher and intelligent will, and the"
opp051tior of the indiv1dual as springing from a defect,

P
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~ In order that a drama may be properly historical, it is
necessary that it should be the history of the people to whom
it is addressed. In the composition, care must be taken that
there appear no dramatic improbability, as the reality is
taken for granted, It must, likewise, be poetical; — that onty,
I mean, must be taken which is the permanent in our nature, which
is common, and therefore deeply interesting to all ages. The
events themselves are immaterial, otherwise than as the clothings
and manifestz ‘on of the spirit that is working within., In this
mode, the unity resulting from succession is destroyed, but is
supplied by a unity of a higher order, which connects the events
by reference to the workers, gives a reason for them' in the
motives, and presents men in their causative character. It takes, .
therefore, that part of real history which is the least known,
and infuses a principle of life and organization into the naked
facts, and makes them all the framework of an animated whole.

“The "felation bf pfovidence to the human wili“ and the will "exhibited
uas'struggliﬁg Qifh fate'" are both explicit references to the traditibnal
concept of tragic destiny. What'is'notrso expliéit is p?e lést part of
the first paragraph. "The-o;posiﬁion of the individual . ; . springing
from a defectfhmay‘be equivalentoﬁo Aristotle's ftfaéiciflaw,a but not

: in any crude sense. If fate is a‘higher and iﬁteliigent will,.then

the individual is;;by définition; lower ahd,less intelligent, and to
;hat'exteﬁt éeprivéd or defective. "Tfagic flaw," in other words, is
not a éathological item in the character ;f.the protagonist, but thsh
inévi;able disparity %etween whatever intélligence and will thg tragic

| hefo can muéfei'and the iﬁtglligeﬁée’aﬂh &i}l'deménded of him by his
circumstaﬁées. That is, tragedy is.inevikably and ifrefutably
;éligious. The effort‘tb‘éscertain‘;nd act in aEcordancé”&ith the
dictates of absolute trutﬁ.is she universal element of tragedy,:whatevef
thewdifferences in moral,bintellectual, or.reiigious qgl;ivation 6f,‘\

different nations. o !

This emp.. .s on 'the permanent-in”our“nature" hHas consequences

for the structure of drama. ''In this mode, the unity resulting from

. . . _ . } ) .
r\ ' ! . = -
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succession is destroyed but is supplied by a unity of -a higher

order. . . '", Coleridge s claim may be compared w1th what Aristotle

says in Chapter 8 of the Poetics. "The Unity of a Plot does not

., consist, as some suppose, in its having one man as its suhject. An
infinity of things befall that one man, some-of,whichvit is impossible
ito reduce to unity; and in like manner“there are many_actions of one man
which cannot be made to form one action.dg Ique make a distinction

) between character ahd personality, we may say that unifiaj action ig

not to be derived from the development of'a personality. In tragedy,
-character eduals tragic~impersonality. "Character," to quote Aristotle
once again, this time from Chapter 6, ". . . iIs that which reveals the
moral purpose of the agents, i.e. the sort of thing they seek or avoid,
where that is not obvious ~- hence there is no room for Character in a.
speech on a purely indifferent subJect. Ihought, on the other hand, is
shown in all they say when prov1ng or disproving some particular point,
or enunciating some. universal proposition. ? As Coleridge goes on to
open up~what hejmeans¢by unity‘of a higher order" not only is his
agreement with Aristotle apparent, his list is‘a near paraphrase of
Aristotle‘s description of the most importantlelements of tragedy. That
which "connects the events by reference to the;workers" is plot-or what
Aristotle>sometimes calls character in action; giving 'a reason for them
.in‘the motives' is what Aristotle calls thought and’ "men in their
‘causatiye character7 explicitly-names character while asserting, in the
word 'causative,' the fundamental relationship betwe:n thought, character
iand'action.r""Presents" strongly implies what for Aristotle is diction

: - e J ~
. (or style), since the" presentation is obviou -y done in language.» The

3

&
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."‘

fifth and sixth elements, song and spectacle, are pleasing ornaments,
. i > .

s —

but, for Aristotle, less impdftant'than the first four. It is,vperhabs,
worth recalling a similar sentiment in Coleridge:: "Shakes?eare, in
place of fanting, musicfand outward action, addresses us in words that

v

enchain the mind, and carry on the attention from scene to scene.v6

" Coleridge, in;othéf words, #»n his remarks about hisgiiical'drama, is

very close to the traditional'view of fragedy.7

\
i

. ‘ , - . - . .
Y " But, it might be argued, 1if tragedy presents a unity of a

higher order, history is certainly tied to the §¥ity resulting from

guccession. And it may be that the claims of the’tVO'modes are

ultimately irreconcilable. As Coleridge's manuscript notes cgntinue,

however, this time from a new ffagment of his notebooks, he expounds a

‘,closérﬁélignment of tragedy and history than is customarily thought and

makes % fundamental distinction between history and historical d;aﬁa.

T

o

In my happier days, while I had yet hope and onward-looking

" thoughts, I planned an historical drama of King Stephen, on the
plan of Shakespeare's historical dramas. Indeed it would be
desirable that some man of dramatic genius, to which I have no
pretensions, should dramatize all those omitted by Shakespeare,
as far down as‘Heﬁry VII. inclusive, Henry VII. and Perkin
Warbeck would mike a most’ interesting drama. A few scenes of
Marlowe's Edward II. might be preserved. After Henry VIIL.,
the events are too well and distinctly known to be, without
plump inverisimilitude, crowded together in onme night's '
exhibitiofn, Whereas, the history of our ancient kings —— the
events &f them, I mean —- are like stars in the sky: whatever
the:rgdf'interspaces may be,, and however great,fthey seem close
: toggddh other, TheAstars,-ﬁ%e'eVents, str ke us and remain in

" ourreye, little modified by the differenr of their dates. An

: hi%toriq.drama is, therefore, a collection of events borrowed
. .o "from history, but comnected together in respect to cause and time-

N 6%étically,_by’dramatic fiction, It would be a fine national

‘custom to act such a series of dramatic histories in orderly

. succession every Christmas holidays, ana'cou38§3:t but tend to
counteract that mock- cosmopolitism, which under X positive term
,reallylimplies nothing but a negatiom of, or indifference to,
the particular love of our country.. By its nationality must -

every nation retain its independence -- nationality guoad_the -



nation. Patriotism is equal to the Gense of individuality
from each individual. There may come a higher virtue in both —#yr
in the just cosmopolitism . . . (?) but never is this Eossible'“

Jexcept by antecedence ofkthe former. --Better thus: natiomality
4n each individual, quoad his country, is equal to the sense of

individuality quoad himself w— .i.e., subsensuous, central
inexclusive, etc. .

Notice that while Coleridge's earlier remarks are surprisinglytcongruent
with what Aristotle‘says ahout tragedy,‘he does indeed'mean them.to
reier to historical drama..:The latter, no 1ees than tragedy, is a
dramatic fiction, investigating the relation of action ("a collection of

’ P 4y

vevents") and’ thought ("connected together in respect to cause and. tine ).
by means of poetic techniques. History that 1is too recent or too well
“known is_intractable to the purposes‘of drama because the unity
‘:resulting from‘5uccessionfieatoo crowded and'too‘familiar to "strike
us and remain in ‘our eye ; that is, it fails to. arouse wonder in the

a

audience and is,'therefore an impediment to thought. Coleridge
means no disrespect to/hiétory ger se, nor does "dramatic fiction"
entail anythingalike irreéponsible noetic licence. lOnithe contrary,
hiStorical dréma:”borrows" eyentslfrom;hietory in order to investigate
hetter the connection qf thosevevents by means of poetic heightening;

In fact,.the“vhole tenor of Coleridge's defence of historical
drama is that it‘pronotesfthought ahout nafyionality and the:significance
of national history. And just i; case the emphasis,’such ae we find
in the earlier nassage,‘on the pernanent'or that:"which is common" in
vour nature leads us to a too facile ‘notion of universality, his gibes at_
"mock cosm?politism remind us that the univereal is not a negation of
or;a‘cancelling of the particular. The..jUSt cosmopolitism is never

~

possible eicept by thelantecedence (that is, not supersedence) of
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individuality and nationality. T M. Raysor s note on the/lacuna

/

following "the just cosmopolitism” is: "the words omitted seem ti&%h
"the latter in’deity.f" If his editorialASurmise’is correct, it shows
that Coleridge's ideas about the relatlonship between'individuality.or
. patriotism and the true or just cosmopolitism are perfectly consistent

"~ with his-earlier renarks on the relation of providence and the human

will. The relation of individual to nation-exists in the same continuum

as that between individual and divine providence. As well, the emphasisA

of his remarks on the place of patriotism in historical drama accords
well withithe traditional notion ghat tragedy inVolves heads of state
whose personal actions have immediate and profound implications for a
whole people or nation. |
The complexity of the whole relationship is summed up in the

compendious, but partly obscure,ftriad with which the quotation ends'
nationality in each individual quoad his country, is equal to the
';{sense of individuality quoad himself — i.e. subsensuous, central,
"

inexclusive, etc. This enigmatic, but c0mpelling, list of qualities

|
offers something very close to tragic impersonality. The aim of

historical drama is to make the individual understand the n tionality of

his country as he understands his own individuality, that is\\as
something central and subsensuous (operating,below the level of\ sense
perception) but not exclusive -~ to make him feel that he is part of
something larger, and other, than himself, without forfeiting his /vn
central integrity. To achieve this understanding and this feeling, it
geems to me, is an essentially religious recognition..fl say this

realizing that‘ Coleridge s concept of universals (as stated here) is

fundamentally Aristotelian; uniVersals are not transcendent, but

K3
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subsen8uous; universals subsist in, and only in, individuals. Thus the
diScovery of universality;,even if it leads ultimately to deity, must

3 proceed irrevocably by way of the human community. But the really
puzzling aspect of Coleridge's triad is that individuality itse ‘is
treated as a universal. ‘ This treatment is, “perhaps, not faulty logic
(since, in one sense, it is easy ‘to see that individuality is a trait
of character held by many individuals in common), but it is psychologi-
.cally foreign to modern;habits of mind. Those habits insist that the

- individual is self-enclosed, exclusive,'isolatedzand even alienated;
they further insist on the preeminence of sensory experience and on
‘the delights of eccentricity (consider the modern meaning Of,.

'she' is 'a real characterl). This attitude, thex

character in 'he' or
incapacity to understand individuality as a universal, is simultaneously
the probable explanation for why tragedy seems 80 impossible 'in modern
literature and’the likely sign of what is ailing in contemporary life.
It is also the compelling reason for a renewed (and renewing) study of

tragic drama and of tragic impersonality.

‘The best definition of tragic impersonality that we have to

B
R(‘"
’ “"date is offered in an essay printed originally in Scrutiny in 1944 by

FL.R. Leavis‘called "@ragedy and the 'Medium.'" Leavis's definition is "‘
. N o :
not readily extractable from his whole argument, but’a series of three
- excerpps, hgsically congenial and coherent, should befenough to
demonstrate emphatically his essential sympathy with what Coleridge
L postulates as the end of historical drama.v | ' o
The tragic experience, however it is to be defined, is

certainly not anything that encourages, or permits, an °
‘tndulgence in the dramatization of one's nobly-suffering self.



. % . it is an essential part of the definition of the tragic
that it breaks down, or undermines and supersedes, such attitudes.
‘It establishes beloﬁ them a kind of profound impersonality in o
which experience matters, not because iﬁ;is mine -~ because it is
to me it belongs or happens, or because, Lt subserves, or issues
in purpose or will, -but because ‘it is wHat it is, the 'mine’
mattering onlysin so-far as the individual sentience is' the =~
indispensable focug of experience.
' I

The sense of heightened life that goes with the tragic experience
is conditioned by a transcending of the ego -- an escape from all
attitudes of self-assertion. 'Escape,' perhaps, is not altogether
a good word, since it might suggest something negative and’ ‘
irresponsible. . . . . Actually the experience is comstructive or

. creative, and involves a recognizing of positive value as in some
way defined and vindicated by death. It is as 1f we were
challenged at the profoundest level with the question, 'In what
does the significance of life reside?,' and found ourselves
‘contemplating, for answer, a view of life, and of the things )
giving it value, that make.the valued appear unquestionably more
important than the valuer, so that significance lies, clearly and
inescapably, in the willing adhesion of the individual self to
something other‘;han_iﬁself.9 ‘ -

The willing adhesioﬂi@f the individual self to something othgrvthaﬁ ipself;
offers a way 6? sub&%ihé willfulness‘wﬁihout denying the enérgy of the
will, In so far as the implieq comparis;n in "to something.other';han
itself"‘refers‘to-divine providence, 1t p;obably guccuﬁbé to ﬁhe
criticisms bréught against_Anselm‘s ontologic;l ﬁ:oéf'of the existence of
God. Namely, thét a comparisonbis set up, with one of the terms of

the comparison missing,i in order to. prove the  existencé of the very (_:efrﬁ
»thét is missiné.. But 1if we také “éomeﬁhimgvother than itself" to refg;l

" to the nation or ﬁhg_human community, it might just be easier to bring’l

the implied term of the compas ison into view. The historica%f_t.ma, then,

impelled by the'samé basic concernm as the tragic drama, briné@%t at

-

'concernﬁto a slightly more manégeable_frémework ‘(the obvious framewqu
\J : : : . =

for an ?pprenticeship in tragédy). It might be necessary to say what

should be piainly evident; that Coieridge's championing of patriotism

is the antithesis of the repugnant sort'of‘nationalism'much in evidenge,
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especially in the past century; it is as fairﬂto expect thevsame

q?v .

conquest of self—asserti . and egotism, the conquest that is, of

solipsism, in cougtries and- in leaders of countries as in individuals,
\In‘some_respects the paradigm of tragic impersonality is the Way
that language itselt i% continually created and re-created in individuel
,speakers. Language is spoken only by individual speakers, it 1s the
creation and the responsibility of indiwgggal speakers, and it is in
.language that the individualiay of huyman beings is most profoundly
" realized; but it is the exclusdve property of no one individual,, Poetry,
as measured langnage," is simply the most inclusive ‘and subtlest
instrument for registering and exploring that kind of impersonality.
_%Implicit‘in the passages from Coleridge are several important considera~

oﬁ%;a

tions for the connectid vietween drama and poetry and for the study of

Shakespeare. Leavis comes to a similar’ conclusion and states it more
explicitly near the end of his essay: "No theory of Tragedy can amount .
to more than a blackboard diagram, a mere schematic substitute for
understanding, unless it is‘assoc1ateo with an adequate'appreciation of
the subtleties of poetic (or creatiVe) language -—- the subtleties that
are supremely illustrated in the poetry of Shakespeare."lol Coleridge
and.Leavis'together,1then, provide conSiderable justification for
approaching.Shakespearean drama throughia close inspection of the poetry.

In summary:' it is the best way. to avoid novelistic criticism that

concentrates on-theiaccumulation of incident and on. the interplay of
v . £,

personilities. Close attention to the verse allows us better to
/ . s .
perceilve the wider implications of individual actions -- to perdeive,

when it occurs, the fragic impersonality., In a related way, an approach
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by way of the poetry will facilitate the percepé;on of Coleridge's

"unity of a higher order." It will enzble one to see the unity of a

dramat 1ot, as well~as its conflicts and tensions. It remains to
bring to. beér, on ﬁi‘% i'sights of%eridge and Leavis, the most
S ___'?, ! v N

'perceptivé%analysis of
@ : & E o
pioneered ip §he critical;work of Yvor erg and J.V. Cunningham. The,.

f
moral style will be essential to the preeentation of "men in their
»causative character' since the attempt to determine, as best as may beym=-

the causes of actionﬁeﬁd to proceed accordiﬁg to one's bebt insights

into those causes is a moral pursuit. In the words of Samuel Johnson.in

i ‘v

 the Preface to Shakespeare, he that thinks reasonably must think

morally."llx The moral st&le, in other words, is germane to both thought

aod diction (as these are in turn germane to plot and character) ‘Ip . &i
fact, the moral style if we may appropriate Coleridge's terms, is itself
subsepeuous,‘eentral, and inexclusive: central, because interested

in every aspect of human actiOp; subsensuous and inexcluoive, because it
attempts. to generalize from particular sensory“experience. Wﬁen'it fails,
of course, it is sentimental or piatitudinous because‘it attempte to be
too.inclusive on the baeisbof too'little‘experience. This‘failure is'the‘
besetting vici of the early mnative plaip étyle, and, correlatively,, the
'overcoming'of.it is the abiding aceooplishment of[the'Petrarchan
.enrichment of that central style..'The cloeer rehdering of seosuous
particulars provided by‘thebeloqoent style.maﬁes possible a finer
adjustment of tone and a more refined apprehension of reality; bot‘for .
the‘presehtétion'of an underEténding of huﬁan aetion,rthe moral‘styiea

»

remains invaluable and, indeed, inescapable. Richard IT is a precursor
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of Shakespeare's great tragedies, not because it discoveﬁagthe

)

melancholic character (Richard) confronting the necessity of action,
or the character of amoral efficiency (BoIingbroke) confronting the
necessity of moral and ‘spiritual sanctions, but because it discovers an

adequate style or range of styles for presenting "men in their causetive
10\
character"; it djscloses a range of stylistic mastery,,unprecedented

"in Shakespeare's career before 1595, that is capable of encompassing,
Vo .
without falsifying, a full complexity of human experience; it offers a

clear prognosis of the mature and urbane sty1e>of Shakespeare;



;
/
/

.

B The Standard: The Moral and the Golden

Though studies of imagery and, motre recently, studies of
rhetoric have openec up our onderstanding of Shahespeare's artistry,
they seem persistently vulnerable to the distorting preconception that
“for éach play there exists one item of stfle,‘or a smallbgroup of items
(inages, metaphors, certain grammaéical or rhetorical constructions) that
characterizelthat playland, therefore;‘provide the "key" to understanding £
it. They‘arevtoo often ways of evgding the-task of.attending; as fullp
as possible; to every aspect of styie’in”eyery‘utterance; of attending,-
that is, ¢ fnlly as possible; to Shakespeare's intentions and holding
our own.intentions in abeyance. A difficulty that is more serious,
becausekmore widespread, is the inadequacy of modern notions of what_ b
poetsy 18 and does, . One is the idea of poetry as. the product solely of
the‘imagination, and the other is the notion of poetry as organic form.

. Two observations may serve‘to clarify things. The first is
that for the Elizabethans, poetry is an activity of the whole being,
the notion that it is limited to one faculty may be glimpsed in Erancis
Bacon,l.but a clear theoretical statement cannot be found until Hobbes's
"Answer to Davenant" in 1650:{ ", . . Fancy, when any Qork‘of Art is tO,
be performed, findes her materials at hand and prepared for use,.and
needs no more then a_s%ift motion ovep them . . . her self being all
she seeks."2 Invention, the seeking and finding of_one's subject

N v

matter, was repeatedly discussed by cla551cal medieval, and Renaissance

theorists in association with logic or rhetoric (that is, in association

with the art of finding the truth and/or persqading others of it). Inu“ T

3
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Hobbes,‘invention is sprung loose from all such attachments; Fancy‘is
responsible to nothing but itself. The view. of 'po‘e"tryimplicit in this
theory is, to say the least, highly suspect, but that»complex issue
aside, it 1s enough/merelybto observe that, sppliedfto'Shakespeare,
it~is anachronistic, The second observation is that'organic form, if
it'is thought to be an inherent7property of poetry, begs the essential»
question for the critic or resder and isolates (improperly) poetry fromv
allvother,forms of hggan discourse. The question is, 'What sense,does‘
this work make of the world?' 1If the reader'asks thds question and
waits for an answer, he must be prepared for theAFossibility that the
work could make several different Senses,vcould impose or discover
several different forms‘(not all of them.necessarily mutually comfot:zble),
just as well as it could present something that might plausibly be .
called organic form. And it could do this~w1th varying degrees of |
‘ success. Works of art may undertake very different h/nds of things in
‘,different stretches, and even where the kinds are auspiciously the same
rthe achievement may still be better or worse.3‘-It is necessary to
,xegister these doubts at the outset because forathe case in point,
;ig%ard 11, both of these attitudes have been at work to inhibit -
critical thought 1“;he play does indeed present us with poetic strengths,
but thoseastrengths are not quite what many readers of the past century
have been claiming they are. Similarly, with respect to the question of -
ﬂdramatic unity, at least since Walter Pater 4.readers have asserted,
reasserted, and even given elaborate descriptions of the'unitybof
Richard II, ;That unity is anvillusion.-jTo say soAisvnot to;disparage

Shakespeare's achievement, Quite the .contrary, it isiprécisely because

the pressure of the experience and understandingithat 'Shakespeare

T
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attempts to deal with in the play'is so great that its unity is
disrupted. It is genuinely apprentice‘work. It is”only theqcomplex and
far-reaching implications of the material that show the maker to be,

as yet, imperfect.

To make this judgment is not a matter of importing external

standards to Shakespeare s play. The standards with which to assess
B : . 3}
Richard I1 do not come from an analysis of Greville -8 drama nor from

*

" a discussion: of Aristotle s (or Coleridge .8) theory, though the

investigation of these writers does make it easier to see what Shakespeare
o
is doing. Neither-do the standards come from other Shakespearean

'dramas, though there may well be a continuity of themes:‘methods, and
achievements among the plays; nor from the tradition ofnthe two, styles_

in the short poem of the sixteenth century, though there is undOubtedly
a connection between the successes of that" tradition (including some- of

%
SR

Sha\ffpeare 8 own sonnet&) and Shakespeare s use of it in the play. The,_ w

\fstandards with which to measure the achievement of Richard II are
discoverable in “the play itself To.explain, in a general way, how it

is possible to hold" this view and still hold the notion of organic form
‘at arm s length I wish to appropriate some remarks by Erich Auerbach in’
?ﬁmesis. Auerbach's comments .are meant to apply, in part,kt 2 Henzy Iv,
_but the: hengy IV plays are close in time to Richard II, and, more |
important, that time (1595-1597) is customarily agreed to be a watershed
in Shakespeare s career.' For this reason, the appropriation may be
especially illuminating. If the remarks are brilliantly true for '
'Henry 1v, how -do ﬁhé& accord with Richard 11?7 o ‘ ' L

]

Within a specific theme there is still another type of
evidence of perspective consciousness. Shakespeare and many of

<
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‘'his contempdraries ave averse to completely detaching a turn of
fortune which concerns a single person or a 'limited number of s
persons -from its general ‘context of events and presenting it on -
a single level of style, as the tragic poets of antiquity . had
done and wherein their sixteenth and seventeenth century imitators
"even outdid them at times.. This isolating procedure, which is to -be
explained through the religious, mythelogical,.aﬁd,teéhnical .
premises of the antique theatre, is out of keeping with the roncept
of a magical and polyphonic cosmic coherence which arose during™
the Renaissance. - Shakespeare's drama does..not present isolated o
“blows of fate, generally felling from above and involving but 2 =~ .
few people in their effects, while the milieu is limited to the
few persons'indispensaﬁle to the progress of the action; on the
contrary, it offers inner entanglements which result from given
- conditions and from the interplay of variously constituted

- characters and in which not only the milieu but even.the landscape, .
_even the spirits of the dead and other supernatural beings. . . )
participate., And the role of these participants often contributes
nothing at all or at least very little to the progress of.the
action, but instead consists in a sympathetic counterpoint — a
parallel or contrary motion on various levels of style.

If "cosmic coherence" in drama sounds periléuély close to "organic

form," it should be'notedjthatbit is‘concomitant'with hperspéctive
. B \i B N . .

" conscidpgsness,” and ‘that that in turn 1s a consequence of the presentation

of an action on several levelé of style. The actions 6f.siqgle-pérsons
) méy havekfaf-fe;cgiﬁk'péiiﬁical énd»social'impiitgﬁions:. If thé'Hean IV
piays are Shakesﬁéare's ékiliful mahégemeﬁt of'perSpective cbns;iou;ness‘
ffoéussed'on very definite po}itical'aﬁd social proﬁieﬁs, Richard II, leés“
.‘peffectly executed,;b?ingi peéspective‘consciodsness.;o bear -on méttéf.
potentially-more'p;ofound becégsé thé spifiﬁual'diffiéultiés_éhat
;upderlie thpéeﬂprobleﬁs ;rekfaced}mOfe di;ectly. " And thqugh‘the aBséncé '
of prosé resfriCts the rangg of Rich;rd II,vthé_igterélaf.of:varioﬁs |
"styles is, fof thg séhé reason, ﬁorg intense, in somé ways, and Qore
.fluid: fMost of thevverse.in the éérlier play'is admittedly inferiqr v
to the verse of ﬁhevlaper pla§5i6 but it shows occasiona;‘flashes of

‘brilliance and, in at least one stretch, a pressure of experience and an

<
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effort at understanding that clearly anticipate the great tragedies.

, I : . -
The standard by which to measure the achievement -of Richard IT is found

. most fully and most cogently in the first one hundred and foEty—six
lines of rAct II. This stretch of the play establishes a depth of
perspective consciousness in‘comparison to which even the best passages
elsewhere appear a”trifle thin. At the heart of the various 1evels of
style that-create this perspective consciousness _are the goIden style

_and the moral style, separated out quite distinctly at first, then.
fnsed and transmuted- into the metaphysical style and the Shakespearean >

style. In this_pasSage Shakespeare is'clearly exploring his poetic
talents. |

This important passage'may be considered in four stages: first,-vﬁf_
. the first thirty lines.7 | |

Gaunt, Will the king come that I may breathe my last
In wholesome counsel to his unstaid youth? ‘
York Vex not yourself, nor strive not-with .your breath;
" For all in vain comes counsel to his ear. -
Gaunt. O, but they say the tongues of dying men
Inforce attention like deep harmony.
Where words -are scarce they are seldom spent in vain,
For they breathe truth that. breathe their words in pain.
He that no more must s8y is listened more
Than  they whom youth and ease’have taught to glose;’
More are men's ends mark'd than their lives before.
. The setting sun, and music at the close, -
As the last taste of sweets, is sweetest last,-
Writ in remembrance more than things long past:
Though Richard my life's counsel: would not hear,
My death's sad tale may yet undeaf his ear. .
York No, it is stopp'd with other flattering sounds, n
" As praises, offwhose taste the wise are fond,
Lascivious metres, to whose venom sound = - .
The open ear of youth doth always listen, )
Report of fashions in proud Italy,
Whose maffhers still our tardy-apish nation

Limps after in base imitation. <“
. Where doth the world thrust forth a vanity —-
So it be new, there's no respect how vile == .

" That is mot quickly buzz'd into his ears?
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Then all too late comes counBel to be heard, _
Where will doth mutiny with wit's regard . B
Direct not him whose way hfmsqlf‘will choose: A AR
'Tis breath thou lack'st and tHat. breath wilt thou lose. (II, i, »
Ny 1‘10) ‘ B
$Ee

a
o

Jc

3"(“;'3"41‘ B =
Here are clear confrontations between natiyd: p;ainnass and Peﬁ%archan
/“ -.~' A & '

eloquence. York's moral indignation is placéd emphatitally in " opposition

His denunciation is a’ wholesale critique

to Richard's exotic excesses.
of the preoccupations of the golden style: .flattery (or gompliment),

(that is, - "love poetry), exotic mannérs, and

~

'lascivious metres'
The ‘source of these preoccupations is very. largely Petrarch's

noyelty. ‘ ;
And, as Peter Ure notes in the Arden edition, "the

‘homeland, Italy.
specific references to Italian fashions are characteristic of the 16th

In terms of style, it should be noted

)

century rather than the 14th."
that the attack is not on Petrarch himseXf, but on the 16th century
"our tardy-apish nation." As well, despite'the |
. . Y i

English Petrarchans,;
' the attack

and 'manners,

obvious ‘broader meanings of 'fashions
remains focussed on matters of expression —- 'report' and 'buzz'd. The
consequence of“such preoccupationsis just what»the English Petrarchans

' /

explored over and over again in lyric poetry, the conquest of the reason
York's solution to this dilemma is, of course, no ]
The - I

by the will (l 28).
to remain aloof.,
|

solution at all but an attempt to disregard 1t

moral style turns away from the sweet style to the enrichment of neither.

2N

By contrast, Gaunt, whose attitude is certainly not less moral

than York's, who has more reason to feel edtranged from Richard because of

; (i.,

‘ the banishment of his son, and whose purpose in desiring to offer
" e L\

wholesome counsel' is more i}early didactic, employs a- vigorous mixture

In the opening part of his soeech especially lines

of the two styles,
5-8, his use of the native plain style verges on the proverbial -- if his

\>

L



formulation is not exactly proverbial the.ideas nonetheless are
unquestionably proverbial. Then by Juxtaposing the notion that plain -
truth is to be expected from a man in pain and dying with the notion
that eloquent deceit may equally be expected from youth and ease ("to
glose' is to-veil the truth with smooth amd specious talk) and by
indicating a decided preference for the former, Gaunt shows. himsaelf
capable of the same extreme attitudes that we have Just seen in York.
But Gaunt s perspective consciousness is a great deal mere complen. As
his speech continues it evokes some of the loveliest imagery of the play.

The setting sun, and music at the close, o

As the last taste of sweets, is sweetest last,

Writ in remembrance more than things long past. ¢11, 1, 12-14)
These lines, made more poignant by the analogy with 'men's ends,’
exploit, ‘to the full »an elaborate pattern of halance and antithe51s in
czder. to heighten ‘the feeling. appropriate to the meaning, the experience
of closure is dependent upon the perception of a pattern. And it is no
accident that the important preceding.line, "More -are men s.ends marked
- than their lives‘beforeﬂ gives us a brief statement of shakespearean
.tragedy° the word ‘ends' and the word 'marked' refer implicitly to the
tragic effects of woe and wonder, to which Shakespeare draws attention
by means of alliteration, of monosyllabic diction, and by trochaic
substitution in the third foot.- Finally, the first two’ 1ines appeal‘to
sight, hearing, and taste, so that the‘appeal to memory, when it comes
in the next line, has an exquisite feeling of sensuous immediacy. This

|

brief passage from Richard 1I, one might add is much more powerful and
cogent/than is sonnet 30, v"When to the seSSions of sweet 51lent thought, "

for the main reason that the character presented here actually is
i

thinking. Gaunt modulates from a moral style to a sweet style, whmch

|
i
i

I
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‘however 1ovely is not~valued merely for itself, but for the 'lesson’ it
helpsvto enforce. The sweet style'is snbsernient to the moral style —
to thevenrichment of both. Gaunt's perspective is a good deal,more
urbane than York's, and without relinquishing'his concern for the truth,
(what Aristetle in the Rhetoric calls 'logos'), he shows himself capable

of.entertaining considerations of 'ethos' and pathos,' that 'is, of

-

selecting, from those feelings appropriate to his o%n person, ‘the
feelings most likely to move his audltor, in this case Richard.9 The
character okaannt, as presented hére,‘is certainly no less aliveothan
is Richard,to the attractions ofvsensory detall, In sum, he possesses
the necessary talents (in contrast to York) to be a'truly good counsellor.
The\next secéion, continuing totelaborate some’of the same.points
—— the Juxtaposition of styles is, if anything, even sharper =-- picks up.
the hint of tragic issues implicit in Gaunt 8 earlier remarks and
opens.Out into an’ exploragion of,sonething closely akin to tragic
impersonality. wlt.is,.theretore,‘crncial;to a proper understanding of

the play. n ‘
, s . [ .
. Gaunt. Methinks I*am a prophet/new inspir d,
© 7 And thus expiring ‘doforetell of him: 4
" His ‘rash fierce blaze of riet cannot last. _ ~N
,For 'violent fires soon burn out themselves; o v
Small showers last long, but sudden storms are short; .
He tires betimes that spurs too fast betime3°
With eager feeding food doth choke the feeder;
Light vanity, insatiate cormorant,
Consuming means, soon preys upon itself
Thig royal -throne of kings, this scep. red isle,
This earth of majesty, this seat of Mars,
This other Eden, demi-paradise,
This fortrest built by Nature for herself
- Against infection and the hand of war,
This happy breed of men, this little world,
This precious stone set in the silver sea,
Which serves it in the office of a wall,
Or as 3 moat defensive to a house,

3
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Against the envy of less happier lands;
This blessed plot, this earth, this realm, this England,
This nurse, this teeming womb of royal kings,
Fear'd by their breed, and famous by their birth,
Renowned for their deeds as far from home,
For Christian gervice and true chivalry,
As is the sepulchre in stubborn Jewry

0f the world's ransom, blessed Mary's son;

This land of such dear souls, this dear dear land,

Dear for'her'reputation through the world,

Is now leas'd out —-- I die pronouncing it —

. Like to a tenement or pelting farm., ) :

;'M-E;ggénd, bound in with the triumphant sea,

£

yb'e rocky shore beats back the envious siege.
e éWat'ry Neptune, is now bound in with shame,
% 'ygth inky blots and rotten parchment bonds;
: That England, that was wont to conquer others,.
Hath made a shameful ‘conquest of itself.
~ Ah, would the scandallvanish with my 1life,

How happy then were my. ensuilng death! (II, i, 31—68)

Even in only a‘slight}y 1argér context than 1&%?3 usuélly given Gaunt's
famous sét‘p;ece in praise of England can be éeen,tq be the reverse of
simbié néstalgia'or‘jingo natiqnalism. ”Althoughlat the beginning iiﬁes
31 and 32 seem-to prqmiée yatic afflatus; the lipeé immediately
 following are more purely native plain style tH;n any in the firsfy;art'
of théﬂscéne: ‘Lines 33 to 37 offer proverbial folk wisdom ;- home'
S U ‘ . . ;
-trﬁéﬁs é&ﬁi}éble to every man -- in the meter and phrasing characteristic
éf_th;‘;;rly ﬂative stylegb heavily end-stoﬁped linés,‘the“exadt
’coﬁgruené; bf thé synﬁﬁbtic'uqit with the me;ricalbunit, fegular use of
: élliteration,va égrong differentiéﬁion.betveen accented. and unaccented
syllébles. In 1iné 35, 1f the word ‘'showers' is regafded as monosyllabic,
" the first aﬁd secoﬁd feet should probably be read as spondees, a
;etriéaibvariation almost gnique.to the'nativeipla;n Style; in lines 38v
ang 39 thébstyle ugdergoes a shifg. The fiéure 'insaﬁiate cormoéant'

presents an example of what we think_of as characteristically

" Shakespearean metaphor. Whereas in a proverb general or abstract

s A
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meaning takes clear precedence over concrete imagery, to the extent
that the imagery often goes unnoticed, Shakespeare 8 metaphor, without
any lessening of,proverbial feel and force, insists unoHn recognition of
-the concrete detail, Line 38, in fact, is at once more general ('light
4uanity') and more specific (iinsatiate cormorant') than any of the
'preceding lines.» Mor{)Ver, in the preceding each repeats what is
,essentially the same idea in units of one line while the figure here

' expands into two lines. it is, thus, a summary of the preceding lines
and,a‘transition from the plain style opening to-the eloquent style of
the set oiece. The first observation, then, to make about the context
.of Gaunt's famous panegyric is that it is introduted by an appeal to
time~honoured truths expressed;in the. emphatic accents of the native
plain style,van appeal, that is, to truths uhich; spoken by Gaunt but
-not.hisvunique property, demonstrate his essential connection with a

© community of speakers.

The set pilece itself is aitour iﬁ force ot the eloquent style. .
Building up momentum by means. of a series of appositives, the lines
retain something’of‘the emphasis of the paratactic structure evident in
the earlier lines. But the naratactic elements here are held'together
by a powerful syntactic thrust, beginning at line 40 'This royal throne
of kings and reaching a climax in line 59 'Is now leas d out, E with an
extra line and a half for danouement. In between is a good deal of
rhythmical varlation as the appositives are expanded in lines 43-44 and
. 46=49 and then eharply contracted,in;line 50. lhe appositives, in other .
‘words, are not simplyva niling on of compliments or enthusiastic
encomiyms, but a means of description and definition, suggestive.or

oo

‘ ; 2
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laborative as need be. QA similar poise and discretion is observahle in

the handling of imagery;_golden style diction ‘is usedwto create the

sense of a golden world tﬁat is, a world of supreme but elusive value.
The "precious stone set in the silver sea,f for example, not onlv

describes something of England s . independence, but defines, by analogy,
something of the value of that nation as it is enhanced by its independence.
urthermore, the images of the fortress and of the moat gain a particular

,4.

‘ propriety from the urgent sense that - that value is under attack There»
is a striking juxtaposition of the eloquent stvle and the plain style as »’
. the elaborate‘series of epithets stress repeatedly the integrity of
: v

England; the simple (plain) sentence a loss of integrity.,,"This iand

... . is now leas d out." The pleasant style gives us a. vision of what
“we would like ‘to be the case, the image of our desires,ﬂthe flat style,‘
the flat truth But again, the two styles interinanimate each other.

The celebration of England is no mere egregious piece of embroidery on a s
set theme, but}the elaboration of the understanding and feeling that

give the moral utterance its point. And the moral point is no mere‘
homiletic lessén tacked on to an otherwise aesthetically pure or serene
vision asvan'anti-climax but the culmination of a series of truly human
perspectives in the moral insight that animates and gives shape to human
lives. In the syntactical movement of the whole sentence (11. 40~ 60)
Shakespeare has discovered‘a means of emnactment, for the uttering of the
whole sentence requires gust the sort of expenditure of breath that

York counsels against (l 30), and the true anti—climax of the speech

'—— 1 die pronouncing it — acquires peculiar force.’ For one thing the

~ first person singular pronoun is intrbduced here for the first time in



bthe side of life.‘ '-—— I die pronouncing it -=": the first person

70

&
the sentence as Gaunt presents both himsel' and nis intention to persist.
in a gertain hind of action (despite'York's advice) in a position of’
anti-climax orvsubordination tovthe general w21 ~being of England.

Nonetheless, the force of his parenthetical remark is truly peculiar

in that it is a powerful asseveration of his own individual integrity;

e =

it is, in fact, a tragic pronouncement. Not only does the’ expenditure
of breath contribute to Caunt'a death, his recognition of the disintegra-

tion of the entity that is England entails the recognition of the

1?concomitant diminution of all individuals (including himself) who make up

that entity. And yet this recognition has a positive side. It
represents a positive choice of a moral attitude. To.choose a moral

attitude in the face of death is to give allegiance to a moral order on

*pronoun and the indicative form of the verb represent the mutability of

individual lives and the absoluteness of death; the participle and the
indefinite pronoun, the continuing process of life and the values that

give it meaning.- Only a master of the plain style could instill such -
/

life into a phrase so near cliche, could make, largely by means of

aubtlety of cadence, 'the valued appear unquestionably more importdnt

than the valuer.
As well as- th§;: refinements in the plain style, Shakespeare
introduces‘certain modifications into the eloquent aspects of the

speech -~ To begin with, Gaunt's speech differs from at least two of its

most pr?minent anﬁﬂogues, from Ortho—Epia Gallica by John LLlL.'and
\ :

from Deuine Weekes and Workes from Sylvester s Du BartawlO ‘n vot being

- ‘an extended apostrOphe, even- though it may seem to carry some of the same .



swell of feeling we normally associate with the apostrophe. This‘f
modification has an important bearing;on the quality of imagery and its
degree of.realization in*the speeCh. For.a representative twentieth-

century understanding;of the imagery of this speech we may turn to
Richard D. Altick‘s article, "Symphonic Imagery in Richard II."ll
Published in"1947, Altick 8 essay has been regarded as seminal by a
large number of commentators for the past thirty years. Despite /
additional suggestions, adjustments;'or shifts of emphasis, there has

been basic agreement about the validity of his approach But his

approach can also mislead because it assumes the presence of organic

Aform without proving it, andvit relies_too much on statistical

tabulations of imagery. Based'On the nOtion that poetry is solely the

' independent tabulation would enable anyone to: a{rive at my general

product of the imagination, the approach regards the image as the unit
of meaningful utterance, and it draws on some rather dubious musical
analogies. Altick observes that the words earth,' 'land,' and ground'

occur a total of 71 times in Richard II.. He concedes that: "No two

persons, doing the same countingvfor the same purpose, would arrive at

’

precisely the same numerical results. But I am confident that

-

conclusions. Statistics here, as in &ll critical exercises, are merely

grounds upon which to base a judgment that mustdeventually be a

subjective one,"lz “Altick's view is that*although criticism is

_unfortunately not an,exact'science, we can at least ground our

ultimately subjective judgment on the precision'of statiStics. But for

one thing, some sort of act of judgment is inevitably entailed in the

‘initial decision about which statistics are relevant to a particular

Ve



%f ply to language. Language is neither exclusively subjéctivé nor

.,gmggéﬁtive, but both at once. A word may be regarded as an object, but

£§§ ;?§ts, or has meaning, only in an individual speaker, only in a
susgéék. Any attempt to_ ignore that subject or thaf speaker and his -
'intentiﬁns, any attempt to t?eat ﬁis words as purely empirical,
quantifiable data can only result in a reductive interpretation. Altick
‘c;mments on the speech by John of Gaunt.__.

- Above all, earth is the symbol of the English nation.,’ It is
used by Shakespeare to connote those same values which we find
in the equivalent synecdoche of soil, as in "native soil." It
sums up all the feeling inherent in the sense of pride in
nation —- of jealousy when the country is threatened by foreign
incursion, of bitter anger when its health has been destroyed by
mismanagement or greed. ''This earth of majesty," John of Gaunt
calls England in his famous speech, ". . . This blessed plot,
‘this earth, this realm, this England" (II, i, 41, 50). And a
few lines farther on: '"This land of such dear souls, this
dear dear land . . ." (II, i, 57). Having once appeared, 80
early in the play, in such lustrous context, the words earth

_and land forever after have richer significance. Whenever
they recur, they are more meaningful, more powerful. Thus
Richard's elaborate speech upon his arrival in Wales —- [Altick
quotes III, ii, 8-11, 23-26] -- undoubtedly gains in ‘emotional
splendor (as well as dramatic irony) by its reminiscences of
John of Gaunt's earlier language. The two men between them
make the English earth the chief verbal theme of the play.1

’ . .' <.

Aitick is surely rigg; to inéist on the close association\of Gauncfé
patriotism and his love for the—English_land,_but.in the reélm of
stétistics, it shquld be 6bvious that the most important Qord in Gaunt'é»"
speech is not 'earth' or 'lénd‘ brv'groﬁnd' buﬁ "this.' And;ﬁot only
~is the wprd numericaiiy far ahead of its nearest competitors in this

passage, its-insistent presencefradically qualifies the meaning of the

words-AItick chooseé to focus on. By contrast, Richard's elaborate



speech upon his arrival in Wales {in Act III, scene ii) repeatedly

uses the possessive pronoun, 'my earth' (1. 10), "my gentle earth"

(1., 12), and Iike the.analogues that might have influenced Shakespeare's
invention of John of Gaunt s speech Richar: 's speech is comprised ofna
series\of apostrophes. Far from there bein' a unity of tone between the
two speeclies, there is a marked disparity - -one.

In nusic, tone refers purely to a quality of SOund In poetry,
however unquestionably important sound is, it is subordinate to,meaning.‘
In language, tone 1is surely a matter of the depth and resonance. of
meaning, even when, as is the case with poetic language that meaning ie
‘intensified or accented by careful attention to the sound of words.

John of Gaunt's speech then, is radically different in tone because

its meaning is profound and vigorous.: Richard s tone is indulgent and
languorous, essentially shallow. ‘In Gaunt we hear of his feeling for
"this' earth he feeling is mature, rational and full-bodied Richard
fancifully supposes the earth ought' to have feeling for him. His- .
emotion is insecure, self- indulgent and only half—believed His’use of
the apostrophe is a means of sentimental and shallow projection, and
‘his recourse to the first~person singular pronoun betrays a radical
‘incomprehension about the nature of his relationship to his kingdom.< 1t
is, perhaps, acceptable for a monarch to speak of 'my earth' (though the
"first person'plural would be more’ accurate), But though the land is
Richard's, it is not simply his., It is a 'royal throne of.gingg.'

Caunt uses the plural in both cases where'he mentions the monarchy (1.
4Q\and l.:51).v By'contrast, Gaunt's use of 'this' is a means of
stressing, at once, a‘sense.of intimacy and a sense of otherness.‘ The

)
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demonstrative adjective indicates the nearness of England,.felt as an’
immediate present reality by Gaunt, a realit&-that is of supreme value.

" to him, a'realityﬂin which he is himself an important ingredient; but a
reality that is aﬂso'outside and other — ultimatelyvlarger than .himself.
lt is for this reason that Gaunt's tone is resonant and profound, for
although his suffering is certainly no less personal than Richard's,

his vision of its larger implications is as full as can be imagined

" His speech is a model‘of pasSionate; disinterested attachmen} -— a

model, that is, of tragic impersonality. Richard's speech; by comparison;
far from gaining in emotional splendour by its reminiscences of John of
Gaunt's earlier language, appears self-regarding and even uncomprehending;..
His emotion seems a little shabby in comparison because sentimental

_ proceeding as it does by way of posturing or attitudinizing rather than
from a clear understanding of his predicament. We have reason to

suspect, then, at least on some preliminary evidence of early speeches,
that Richard's character isqpot truly tragic.

-

As for the ‘dramatic irony' mentioned by Altick, though'he goes

on to explain something of critical importance, its primary effect may A

also be to disrupt the play s unity of tone. By pointing out that
earth while it emblematizes the_foundation of kingly pride and power,

: is also a familiar symbol of the vanity of human life,” nlé Altick raises

an idea that E.H. Lantorowicz treats at length in The Kiggﬁs Two Bodies.

As Kantorowicz puts it, "The king is twin—born not only with greatness
. but with human nature.'15 " Richard's address t. the earth is undoubtedly
a piece "of dramatic irony, so little able is the earth to sustain his

hopes and so imminent is his own abasement. .But if in working out the
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~irony involved in hislmisunderstanding, Richard never achieves the

. mature‘yiew of Gaunt's.speech;‘the major effect, for’the~audience or
-reader who compares the two characters; will be the di8crepancy of

. understanding - and hence of tone. |

Finally, with respect to Altick's last claim that the two men

between them make the English earth the chief verbal theme of the play,
it must be said that Shakespeare 8 subdued treatment of the golden style
in Gaunt s speech and the interaﬁtion of the golden and the moral- styles‘
make this claim doubtful, even if we concede that "imagery might refer
tonfigurative 1anguage in general, as well as to particular invitations

_ toisensory constructions. The oddness of the‘phrase, 'the chief verbal'

ftheme? results from regarding the in&ividual word (or image) as the
unitiof méaning’ and from pursuing.the_musical analogy. Thus, because
‘there are‘musical themes, there must be verbalﬁthemes. Butvtherevis.
little justification for thinking that'uttering theiwords 'earth,'

“'landp'v'ground,' iblood,"for example, is anything‘like‘sounding‘in

"the appropriate rhythm the four,key noteS‘of Beethoven's Fifth Symphonyr
The individual words have-their“meaningvin the unit of"utterance
traditionally'called (not entirely satisfactorily)bthe sentence. But
whatever description'of that unit is_offered:and however small the unit
may be (there 1s no reason uhy the unitvis not'sometimes,as small as one
word, though itris customarily larger); thepone.presiding consideration-A
in determining its character is the particular intentionuofia'particular.
speaker. Thevparamount question is’ 'what does he mean?','lnﬁmusic, asv
tar as Ibcan discern, the question of meaning, in. the’same sense, is

hardly relevant._ Still we might take seriOusly the claim that the earth

as. the symhol of the English nation is the chief'theme of the play. And
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we might also grant that Altick is right in directing our: attention to
the importance of the earth as an image and a metaphor, for most of_the
major‘characters including Gaunt | .

But there is a great deal more at staker To begin with 'the‘
sensory content of most of the diction in Gaunt's speech with the
exception of the 'precious stone'’ /image, is'ndt high, despite the obvigus
elevation of-style.' The elevated style, as we have seen, is a'prod0ctL

of the syntactic movement of the speech There is, as well its

"metrical movement. By filling out his pentameter line with balanced

half lines, often in the pattern of adJective—noun, adJective-noun, i;:.;“?

7' . o .v‘

Shakespeare. _1udes to the swelling rhetoric that Howard Baker d85cribes

4

surprisingly,close to the bombastic blank verse line -

ik

-I‘sayf ! -r'singly because the speech does not seem, and indeed is. not
bombastic. How does Shakespeare employ the tricks of bombast without

'succumbing to its crudities’( The first answer,}which»we have already

explored somewhat is the moderating influence of Gaunt' s moral diagnosis.

A second answer is that, in some ways, Gaunt'has a subject worthy of
bombastic, or: at least oratorical development and that the oratorical
iflourishes, coming as they do near the beginning (11. 40—42) and end j
d(ll 51 56) of the speech, only serve to intimate its potential weight o
the impression is of weighty matter and powerful feelings held in check
The final answer is that Shakespeare in order to balance the bluff of
the .bombastic style- and the subtlety of the golden style uses the plain

N

(and truly human) moral style.

r and Elizabethan tragedians.16 Gaunt s speech in fact

N
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Consider, for a moment the. opening line of the part of Gaunt' 5
speech that is most often quoted and celebréted

This royal throne of Kings, this scept red isle
IThe line clearlytinvolves a reference to the‘Englieh earth, though the
reference is‘neither stronglyvvisual nor notably;eymbolic. The 'royal
throne' is actually,less metaphorical than it-seemé?tola modern
sensibility because to a more thorough~going monarchical society a

significant parti-of the meaning of 'throne' is equivalent to the dead

mgeaphor (and therefore literal) 'seat of state.' 'Scept red isle is no

ﬁdonbt,partly metaphor, but it is not the extremity of‘metaphor that

«

provokes personification. Rather, it suggests an implicit set of

correspondences:. as the king is in possession of "the sceptre, a symbol
: o _

of authority, so the island is in possession of the king, a ‘symbol of

R

- authority. The hombast.latent in the repeated adjective—noun development

. ) \‘\f . .
of 'royal throne’ and°'scept'red islef is held in check by the complexity

~of t?@ught present in the 1dea of reciprocal possession.,,The king

pOSSesses a;throne the “island a king. Altick is certainly right to see

’that'an important'theme of the play is the way’thatvindividual‘life, as

» ‘\ : - < ’ .
_well aéfthe'life of the natio is rooted in the‘earth, but’ the play

doesn't stop there. Theipoint is‘not that the island ‘is like the king

“in possessing a people (either metaphorically or literally) or in havingl

~

authority over sdbgects. The - théro of the play is not 'England 'ﬁgagi

17

E. M W. Tillyard claims.™’. Both island and king are referred‘to-something'

.
E
|
!

'.other and larger, and the notion of reciprocal po§8ﬁ§sion is merely a

hint hf this more ﬁundamental fact, ' Notice that the .chiasmic ordering

'
1

in line 40 is picked up and elaborated in’ the subsequent‘line. 'Earthf

1



echoes 'isle' as: 'seat' echoes 'throne.' ¢.H. Herford glosses 'earth
' of majesty' as "this land, which is the proper domain-of 'majesty,'"l8
but 'domain' itself can mean either heritable property or sphere of

activity. That is to say, the exploration of reciprocal relationship

. between king and country continues. The self-agsertion of the bombastic

style is modified by’the technical graces the golden style invented in
order to explore the complexities of mutuality.
And those complexities are, ‘in turn, referred to a: world of

piritual value before being refergid back to the world of human
attitudes ‘and human actign. The whole exercise is’ essentially moral, vthe
effort to conduct»oneself,according to one's fullest vision.of the
complexity of things and their relationships; The references.to 'this
other Eden'.and to 'the sepulchre in stubborn lewry' are not merely ©
ornamental gestures toward Christianityffbut an attempt to lay out the
fundamental spiritual values that are the basis of all human valuer
They are the reasons that support the epithet 'dear dear land,’ which
would otherwise be jingoism.. Notice again that the balancing half line
o fdear land'.is 'dear'souls.' Extracts of John of/éaunt's,speech "
 frequently omit the reference to the crusades,. perhaps because of a
certain embarrassment about the historical yalue of the crusades or
perhaps.because of a hesitation about its relevance to Gaunt' s line of
thought. As the king is referred to soggthing other and larger than
himself in an. important sense, his land so the land is referred to
something ' as - far from home, as far from itself 'as is' that land ’in
stubborn Jewry. *And that land is merely the sepulchre’ of 'the uorld's

ransom, blessed Mary s son.'. Christ is the embodiment of the spiritual

value that redeems the values of the world he 1is the standard of

&
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Christian moral values. There can be no doubt that Gaunt's e-ticude

o

(and Shakespeare 8 too at this moment) is fundamentally Christia... But

it is not simply Christian. It 1is, in context, a thorough exnloration

of the universal religious principles that make for the integ ~ty of
human individuals and yet bind those‘individuals into a larger whole that
;‘is greater than the sum of its parts.- The dissolution of England that is
presented in the phrase 'nowileas'dfout' is thus a tragio recognition forg
the character who perceives its truth, for‘the clear implication or
corollary of the recognition is 'and; therefore, will have to be A
ransomed again." It is not that England itself has supreme value, but

that the full integrity of the individual and the nation is a necessary

[

Jpre-condition of the supreme value that gives meaning to life. The just
cosmopolitism is only possible by the antecedence of individuality and h

nationality.

i

Perhaps another way of enforcing the point is to return to -

Gaunt s repeated use of the word 'this.' The word is an important ‘one

-

'for the purposes of osrensive definition and for accurate description,

but just what is it that Gaunt 1is pointing to in this speech? Assan_

- adjective, of course, the word is attached to a noun, * But Gaunt moves

rapidly through a whole succession of nouns, all apparently presented

1n apposition to one another, but none wholly satisfactory for conveying

Gaunt' 8 complete intention. I do not propose to introduce the prdhlem
. T
of haecceity or more simply, the problem of saying what a thing is, ‘nor )

do I mean to suggest that such metaphysical tangles are insoluble, ‘but

only to point out, as against the large cléims sometimes made for
Shakespeare's imagery, that the demonstrative.adjeCtive is at least as
i . ‘ . I - 2

g,
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i responsible as the imagery for the emotional power in Gaunt s speech,
that that emotional power is in large part the. energy of thought (as
Cunningham putslit,'an intellectual experlence "is not without emotionﬁ
otherwise it would not be experlence"lg), and that 'this' is no image
bnt a pure abstraction, to which the closest approximation we might give

'in this context is 'Englishness.' ‘Gaunt's speech also has "itg own

absolute value as 'thought,"as,the accomplished saying of something very .

much worth saying."zo It is the spirit of England (and more) that Gaunt
eulogizes, and this earth is only an aspect of it. The final proof of
this assertion is to note the fluid transitions between the major pattsv
of Gaunt's speech. . The metaphor of .the insatiate cormorant, consuming
'means.an: preying upon itself, facilitatea theﬂnovement from the
foverbs‘of the'flrsé'patt to the elonnent elahotations of the tamous
v:%gziddle sectlon; But more important,ﬂthough there isia juxtaposition‘of
» atyles, there is nolfundamental disgunction of intention. The spirit of
England that the‘middle.éection attempts to delineate or define is the
¢ sane splfitvout'of whieh leéuea'theiproverbial folk wisdom-of the first
.patt of the speech;_ lt ls‘aldo the sameLspirit-tq"whieh’caunt reverts
atfthe*close ot hls'speech ano to whichlhe dedlcates his”allégianée.

R That England that was wont to conquer'others

t/ . Hath made a shameful conquest of itself., y : ?
_Ah 4 would the scandal vanish with my life,
-_HOWVhappy then were1my‘ensﬂing death! . g k3

'

vThese llnes are-once agaln fairly plain, stating as . economically and

" simply as possible the clear antitheses of 'conquer _ conquest and

"'life - death.' The dynamic shift'from this of the middle sectlon to’

"‘a‘that' 1n line 65 is a compact representatlon ‘of his lament for a nation.

Y . “a

The contrast is more than a simple contrast ‘of present;and past, though
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the England for which Gaunt feels allegiance did indubitably exist in

the past; otherwise it&could not be known. The lament is more than simple‘
nostalgia for a particular way of life; it is an expression of anxiety

over the very disappearance of nationhood itself,.a value that,,as the

last two lines make clear, continues to be Gaunt's major preoccupation

fer the present as well as the future. It is hard to imagine a plainer
declaration of adherence to the notion that the valued is unquestionably
more important than the valuer. The last two plain sentences, the first

in theﬁindicative, the second in the subJunctiVe mood, gerve to consolidate
‘the insights of ‘the heuristic middle section.” »

To take stock, then, of the important first 68-lines of Act II

in Richard II, it is clear that Shakespeare s mastered and understands

the gramatic potential of the two style of the l6th cent
L.A. Cormican in.hisﬂekcellent essai/"Medieval Idio in/Shakespeare" .

. argues that about 1600 Shaiespeare's style ach ves/a new depth,
’ pliability and‘range resulting ///////4" 5

-
s

to a great extent from ‘an increaséd.- power to make effective
dramatic usé of a number of dieval convictions and attiitudes.
. . . [Shakespeare] very probably felt that the literary modes
set in operation by z/trarch and Lyly culminated in Twelfth
Night; polish, neatn ss, refinement, urbanity of language, the '’ £,
1 feeling of a whole aristocratic culture behind a writer — these“ ‘
things could hardly ‘be developed much further; he .could not, in ‘
the meantime at “least, improve on Twelfth Night as Twelfth “Night |
improved on A Comedy of Errors. :

L
)

»

f Like\Auerbach /ormican believes that the growth of Shakespeare ]
dramatic art/ls co—extensive with the’ development of "a very compiex»-'~i~
languaée with several levels of. intg?ligibility, ?2 and like Auerbach

he sees 1ntimations of this development in the prose speeches of Shylock

andrin the 'low life of the histories. "What this meant in practice for

*



Shakespeare was particularly that he succeeded in the tragedies in

avoiding any impression‘of giving a few hours in the private liyes of a

few individuals -- Shakespeare is conscious, as is the Bible, of the \\

continuing presence of the human race as a whole." 23

The only adjustment
that I propose to these fine general observdtions is that the intimations

come earlier, at least as early as Richard II in 1595, because they are

|
i (-

not wholly dependent either on the perfecting of prose techniques or
Ton Shakespeare 8 developing that metaphoric skill capable of investing
commonplace objects with mystery. The differentiation of levels of

style is clearly

~-ossible within the strictly poetic modes that antedate,

- “t {‘u’j&ﬁ s
the mature Sha’}\

ecognized as a 3f*
being a-Styleless style,v At any'rate,)it is clearly the style to which
Shakespeare resorts in order to bolster his drama with the normative

influeh%e of "what his fellow countrymen had been thinking for centur-

ies."zé In terms of characterization, the native plain style sharply

A delineates the chardcter of York and while connecting him to Gaunt

N

stresses his Narrow: limitatiohs. The multiplicity of styles present inj

-
oo

the utterances of Gaunt characterizes the complexity of his attitudes
Vand the‘range o; ‘his intelliEiBFe. The two styles imported from lyric’

'poetry gerve to polarize that range from the abrupt security of the

I
'native plain style to the exploratdky testing of the Petrarchan style.

As well the stability of these poles allows Shakespeare ‘to allude to the

- self-assertion of the bombastic style and the centrality of - a moral style

Q

;enrichedﬂby Petrarchan experiment in mu;uality. By ‘these means .

- Shakespeare represents an intense sense of 1ndividual life as- it really
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is, that is, radically qualified by the continuing presence of the human
race as a yhole. But Gaunt's language is not only a means of characteriza-
tion. It represents a standard of thought and diction against which

the actiions of other characters can be measured. Throughout the first

. 68 lines, at least, Gaunt is presented as a master of both the'old style,
4

& weiéhty with medieval conviction, and the new style, flashy with

Renaissance urban;ty. And the consummate ease with which he moves

i

between the styles and molds them to serve his. own purposes suggests
that,he is captivated neither by fashion nor by‘feceived opinion, but

is capable of controlling language for the purpose of discovering reality.
. e L

o
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-, C. ’Ihe‘StandardEvThe Metaphyéical and the Shakespearean

.~

Seldom in Richard II are the plain and eloquent styles separated
A’out 'S0 distinctly as in II, i, 1- 68 The next stretch, II, i, 69-146,

involyes the crucial confrontation between Gaunt and Richard, and it
N - . :
A} . . \
"serves as a prelude to the two most perplexing and-momentous actions of

the play: Richard's eeizure of Gaunt's estate and'Bolingbroke's
(announced) intention of returning to England. For the moment, however,
our attention is directed not toward the significant action' of the two
'principals; but toward the quality of, language in the exchange between
Gaunt and Richard. As might be egpectedrfrom-the pressure of complex
meanings and feelings ev{dent in Gaunt's panegyric, Shagegpeare's thought
is straining against the limits of established poeticﬁnodes; In the

stretch under comsideration, those modes give way to two distinctly new
I4

poetic stylesb dgt metaphysical and the Shakespearean which are yet
W,

intimately related .to the older poetic conventions, the plain’ and eloquent
styles.

«"prever; before offering a description of the.metaphysical style
and of thedway'it influences dramatic action, I will attempt a word of
&5 *

”clarification about a notoriously contnoversial subJect When Dryden
introduced the term metaphysical' to literary criticism he referred

albeit peJoratively, to the presence. of metaphysical propositions in

- ¢ .
-~

poetry.l Ween Johnson popularized the term he referred primarlly to

outlandish comparisgons: ”The most heterogeneous ideas are‘yoked by

«

\iiolence-together.“2 Subsequent criticism has generally followed one or
- .

the other of these two precedents.3 Metaphysical poetry is thought to be

any poetry :hat elaborates, adheres ‘to, or even merely alludes to,va

/“‘
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" metaphysical system; or it is thought to be poetry that charactetistic-
ally exhibits metaphorical ingenuity or even inbongruity; In 1533, in
"On Metapbysical‘Poetry,” Jaﬁes Smith made ‘an admirable attempt to
reconcile these two critioalvtféditions, reolaiming‘for metaphysical
poetryt§'meaniog not‘Wholiy diéreputoble from the pcintvof Qiew of
philosophy, while directing attention to'certain aspects of poetic

style Discounting allusions to metaphysical systems,'he cléims that

metaphysical poetryﬁ%properly so called, has, as a result of viewing the - g

world in.a»certaln wdy, something of{the same air ofhpuzzlement that
characterizes the work of metaphysicians; and further, that this puzzle-

ment is often embodied in a metaphysical conceit

if I may retain the homely word,
t that, to the. matters it
ce of clues, so that the mind
is lost among them; or; there is a shortage of clues,
so that the mind is left”k@bitant; but rather that such clues
as_there are, while equally trustworthy, are contradictory.
And again, I do not mean that they are contradictory as are,
'say, pleas in a law-court. A judge is puzzled if -he has
:before him two chains of evidence, one tending to prove .
‘;_;mgt, that a certain person was in a certain spot at . a certain time,
BRI the other that he was not. In cases like this,’ the
‘ contradiction rests upon acci?ents merely: 1it. is compatible
with the nature of the personwhose movements, are being
considered, either that he wdQ\\fT that he was not, at the
‘given spot. The contradictions\jin metaphysics, on the other
hand, spring from ggsenceJt The very nature of things brings
them forth. It seems impossible that the nature of things
should possess either the one or the other of a pair of
. qualitfes, it seems i&possible that it should possess both
- together: it seems impossib that it should not possess both.
Concern with problems of this Rind gives a quite peéuliar air
‘,of being puzzled; it is only in \possession of this ‘air, and

not of any other, that I wish to| say, Donne and Thomas resemble
each other. ‘

xMetaphysics is puzzling
in a peculiar way. It is
studies, there is an ab

I should like to give this air a name -- say, the’
'metaphysical note'; describe it generally, as that it is a
note of tension, or strain; and merely affirm that it is to
be found in Donmne.
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From this general position Smith proposes an economical definition of

-metaphysical pOetry: . . . verse properly called metaphysical is that

to whieh the impulse is given by an overwhelming eoneern with meta-

physical problems; witthroblems either deriving fro

resembling in the patureg of;their difficultg; the problem of the Many

.. ,
;“or closely

and.the One."AZ’Knd from this definition he proposes to deduce “some of
the charactegs of metaphysical poetry.in general," the most prominent of
which‘is the ”metaphysical conceit" desoribed as startling, but also
plausible, satisfying or natural and therefore not startling. The
heterogeneous elements of this kind of metaphor may originally fave
been yoked by violence, but they stay yoked. "Once madé, the figure
does not disintegrate: it offers something unified and 'solid' for .our
cghtemplation which; the.longér_we contenplate, only grows the more
 solid. T.. . Such strangeness as it has is oniy that of the-world‘in

which it is embedded."'5 Two of the most famous of Smith's examples are

Donne's "her hody thought" and‘Marvell'sg"green thought."

38

Now, acute as this analysis is, andﬂadmirable as 1s the

intention of offering workable guidelines for the use of a difficult

term,.there are two obJections to be raised. The first, perhaps iﬁg

‘ : Bt
an objection tg;n a warning, is that there are certain obvious danger% “

’

in attempting (o] define a style by reference to su?gect matter. Even if

fﬁh’

/

- oow

psychological matters - eloquence, after all, 1s intimately conn(;

\

with the art of moving people, and the- knowledge of what is mov1n-i~'

‘what we, call psychology; the plains#style is mnot infrequently preoccupied;,'f ~
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with morality), the poet is élways free to play off sucﬁ*@ustpmary

45

expectations. To give an obvious example, the high oratoricai'érmkg is
- . o VA Sy

repeatedly used on trivial matter for satirical effect. Yet this &

objection is not damaging, and we may well be glad to have a descrigtive
term for a style dedicated to passionate intellectuality. The second

objection has more preséinggramificétions. To begin with, despite the.

clarity and economy.of the definition, the attempt to describe the style

largely in terms of metaphor is more restrictive than it needs to be, or
indeed should be. - There is a good bit of poetry that comes within the

; " X
scope of Smith's definition, but escapes the terms of his description.

Fulke Greville, fo}:example, achieves, on a number of occasions, the

3

'metaphysical note' as Odette de Mourgues, for one, Tecognizes by

including a brief discussion of him near th?_beginning‘of her book,

Metaphys&cal, Baroque and Precieux Poetry, and pointing particularly to

Caelica. LXXXVII, "When as Mans life, the light of humane lust."6 The
poem is'preoccupied with the necessity of perceiv%pg the presence of

.eternity in time. Another interesting example is Caelica LXXXIII, "Who
- L | i "_‘—“:.
"grace, for Zenith had, from whom no shadowes grow," a poem that is

‘"possiﬁly an apﬁeal to‘Qﬁeen Elizabéth, to restore [Greville] to
favou;."7let has'a special interest because the 'metaphysical note' is
attained in what is perhaps the most old-fashioned meter of the'nétivé"

'plain style, poulter's measure.
'The Ship of Creece,'the-Streaégﬁ and she 'be not the same
They were, although Ship, Streamés and she still beare their antique
A o v ' _ , o ‘ . name.
The Wood which was, is worne, those waues are runhe away, '
Yet still a Ship, and still a Streame, still running to a Sea.
She lou'd, and still she loues, but doth not still loue me,-
To all except my selfe yet is. as she was wont. to be.8

N

e .
SR
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Theseus's ship, every plank of which had often béen replacéd, repfesents
a famous metaphysical puzzle from antiquity. If this were all,

Grevillg's lines would be no more than an allusion to metaphysics. But

the allusioq is by way of clarification of the central problem, the

. relationship of the poet and the 'she' of the poem, and. that ﬁroblem is

.présented in metaphysical terms: as puzzling as anything in Donne;'it is

A :
the problem of identity and difference in love. Can 'she' change and

o
"~

still remain the same? Can the-poet‘suffer chénge’and still remain tbe',

same?

Let no man aske my name, nor what else I should be;
© For Greiv-I1l, paine, forlorne estate do best decipher me. it

The pun on Greville's own name in the last line of-the poem offers a

+

-condensed expression of tﬂg central problem, for his name refers to what

he is, to his‘ésséppail'béiﬁg, his individual integrity;“and simglg?n%m
eoﬁsly by ﬁeﬁqsfafﬂéﬁ;”pgn.td his gisinéegration'and ioss of identify.
1f the~ppeﬁ is add:é;géd to Queen Elizabeth, the last line is %t once a
signature and a beseeching, ﬁnd it involves a pun on the word‘Tdeéipherh
as'well. Gfief,'ill, pain, and fdrlorn estafe deprive him of éiname,‘a

° o3 o : .

cipher (OED, s.v. 6), but if the Queen choosés to recognizeyGrevilie, he

> [N i

will no loﬁgér be a cipher, a Eonentity (0ED, s.v. 2). Gfeville”s name
ié present merely in potential ty, as it were. It is in the nature of a

monarch to have the power to call cburﬁiers_into beiﬁg. -The metabhysical

‘ note, the note of tension or strain, is not 1ncompatib1e with the note of

elegant cbmpliment;_nor are these incompatible with the rustic manners

. of an old-fashioned verse|form.

Voo . R
"That James Smith should overlook earlier anticipations of the

Y]

metaphysical style is perhaps ekglained_ﬁy the géneral account he gives 
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ii of the distinction between the earlier and the laterﬂjtyle
& 'The Elizabethans start with an oppositian between the
intellect and the senses, fail to keep a balance between them,
and come down heavily on: the side of the senses. Hence
they tend to -exuberance or to a stolid quality; whereas -
metaphysical poetry is always alert, and is rarely exuberant
. but rather elegaic. '

The "Elizabethans" referred to in the first sentence are prettybclearly
limited to the golden stylists (in lyric or in drama) of the late
sixteenth century, and while exuberant" and "stolid" leave some room
rfor the distinction between eloquent and plain that we wish to maintain,
they do not make sufficient allowance for the alert vigour of poets
like Gascoigne, Greville, or Ralegh, nor for aniimportant aspect of
w_Shakespeare. . - | | ‘ - f‘ ;;“"'—“
There isl in fact, no more. metaphysical poem than laWeB’\are s
"The Phoenix and Turtle." And Smith s account or metaphysical poetry
can be adjusted by bringing it into conjunction with J.V. Cunningham s

discussion of Shakespeare's enigmatic poem. "The material of courtly

\xlove in Shakespeare's Phoenix and Turtle," Cunningham demonstrates, "is

";trga%eé_in terms‘of‘scholasticdtheology' (CE, p. 196), specifically in*

fterms orrthe doctrine or(the Trinity -- the "one model in the tradition
for thernotion that distinct persons may have only'one essence" (CE
p, 207). The poem is an example of the religion of 1ove carried to its
logical extremity, it is the last word in' Petrarchan hyperbole. In a-
sense, we might call it ‘the’ last word in the golden style,.an assessment.
w1th which many readers, allowing for a difference in terms, might well
concur. M.C. Bradbrook for instance,’concludes that, "This great poem,
AShakespeare s‘one work in the Platonic mode might alone be taken as the -

w10

justification of courtly poetry. And F.T. Prince claims thatg "What
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we see in effect is Shakespeare's capacity for 'pure' poetr '"11:
, oetry

Prince, in fact, explicitly denies any suggestion of the metaphysical
"manner in the poem, “Nothing cohldhin fact be further from the methods .
of‘Donne's love-poetrj than the nethod of this poem. Shakespeare's use
of .analytic terminology here is free.and rhapsodic, a kind of ethereal-
. frenzy, in using it so Iavishly, he may well have been influenced by
fashion, and by‘the manner of his fellow:poets writing on this theme,
.which euidently to them sugéﬁsted:abstract subiimities and verbiage."
Like Middleton %rry and Wilson Knigh't before him, Prince is baffiled by
bi the air of impenetrability in the poem: "the beauti of thevpbem consists

3
AN

in a marriage between intense emotion and almost unintelligible fantasy o

. Jo:

It is inexhaustible because it is inexplicable, and it is inexplicable«l_

because it 1is deliberately unreasonable, beyond and contrary to both v

wl2

reason and nature.' ' No/one,will deny the intense emotion or the’ air
" of mystery, but to attribute that air t fﬁalmost uninteliigibié'fantasy" .
of to the "free and rhapsodicﬁhuse'of ah‘analytic terminology is to - ii\\\\ ?
: N , | R e : o

- mistake the source of Shakespeare's'ipJentiOn‘and to underestimate the:

/

intellectual vigour of the poem AS“CUnningham,demongtrates, the idea

that distinct persons may have only one essence is not Neo~Platon1c,7

for, despite the fact that Christianity absorbed a good deal/of

-

Platonism, in Neo-Platonism the'identity‘of\the soul is.lost'ir the:act

rom the-scholastic

of union with the One nor.does” the idea derive

doctrine of love or from the doctrine of the Beatific Vision for in

each of these there is no absolute identifica ion and the per ons remain ‘
N ) / .
distinct. The middle section of the poem (stanzas 6 through 3) is, as

© — f

o s , o
Cunningham carefully documents, a point by point exposition gf the

N . L
¢ .

1 O (
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'seholastic doctrine of the Trinity; that,is, it ¥s not an "ethereal

frenzy' nor "free and‘rhapsodic"':or a "fantasy"; it 1s expository and
disciplined‘and traditional. o T
. - 'The- Phoenix and Turtle,' whatever its merits, is not a
gracious and charming trifle, and: could not have been
intended as such. One half of the poem consists of a grimly
reiterated paradox, stated with the minimum of decoration -
(and the maximum of technical exactitude. The inference is
. that the poet was trying to say somethlng precisely, and
. this lays on us the obligation, if we wish to read the
poem at all, of trying to find out precisely what he was
saying. (CE, p. 206) ‘ o .

Or,'to transiate Cunningham's point slightiy, one half of the poem is"

A

.developed in a- rigogpusly plain- style.

_;’ ) So- they lov'd, as 1ove‘in twain
S Had.the essence but in one: - . _ :
.Two/distinctﬁ division none;.. s -

' -,Number there”in love was slain.
The diction is abstract there is no imagery, the syntax consists largely

ﬁ .
of ‘a series of emphatic declaratives, th rhythm is not mellifluousj

(there is 1ittle enjambment and me

ﬁtktakes preeedence over sound),;RA}‘ o

and the theme.is doctrinal,' If the poem is beyond reason; that is notlbc'
. because it is contrary to reason, 'but"because it takes us step by’step

:4 to the very limits of schoiastic reasoning,‘and the sense of mysteryils,

in large part, the creation of the fully extended and ultimately |

stymied effort of reason to coégrehend the mystery To appropriate the

' words of L.A. Cormican, Shakespeare manages to avail himself "of the .

“unique quality of Christianity -- its unique combination of belief- in

prOfdundvmystery with the rigorous probing‘of-exaet reason found in,

nl3

. e. g E Augustine and Aquinas. Shakespeare;'with.charaeteristicjbold—'

~

ness, 1nvokes the unique combination as . the basis of the most

extravagant Petrarchan hyperbole. o M
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"The Phoenix and Turtle," then, is not merely the last word
+ in the golden style, but, simultaqeouslyl the last’ word in the plain
style. "It exhibits Petrarchan wit and audacity as. well as moral
seriousness and earnestness, and neither of these dissolves into, or is
o - P
completely suhservient to, the other. It is precisely this sort of
surprising conjunction of two styles (we might say of two distinct,
and often antithetical ways of . looking at the world, of discovering or
créating reality) . brought to bear on a metaphysical puzzle that I wish
‘to designate as the metaphysical~style. (We might also say;riﬁstéad

of two. distinct styles, o\distinct language games, recalling

Wittgenstein s remark in Lectures and Conversations, "What belongs to a

1anguage game is a whole culture. ]-'4 Th\is is the reason why the two

]

styles must sometimes be differentiated as native and Petrarchan,
pointing out’ the presence of two distinct cultures ) To return to James
Smith s description, he suggests that 1f his definition is "at all

'vadequate,rtherehghqﬂés be deducible from 1t some of the characters of
> \ e
metaphysical poetry in. general" (my 1talics) Bht he'goes on to

describe only ‘one character, the metaphysical conceit, ‘and it seems

likely that any other characters are readily forthcoming And, while
?%}; we mdght be willing to allow that the sort of metaphor that Smith quotes
i asﬂexamples and the sort of pun that Greville makes on his own namei
give a compact erpression of the collision of two ways of seeing into
rthe reality of things, the description of a style should be more | o
'umprehensive, should take account of more elements of language.‘ The
archan hyperbole and its’ technical exp051tion in "The Phoenix and

v

Turtle is. surely at least as extravagant a device as Donne s figure of
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the compass in "Valediction Forbidding Mourning and is probably more
effective for exploring the problem of unity in the relationship of the
two lovers. It appears to me indubitablevthat it exhibits the meta-

physical note of temsion or strain.. The 'metaphysical note' obtains

when disparate styles are yoked by violence together for the‘burpose of
exploring.metaphysical problems, problems either deriving from, or

closely resembling in the nature of their difficulty, the problem of the :
. iad : .
Many and the One." =~ . . . o f7_= B :wf

The advantages of our thinking about metaphysical poetry in this
- way are several ' We ‘retain the clarity and precision of - Smith s defini-' :

~ tion while allowing for a wider range of description. Smith-claims

the metaphysical conceit as central because metaphysicians themselves, he
) argué; despite their distaste for metaphor, despite their aim "to make '
Teality as transparent to the intellect as possible,' are ultimately

N driven to metaphor.l,5 But this same argument will also serve to support

the claim that metaphysical poetry will exhibit stretches of plain or

N

literal‘statemenththat Fulminate inaor start from figurative language.

Such a claim may suggest why Donne has been alternately described as a

"Petrarchist" and as a master of colloquial speech. l6l It may also )

suggest why the metaphysical style is a logical development of

.

Elizabethan poetry since the. metaphysical style presupposes the existence

"

‘“:;; of at least two clearly defined styles - And- finally, it may suggest

~"T:‘ relationship of Jonson and Donne is that of . . . perfectorsfq*,

17
° 'inventor." _

AR =
o8 <

In Donne we- often see the process of thought that is,




,'the mind in the act of discovering or inventing various apprehensidps'

o

of reality “hence the often turbulent alternation of styles. lIn_;\

N

.Jonson 'though fewer readers have noticed it the same effort of thought.w

uethical questions Jonson investigates. hence the calm deliberation that o

is. often antecedent to the poetry and its product incorporated into the-

characterizes much of Jonspn 5. style., His poem on the death of his

"first son, for example, calmly accepts, as a reality, the fact that his Y ifw

son 5 being is something that is- made by Jonson and simultaneously

' fonly something 'lent' to him. Similarly, in "An Epistle to Master

s

Arthur Squib" (11 18-24) he desiderates that a friend must fi&st be his

\

~ own man, "But he ‘that's too much that, is friend of none. ;8 -Jonson 8

'“understanding of metaphysical issues here is as good as anything in his

4 contemporaries, but he presehts his understanding largely in moral

\

L

terms. It is best, then, ‘to reserve the term metaphysical style for the

more experimental and processive work that is characterised by the

-reitless alternation of styles.

By 'alternation' 1 do not mean that the violent yoking or marriage

'of ‘the. two styles might not be- perceived in one- figure, such as the

_metaphysical conceit, orveven in one word,'such as the metaphysical

pun. Indeed the conceit remains a. distinguishing feature, Just as

Smith CIaims, of the metaphysical style., If however‘ we regard the

conceit not primarily as an image but. as the disCovery of a‘proposition '

Tow

referring to  one field of experience in terms of an- intellectual structure

- /
nl9

derived from another field . the relation of the conceit to the g

violent - yoking of two styles on" a metaphysical issue is clarified Thefv

‘:?;metaphysicallconceit and the pun as ‘well, are only compact illustrations

LR YRR
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of the general development of the metaphysical style. Such a. 'i
-development, at any rate, characterizes the first exchange between Gaunt

¥

A

and Richard in’ Act II

York. The King is come, deal mildly with hia youth
. For young hot colts being rein'd do rage the more. | : ,
Queen. ‘How fares our noble uncle, Lancaster? - T
Rich. ' What comfort, . man? how is't with aged Gaunt7
'Gaunt. 0, how that name befits my compolition.
-Old Gaunt indeed, and gaunt in being old.
Within me grief hath kept a tedious. fgst,
And who abstains from meat that 1s not gaunt?
For sleeping Englahd long time have I watch' d,.
Watching breeds leanness. 1eanness is all gaunt.
The pleasure that some fat feed upon ; . o
Is my strict fast -- I mean my ldren's looks, et
N ' And therein fasting haét thou made- . ‘
- - Gaunt am I for the grave gaunt as a gra
- Whose hollow womb inherits nought but bones.
~Rich - Can sick men play so nicely with their names
: Gaunt No, migery -makes sport to mock itself‘
-  Since thou 'dost seek to kill my name:in me,
“w I mock my name, gfbat king, to flatter thee.
oo e . ‘ _ (II i 69—87)

.yWhatever is to be said about the style of this passage, it is

‘unquestionably.turbulent. Coleridge s well—known defence of ° Gaunt s B

' ,puns is .based primarily on an appeal to psychological realism, but

rpsychology here is not without moral point and both morality and v4
psychology are referred emphatically to a metaphysical puzzle. The'note-'
_of tension or strain in Gaunt s speech is the\'metaphysical note and
*‘his speech is best approached in the terms of the metaphysical style

' Gaunt s speech here in fact, follows well on his previous

analysis of the loss of national integrity because that 1oss operates as..
. a cause of his own decomposition To argue 50 is not to ignore the ’
-psychologicaI poignancy of his words,}indeed, the preceding few 1ines by

York ‘the Queen,'and Richard sha pep‘that poignancy York after

hearing Gaunt 8 analytical panegyric responds again in the idiom of the ‘
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) native style,,supporting the advice in line 69 with the . proverb of 1ine

i70} (I folldw the Arden editor 8 reading of rein d' for the ragde

»

- ‘};of Qq and F - York obviously does mean his proverb to support his

advice ) Recognizing that the king must be 'dealt with in some way, he

has" modified his original advice sligbtly, although the homely common-—

place is still inadequate to the situation. We may even suppose Gaunt,‘

LS
.

at first pttempts to follow his brother 's. advice. If he is nothtO'taa

G

'the king wifh the state of the nation and his responsibility for it, and

) S
if that question is still his majof’preoccupation it 1s natnral that ~ r'
: ~ . o
" he should turn to his own personal condition. If public questions are.

. : -':'.‘ /--/
not to be talked about, Qpe is left with isolated personalities..«The .

first words by the Queen and Richard similarly emphasize Gaunt s personal
’ predicament. The Queen 8 address,~"How fares our noble-uncle,
q_Lancaster? " filling as it does the whole blank verse 1ine and taking

- the’ form of adjective—noun and then noun in apposition, recalls the
"‘dignity and pomp of the oratorical style.a It especially recalls the
lopening line of- the play,‘"01d John of Gaunt, time—honoured Lancaster.\

But in the next line, Richard s, the style has degenerated to

&

insensitive bluff' ""What comfort man'7 how is't with aged Gaunt’"

It is one. thing to draw attention to a man s age when addreasing him in

his capacityﬁa. 'errthing to o 80 when

visiting his sick-bed. 1

He. depﬁives Gaunt of his titles as he himself is

Iater deprtved (111, 111 5-11, and 1V, 1, 254-259).  As well, the
-absence of any other modifier but 'aged' for 'Gaunt' and the absence of
any modifier for the generic man’ suggest Richard s imperceptiveness

about. who' ox what.Gauntdindividually'is,sz'that,Gaunt may'well.feel‘“

o

<
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‘psychologically threatened.

"~ .

But grant¥ng the psychological nicety of the whole\echange ve .
may go on to observe its overwhelming metaphysical preoccupati ns .

,Coleridge 8 defense of the .puns in this passage, in fact, is remarkably

,

coordinate with Smith 8 description of the kind of strain that

characterizes thought about metaphysics.
- ‘

- He that knows the state of the human mind in. deep passion
"must know that, it approaches to. that condition of madness,
which is not absolute. frenzy or delirium, but which models
all things to one reigning idea; still it strays from the
- main ‘subject of complaint, and still it returns to it; by a
sort of irresistible impulse. Abruptness of . thought, under -
such circumstances, is: true to nature, and no man’ was more ,

sensible of it than Shakespeare..z0 : :

'-Coleridge remark that e mind in deep passion is characterized by .u

._.4

rapid associatio s and by a lack of obvious transitions but he is mnot -

'talking about mere free association or stream of consciousness for these

\

associations adhere to one reigning idea. Now if that one reigning

‘idea happens to be metaphysical and it does in Gaunt 5 case, Coleridge 8.

<

duanalysis is perfectly congruent with Smith 8 description of the meta—
7;_physical conceit disparate things are yoked by violence but stay yoked
'clbecause their association springs from essence. "It is no association of -

things on acCount of a similarity due to an accident, as that a canoe

for -a moment rested upon - a head but of things that, though hostile, in
‘ n21

G-

W

B . . .
_ The two most prominent meanings of Gaunt and gaunt are

: hostile but in the reality pf Richard s England they cry out for
association with each-other. The antitheses.in "Old»Gaunt indeed‘and
gaunt in being old" repﬂhsent a metaphysical puzzle because they

~Simultaneously assert and deny the unity of action and essence.~ Gaunti:_sh
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~tin action ( indeed ) is gaunt in essence ( in being ), but by means of ‘
the phn on the name the line ‘also claims that the actuality of Gaunt
is, in fact privation .The notions of. actuality and privation are here
‘brought as_violently‘together as they are in the followingvlines from
.-A Nocturnal upon - St Lucie é Day": . |

 But I am. by her death (which word urongs her)
. Of the first nothing, the Elixer*grown

' furthermore, when Gaunt replies,to Richard s 'aged Gaunt"nith‘the
remaJh "O how that name befits my composition'", there is a kind of pun -
_on the word.vcomposition as well because it refers not\only,to his |
Lphysical constitution, but to the whole of what-he is, including those
'comnositionsd such as names oT epithets'by mesns of which speakers-of
“the- language designate what he is. .He inyokes a puzale that is central
to. metaphysics, the relation of language to reality,vwhen he declares,
'fﬁl effect, that his name and his essence are one and the same’ thing
And again, though these thingsimay seem hostile, there is an important
sense in which they cry out for association with each other. °
- Richard Altick expresses a commonly accepted view of the atti— .
tude ot the kharaéters t0ward language: "That words are mere convention-

~

' {
al sounds molded by the tongue, and reality is something else again, is
A
constantly on the minds of all the characters 23 But this view A
suggests that everchharacter holds a conventionalist position as naive

as that of Hermogenes in . Plato 3 dialogue The Cratylus. The reality in

b‘question is human reality, and i& is in the nature of human beings to
'create_and use language;,language is,their-uniqueﬁresponSLbility lnga_‘.
~Stina‘Ewbank quotes Altick approvingly:and goes on togmake a barticular
_point aboutfRichardghimself: "most crities agree-that Richard II is a

A
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milestone in ShakeSpeare's poetic~-dramatic develbpment, and,that the‘

play'e— like ‘its poet—hero -- is uniquely self conscious ahout the power

and limitations of language.”" As a character, Richard is unquestionably '

'self—conscious, probably unduly so, but the power and limitations of

language,” 1s Just what he does not understand. Consider the end of

ione of his’ plainest and most movi g speeches.

Cover your heads, and mock not flesh and blood
With solemn reverence; throw away respect,
: Tradition, form and ceremonious duty; : S
N For you have but mistook me all this while. - Lo
R .1 live with bread like you, feel want, ,‘
Taste grief need friends -- subjected thus, -
How can you say to me, I am a “king? (III ii, 171- 177)

moving to hear one admit it ‘but that is certainly no reason for
-

hrowing away reSpect, tradition, form and ceremonious duty These are

- the very things by means of which we establish a sense of coherence :

and continuity in the face of the mutability of particular things

.Despite the plainness of style Richard's lines still reveal a tendency

‘ to exploit feeling at the expense of ‘matter, for he intends his,

rhetorical question (l l77) primarily as an invitation to the' others to
commiserate with him but the question really does need an answer.

Carlisle, in the lines immediately foflowing, advises him to .take

/

action but Richard just as ufgently needs to take thought.“ His failured o
”to distinguish properly between the particular and the universal is a '
metaphysical error with serious implications for human conduct, that is;gg.

.for moral ‘and political action. Action issues out .of one's best

1nsight 1nto what is real _ Far from the radical division of language and

_—

' reality that Richard (along with sbme of his critics) asserts, there is

That kings are made of‘flesh and_blood is true, and it is extraordinarilyg
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©an essential unitylof'the two. The same world (that is, uhe human
'world) that is resgonsible for the mainténance of language is responsible
‘for sustaining kingship The word 'king is simultaneously a liter’l
4description of ‘the individual being iniwhich kingship is necessarily

P
embodied andha metaphorical description of the human community, a’ fact

'recognize in the simple and profound declaration "The king is

which.
live the king'" Richard is too little conscious of the naturehv

" of : uage and of kingship.zé The poet~hero of Richard II falters :
. . ==

o )

rthrough his inability to understand a metaphor and to make full use of

language ' That is to say, despite what countless readers have‘been

hl ’

saying about him, he fa;ls because he is insufficiently'poetic.: And he

~ vei

is insufficiently poetic because Shakespeare, for whatever reason, has

"v’not delimited his character with a sufficiently complex style.

. When Richard responds t//Gaunt 8 punning on his owr name by
Tasking,,"Can sick men play so nicely with their names’" 'nicely' ;meansl
primarily 'fancifully, or 'foolishly, and he supposes that Gaunt has’
been merely indulging in the verbal ingenuity of the golden style But
Gaunt s reply drawa attention to the pressure of ‘his subJect matter, to f
'his "one reigning idea 3 'No misery nakes sport to ‘mock itself "

'MiSery is "distress caused by . privatiq\ (OED) and - thus refers both,

bto Gaunt s feeling and to his subject., (Woe and wonder seem to mej”J

. S
L

alike in this respect in that each refers both to an emotion and its
cause; wonder designates an emotion . 1is also a synonym for 'not-

'J5kn6§ing; a state of mind causing the emotion ) His ingenious-manner

”'is at once5rj,1gn of his emotional state and is Justified by his matter.

To turﬁ Coleridge s phrase around what we see represented here in

L.



:‘JfGaunt is human passion in deep thousb; ”v.f'»' oy _( -

Since _thou dost seek to kill my name in me,"

Yoo 1 mock wy ngme, great King, to flatter thee.

7 '-Editors frequently take th‘« ph_rase 'kill my name to refer to the .

banishment of Bolingbroke, but, considering Gaunt s.equation of his

"' name . and his essence, this concluding couplet must refer to this and

&

more. No simple answer can. be giveh to the question,_fWhat is Gaunt”'

but ‘three of the most prominent answers are: brother to Thomas

L~

Woodstock Counsellor to the English throne, and father to Bolingbroke.

,""Richard has 'killed' each of these names in Gaunt and therefore,

.'insofar as Gaunt s essence Bubsists in them, it is reduced. There isbno’
small force in the Duchess/gf Glo&%ester 8 first argument in her‘
jattempt to stir Gaunt to avenge the death of Thomas (whose murder.both
,rclearly believe is Richard's responsibility) "and though thou’livest
vand breathest / Yet art thou slain in him" (I ii 2&—25) That Gaunt s.b
'Videntity as a counsellor is threatened is sufficiently demonstrated in.
b‘the exchange with York, where it is clear that Gaunt 8 opinion on how
chings should be carries little weight with Richard._ The three aspects r:'b
fof his identity arefsuggested by three items in his punning speech . |
The grief' of line 75 is’ left unspecified but the fountainhead of " :?bdv
grief in this Play, the subject of discussion between Gaunt and™ the GFT Vf”,
bDuchess in I 11, the occasion of Bolingbroke s chal]‘nge and perhaps L
’;the chief motive for his banishment is the murdered Woodstock This'

. grief' is fbllowed by a’ reference to his duty as watchman or. counsellor
‘to England and one to his pleasure as a father Pain, duty, and

' pleasure: this great triad describing the activity of a 1ife is

'-_accompanied by another that is crucial to anyiaccount;of what>a character: R
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"’ié{l past,lpresent ﬁand'fuéure.-"ﬂath kept and 'have I watchﬂd' are o
"both in the past tense; 'is myvstrict fast is in the present and .
"Gaunt -am I for the grave is future | His vision of the extinction

. of his being follows inevitably out of his considetation of what he

has been in the past.: His attempt to think about what he is involves i\\t‘VY

.concomitant recognition of what he is not and the painful realization

‘that what he is and what he is not are one and'”v//same thing If his

| essence subsists in his name and if 'Gaunt' is the only title he is left

with, then his essence is gaunt. , If his*heing is visible in what he

_Adoes, and if what he does is scarcely perceptible, then his essence

ey

is gaunt. S

The organiZation of this speech 1is peculiar to the metaphysical
R style The golden and the moral styles are brought togethet in a. kind
?Vof deadlock that is«truly one- aspect of'marriage but not harmonious.”,-‘

- L

- marriage Each shyle is stretched to its limit and each style seems

vto,deél with ste sibly the same theme as the other, but each seems to C

. ' e 7
Lfight against rather than support the other In a ‘gense. Shakespeare.;. E

‘(-

-needs the elaborate static de81gn of the golden style hence thd

v
-vr

’%ﬁrepeated ‘use. of antithesis and paradox<and the rapid connotative ,_i.,;Af*r“*

;connectiona)of antithetical pairs such as,.'Gaunt - gaunt "'fast -th”y

- ﬁfeed .

usleeping —_watching,,. grief - pleasure,-' watch d - looks, ﬁu; _ e
meat - bones,, 'thou'- me, womb -’grave B At the- same time he alsor-?
‘v'needs the: moral energy of the plain style, for his character is DR

v attempting to 1ive his impossible dilemma As has been demonstrated

';-'Gaunt s interest transcends mere delight in elaborate deaign and is

Rt ~

J“;focussed on understanding what is* the case aeé«what he should do., -or”ﬂy

-

._&

...........



"'representative of that country, deflecting such loyalties to less

)

'Agexihple with the exception of the metaphoricak 'fasting,' the moral

- indignation in 1ine 81 and erein fasting hast thou made me gaunt,

: could not be piainer. The effor to think things through rationally is

‘evident in the careful analysis of tse most important aspects of his

n‘/

being, considered‘in-the past, present and futuré And the attempt to

11reach sufficient insight to guide conduct is illustrated in Gaunt 8 use

L of the figure Thomas Wilson calls gradation "Gradation is when a ftﬁ

(3

. :sentence is dissevered by,degrees, so that the word which endeth the v

-'sentence going before doeth begin the next. 267 Thu5' "For sleeping

“T\England 1ong time have I. watch d / Watching breeds leanness, leanness is

'all gaunt. . The momentum generated by this eloquent device is a source

T'of intensified feeling, but the divisions aid the rational investigation~

fffhis emotions, but endeavors to see what their justification is .he-.s:
7asserts the integrity of his own being in the context of something other
:’q;and larger than himself —--in this case, England - but since England is
itself diminishing, he sees. his owmr disintegration His allegiance to '
'shis country ought ts increase his’being, but with Richard as the chief
i."honourable purpOses, allegiance to it becomes mere flattery The .
‘ymetaphysical style then brings two opposed ranges of %hought and ;‘

. feeling (two opposed perceptions of reality) into violent conjunction in
n?‘order to’ exhibit a certain kind of impasse in’ human affairs

.i~- o3

Actually, the impasse should not be thought of as exactly a

lvu';ul—de-sac because while~it represents the limits of a. certain‘kind of 7

- investigation the resulting clarity in- locating the boundaries of human

"‘..b 1

'of the causes of that feeling.: Gaunt is not content merely to indulge j(

R

L
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perception invigorates other kinds of endeavor. Beyond a certain point

-

Gaunt's personal predicament is impenetrable, but his realization of that_

fact and some of.its cayses lends a kind- of potency to his more didactic

remarks that they could not achieve any other way. The panegyric by

N .
itself might make his moral analysis seem grandiose or even vaporous,

1

‘ .the persomnal predicament, without its social and political context, would

¢
be whdlly unintelligible.

“With the main points established it is possible to proceed

~

more quickly through the rest of the exchange between Gaunt and Richard

until we glimpse the mature Shakespearean style.. In the series of one-

line exchaﬁﬁés (II i, 38 92) the hostility between the two becomes more -

"h overt,-and this leads Gaunt to reprove'Richard in strongly moral terms.

. Thy death-bed is no Iesser than thy land
Wherein thou liest in reputation sick,
And thou, too carelesﬁ.patient as thou ‘art,
- Commit'st thy anointed body to the .cure
- of those physicians that first wounded thee:
A_thousand flatterers sit within thy crown,
. Whase compass is no bigger than thy head,
And yet, incaged in so small a verge, .
_The waste is no whit lesser than thy land.
~» . 0, had thy grandsire with a prophet's eye .,
Seen how his son's son should deStroy his sons,
From forth-thy reach he would have laid thy shame,
Deposing thee before thou wert possess'dy :
Which art-ﬁoSsess'd now to depose thyself (11, i, 95 108) |

The style heré is essentially plain and certainly didactic, though it

incorporates a good bit of the Petrarchan enrichment.' Terms of moral

approbation and disapprobation predominate: "in reputation sick,'

1

'careless patient;'.'cure: 'anointed body, 'physicians,' 'flatterers,'

e

ANy

'waSte;' 'destroy,' 'shame, ' possess rd.? The spiritual sanctions

i underlying Gaunt's use of these terms is never + .y far to seek.,

Exp11c1t in an01nted-body,_ they are also inve -i ia terms such as
f
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'fldtterers' and 'waste.' A flatterer is one who gives false praise

to serve his.own purposes; Gaunt denounces flattery throughout this

,passage not merely because it is false, but because 1t is actively

hostile to the service of larger purposes, to the disinterested attaqh-

~ment germane to spiritual life. 'Waste, ' according to Onions s

A Shakespeare Glossary, has a specific legal meaning that is relevant

here: "destruction of houses, woods, lands, etc., done by the tenant to

the preJudice of the heir."27

‘The implication is that Richard»s 'land"
is not merely his;ahe is something like a ’tenant"holding.the land in
trust for something other and larger thafi himself ~A similar pun'on'
'verge' (meaning either 'lihit or ' "the area extending to a distance of
twelve milesvround the king's court, and therefore, under hi direct
jurisdiction ) suggests the paradox of kingship.' The land, the verge,
the cro&n are Richard s, but they'arernOt his to waste.: The‘chiasmic
ordering;of lines 107'and'108 enforcesnthe same pointi possession of the
throne by an individual does not mean that the throne is subJect to ‘the . 5.
whims of ~ne individual and to imagine that it is is to fail to be a
king. | | |
“In other“words, the charge "Landlord of England art thou now,
not king" that is properly the climax of Gaunt 5 diatribe is not simply
a remark about the economic state of the nation but a‘serions moral and

Why, cousin, we-t thou regent of the world,
- It were a shame -o let this land by lease;
But for thy worli enjoying but this'land,
Is it not more than shame to shame it so?
Landlord of England art thou now, not king,
Thy state of law is bondslave to the law
And thou -~ S
Rich. o A lunatic 1ean-witted fool,

spiritual denunciation.
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/ Presuming on &n ague's privilege,

Darest with thy frozen admonition ‘
Make pale our Wheek, chasing the royal blood

- With fury from his native residence.
Now by my seat's right.royal majesty, \ ,

- Wert thou not brother to great Edward's son, . .
This tongue that runs so roundly in thy head o
Should run thy head from thy unreverent shoulderk (II i, 109-

. e FEtoN

PeﬁEr'Ure'remarks that in line 115 "Richard breaks into Gaunt's speech

and uses his thou as if it referred to Gaunt himself " but Shakespeare,

© 1Y

by means of the integrity of the line established through observing the

convention of blank verse, refers the meaning primarily to Richard

v

himself. 1In other .words,’ the poetry (that is, the meter) insists on

'

this as the primary meaning,‘whereas theatrical declamation would force

the meaning the other ‘way, limiting and damaging ‘the: intention expressed

in the line.

And since Richard’s whole speech refers in a more important way

-

to himself than to Gaunt,’ the right reading of the line is critical
t

Richard's refusal, or his inability, to recognize the legitimate

basis of Gaunt's complaint is'represented as a failure of intelligenée‘-
amounting to a kind of madness. He fails to perceive the nature of

Gaunt's sickness and of its impllcations ‘for his own cas*and he

refuses to understand the distinction between 'landlord’ and 'king, a
:distinction crucial to’ Gaunt s view of the. nation and a clear statement

of the antithesis embedded in "a paltry ﬁarm versus "this royal throne’

of kings. When Richard refers to "thy ‘ozen admonition" (l. 117) he

means what Sidney calls a "winter-starved" figure’orbwhat the classical .

rhetorician, Demetrius calls 'frigidity,' that_is, the application of

figures and phrases formula-like, without sufficiént,regard to the

D106

/
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matter.?g_ But Gaunt's figure, though?aggressively;atated; hasla’
propriety that Richard would do well to ponder. Instead he?is‘h.7: sl
‘aﬁpreoccupied with the effect that the admonition has‘bn his owm, 1‘r’
countenance, and in \'nist;};}iffejhhff“';'[Nf::,h'_'._giyil‘

_ Make pale our cheek, chasing the royal blood j"mwvhl
With fury from his native residence ng;;v '

. A
| . .

he is guilty of the very frigidity he alleges in Gaunt. VThaﬂ’is;hheiisf‘

‘1absorbed in the emotional effect of his own figure to the exclusion
vof the intellectual COntent that should -accompany - that effect. Ure 's

k"note (citing Herford) is once again helpful '"All this may imply

| that 'high colOur easily yielding to 8eadly pallor, was. part of

| Shakespeare s conception of Richard v But pallor is‘also a: conventional

fsign of shock in Shakespeare. . ‘Shock we remember,iis thatsﬁ

species of fear, sometimes called amazement or. stupefaction that is

~an impediment to. thought. Richard’is.simply stunned by Gaunt s-speech

‘vand is thereby rendered incapable of pondering its significance, he

recognizes that it is an admonition without recognizing what the

admonltion is. \And like Soliman in Mustapha, he is paralyzed by a

“kind of fear .that can find expression only in hostility Thus the

frigid style of lines 115—119 turns,naturally into the bombastic style

of lines 120-123 including the line—filling oath of line 120, the

resounding epithet af line 121 and the wild threat of lines 122 and.

123, 1t is worth noting that line 122 "This tongue that runs so - LA//zf

‘rOnndly in' thy head" repeats the charge of. frigidity and that line 123>//

"Should run thy head from thy unteverent shoulders" ‘adds the charge ofﬁ

_a lack of wonder or awe. Neither charge is appllcable to Gaunt' both

are'applicahle to Richard. The whole of Richard's speech, then,
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redounds to his discredit, and-it is for this reason: that the.inhnic~

transposition'of line 115 introducing'the‘Speech must be clearly

h _understood

Shakespeare Soverse, in other words, here approaches that

complexity that will come : to be characteristic of his style, and.; which

"fbecause it is unprecedented and inimitable we call simply Shakespearean.

fGaunt s final reply to Richard provides the fullest glimpse in

F\ -

Shakespearean "transmntation" that turns "idea into’ intuition." e

Richard II of that mature style.;

N3

'O, spare me not; my brother Edward's sor ,

For thay I was his father Edward's son;

‘That blood, already, like the pelican,

Hast thou tapp'd out and drunkenly carous'd:

My brother Gloucester, plain well-meaning soul,
Whom falr befall in heaven 'mongst happy souls,
May be a president and witness good . :
That thou respect’st not spilling Edward's blood
Join with the present sickness that I have,

And thy unkindness be like crooked age,

To crop at once a too long withered flower.

Live in thy shame, but die not shame with thee:
These words hereafter _thy tormentors bel , e
Convey me to my bed, then to 'my grave -— ' : :
Love they to live that 1ove and honour have. (II i, 124-138)

[\

CJsV. Cunningham, in his unpublished dissertation, speaks of the

c\\

goes on to definl intuition~as "... . a concentration of coqsciousness,\‘

<

with a suhsequent heightening of the intensity of apprehension and a
30

fcorollary shortening of the span Zz attention.f ~  An intuition, as

presented‘in Shakespearean metaphor, offers different orders of
experience and understanding posseSSed simultaneously.1n4synthesis.

Though characterized by its opposation to discursive reasoning,

1ntuitive thought is not irrational nor is it idiosyncratic, at its

best it is impersonal. o 1 o _ .
- ‘ . N o a
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‘Consider three lines in_theAnigdle of Gaunt's Bpeech:
e 3
'Join with the present sickness that I have, - ' °
And thy unkindness bé like crooked age, _
To crop at once a too long withered flower.

AN

Gaunt himself.is veryvold: he is 'crooked'age,‘ he is inhan.adzanced
l state of decay ('a too long withered flowerl), and he is'abéut toldieh——
the flower is about to be cropped. ~A natural process, the process of
'aging, leads inevitably to present sickness and culminates in death '
,‘But added to this is an unnatural process, referred to most explicitly
lin the word unkindness,' which as Wells reminds us, wOuld have had a
stronger ‘sense for the Elizabethans than it has’ for us.3% This sense,
playing heavily on the multiple meanings of the word 'kind ! is
particularly appfopriate to the quarrel between Gaunt and Richard
.having to.do with the bonds of nature and kinship, the proper relation-
ship between kin, and between a king and his subjects. The word 'like
indicates a simile, though we are.meant to comprehend not only
similarity, butbdifferenCe —-;in fact mainlyvdifterence;‘-Unkindness
- 7 e

is not being likened to old age; the“point is that two highly |
'disparate things produce the same result. This 1is very far frOm
simile as 1t is ordinarily understood and very close to the inimitable
phrase in Macbeth' "And Pity, like a naked new—born babe/ Striding the
‘blast . . . ," where, as F.R. Leavis points out, the word 'lik:f
rattributes a radically diSJunctive sense of power and vulnerability to
Pity.32 The agency\of crooked age is a natural process, unkindness is
unnatural yet the ‘two are alike in serving a common end both bring

death. Furthermore, while crooked age represents feebleness, unkahdness
a

.(particularly the unkindness,demonstrated by Richard) is violent d .
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‘ener etic (consider Richazxd's preceding speech) Gaunt 5 death is
cauted by Richard's youth as well as by Gaunt's o{é -age, by Richard s
;iolence as well as by Gaunt' s feebleness. And it\is caused by
Gaunt's own violence as wellaas by his feebleness. This cause:.
fulfils the prophecy issued by York earlier in the 8 ene that Gaunt
will lose h&s breath in talking to Richafd Even while announcing that
he is slck and feeble, Gaunt demonstrates vigour and‘ agitation, seen
clearly in the series of imperatives of which "Join with . . ." is one,
Gaunt's sickness .1s joinéd by his agitation in the figure of'crooked
age, and that.agitation is clearly attributable to, but not the same as,
‘“RiChard's unkindness, Moreover, Richard's unkindness is a sickness to -
which Gaunt responds properly (that is, healthily) with an admonition.
'Richard s sickness, for that is what he has despite the outward ‘
4
_appearance of youth and health is in fact the product of youthful '
irresponsibility and immaturity, which is so susceptible to disease
that it might as well be crooked age.. Gaunt is old, physically sick
© . and feeble, suffering under a natural process, concerned for the’
commonwealth, a respecter of the ties of kinship, and 1is spiritually. 7
'healthy and vigorous*—Richard_is,ygung, physically healthy and energetic, -
perpetrating unnaturalness, oblivious to the commonwealth a violator
“of the ties of kinship, and is spiritually diseased and indolent.m;
Thus, despite the use of the word 'like the:domina t impression of
the metaphor is the vast,difference between Gauntpand ichard.
The maintenance-of distinctions,'of course is the. hallmark of -
reason; Shakespearean intuition, far from being irrational is a

triumph of condensed rationallty. And, though we,may be startled to

'find how much lengthy and clumsy discursive analysis is necessary even
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to approach the full significance of.Shakespeare's expression, and

&
-

how insecuii such analysis seems to be in conparison to the original

-

expression,\ the ‘intu¥tion is yet the product of reason and-is

- accessible to rational understanding. Anrintuition‘is an expression
that is central, brief, and compendiOus.‘ The,Shakespearean metaphor

. . ‘ J ) ’ .

reninds us of what is well-known or obvious -- so obvious that we are

. ~apt f%:z;;;gisor overlook it (in this case, that both natural and

[y

unnatufal acts contribute to the coming on of death) and it does this
\ . .
with a felicity of phrasing that makes it seem indisputably right. It

v crystallizes and focusses a whole tradition of human thought and
experience 80 that, although necessarily spoken by an individual

~speaker,.it'attains to a kind of impersgnality or universality.

Cunningham comments on/:his phenomenon:'

_ The spontaneous phrase may sum in ‘a few words and with a
compelling accent what the analytic mind has failed to.
-~ _-display in many pages. There is, when it is successful
' a kind of excess in spontaneous utterance, .a kind of going
-out and beyond the normal personality. We often attempt to
explain this by such catchwords as "inspiration or
"inevitability." It is the kind of impersomality which
Paul Valery notes in the following sentence, though he
notes it to disapprove of /it: ~ "The spontaneous thing," he
" says, "however excellent however charming, never - seems
" 'to me .to be quite mine."/ -
But what is involved in such triumphant facility7
Perhaps we should ascribe it to the Grace of God or to some .
daimoniac influence, but it would be indecorous to trouble
the supra-terrestial with such. terrestial concerns.
‘Would it not .be better to say that the man who has a -
perfected mastery of his medium and of his subject and who
in addition is moved to exercise these upon a happy - ,
v occasion‘may ofteri do his best work most easily? But this
~is to say that he has attained the habit of art, it is
to say that the perfected mastery whichj we postulate is
the stable, habitual, and intimate adjustment of creation
and criticism in: the act of production.33

Cunningham's explanation of sppntaneity in poetry is directed

towards the poet's technique and is, as it seems to me, unanswerable.
. . : - . N : ' : '

N
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We'may go on, howeyer; to observe the,ramification of this view for
‘the creation of tragic character.' John of Gaunt's metaphor is on
'A'the same order, though not as great-as,'"reason panders will" from
'Hamlet and "ripeness is all" from King Lear. - Indeed, the figuré of o
crooked age cropping "at once a too long withered flower" has an |
inherent affinity with "ripeness is all." As Richard says 1ater, "The
. ripest fruit first falls,.andbso doth he" (1. 153); The death of o

" individual hunan_beings is a fact thatvis inevitable, universal, and
providential to recognize and accept this fact is the'aSpiration of
the\tragic hg;o. On the other hand, it is an act of presumption on
Richard s part to pretend to recognize‘and accept it on_someone else‘s
behalf. Gaunt's metaphor is simultaneously an acquiescence in his own
inevitable ‘death and a rebellion against the meddling and officious

" human will that would 'rough hew that end It is a more vigorous'

‘_ account of the simple truth with which Gaunt admonishes Richard in

Act 1.

Shorten my days thou canst with sullen sorrow, D .
And pluck nights from me-.but not lend a morrow. (I, 1ii, 227;8)

Samuel Johnson, in the notes to his edition of the play, singles out
these lines for special commendation' "It is a:matter of very
.melancholy consideration, that all human advantages confer more power -
of doing evil than_good."34 \\\

- In Gaunt's final speech sadness deepens»into~serenitv.‘iThe
feeling 1s‘more impersonal and universal and the thought more profound
lhe verbs in "Join with the present 51ckness that I have/ And thy

unkindness be like crooked age . . " are an ironic use of the optative

subjunctive'mood. “A.C. Partridge explains that the optative .

f(i
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subjunctive exists for the expression of realizable wishes and -

resembles the imperative "asg . in Rule Britannia.“35 In commanding

Richard to Jonn and 'be,' Gaunt is pointing\out the impropriety in

-
-~

fRichard 'S behaviour that allows such wishes to be\so nearly realizable.
Apprehending fully the human actions contributing to‘his decline, and -
subordinating them to the mysterious natural processes that delimit'f'

°\men 8 lives Gaunt expresses the emotion appropriate to the imminence
bof his own death ¢ let it be'). Tragic impersonality is acquiescence

r' ~in the deepest understanding of human consciousness. “The ShakesPearean~

intuition, then, has a peculiar fitness for the conclusive tragic |
gaction, death, for to repeat our definition. intuition is a-
concentration of consciousness, with a subsequent heightening of ~he
‘intensity of apprehension and a corollary shortening of the span of

- attention.
The tone of John of Gaunt s last speeéh is determined largely !
vby the series of imperatives and subJunctives. The most common error
. in reading the speech is to get the tone wrong by attributing too
much weight to the energy of the imperative and too little to the
‘thought of the subjunctive.36 A.L. French for example, offers an
extremely interesting surmise about the motivation behind Richard'
‘seizure of the Lancastrian estate and Bolingbroke s return to England
Adopting the view that the drama asks us to ". . . take Bolingbroke 8 p
return to be the conseguence of Richard s action, though temporally ; /
this is impossible," French argues that Bolingbroke has no alternative
but to teturn because Richard’s action is making him a non—entit;, ’

not onlgiiﬂERing an inheritance .not only lacking rights, but also

lacking any place in the social—moral order."37-»Thus, it is not

S



necessary to impute any ulterior motive (beyond survival) to
Bolipgbroke's return nor is it necessary to séé?osé him caﬁable of what
- he is clearly not capablé'of — any very deep view of the impliéétions

of his return. Oh‘the other hand, neither is Richard's action a producf

of thodght. Though»heéhad previously cotisidered using Lancastrian -

A"coffgrs"ﬂ(l, iv, 61), his sudden decisioqfto seize the whole estate is,

- ‘ K

as french claims, an act_of revénge ", ._.-fbr being accused of murder
in public by Gaunt.’:Richérd cannot strike:at‘Gaunt, who is ﬁow beyoﬁd
maﬁ's reach; ‘so he will étrike athéunt's son, Bolingbréke -- of whom
he i; in any case violgntly”envioﬁs (éee_i. iv. 23f.) aﬁd who ﬁainfﬁlly
émbafréssed Him o?erjthe Woodstﬁgk affair. 1Is nét ﬁotivation'bf :ﬁis
kind eminently‘Shagespearegn?"38 To French's questidﬁ, we mé} return
a tentative ;yes.' The 'yes' is only/tentativg because, while
.Richarh's ﬁotivation is complex, it is not as eminéntly Shakespegrean'
as the ﬁhought evinced in John of Caunt's,last spéech.
French misses thié chébiecaqse hersﬁppqses the,tdhe.td‘bé |

'prédominantly onelof anger. He believes that Gauﬁt's purposé: is
aqcusatbry, that "Géunt’s answering blow is annihilating,"'and that.

"Gaunt has changed his mind" about taxing Richard with thé murder.39
To be sure, there is sbmevaﬁgef‘in the following lines: "Thét-blpqd

‘alre;dy, like the pelican,/ Hast thou'tapp'd'dut andidrunkeniy'

'carous'd" (1l. 126—127): especially in line 127, though the gllusion
, : : : [ : .

‘to the pelican {n:the previous line, withAits‘suggestioné of sacrifice,

qualifies the anger. Gaunt, one remembers, was prepared tb contemplate

_the'extremity_6f»se1f—éadrifice (11. 67-8),'and‘the accusatio hé;e
'seems:tO‘be.ﬁfimarily that Richard does not understand the nature of
T , . . o ,

{

@
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such sacrifices. There is even/SOme'anger in the two lines preceding

these: ’"0, Spare me not, my'brother~Edward'sbson,[’For that I was

—

‘his father Edward'svson" (llj/lZ4—125); though here'the epithets»tﬁat
- might look bombastic are repeatid to enforce the distinctions that
A‘are latent, but unrealized in Richard's purely bombastic epithet.
(1. 121). But Gaunt's imperative is not an annihilating blow. Itiis |
one last resigned attempt to make Richard perceive the fundamental
. truth about his reign. We might paraphrase lines 124-131 crudely o
'"Do not pretend that ties of blood will prevent you from killing me, E
| for Gloucester 8 death should be sufficient proof-to disabuse youfg
-~ The paraphrase brings out the element of argument in Gaunt 8 imperatives._
It leaves out ché4§€§S;;;;e of thought and feeling in that argument._
My brother Gloucester, plain well¢meaning soul,

' Whom fair befall in heaven. mongs happy 30uls,
May be a president and witness gobd

, That thou respect' st not spillin Edward's blood (11.r128-l3l)_?

'¥These lines are essentially plain. ‘They are the most explicit statement

of what a number of Richard's subjects believe to be the literal truth

and what’ none of Richard 8 associates takes the trouble to deny.a?L

a

The’ verb in line 130 is in the optative subjunctive mood It'directs

attention to-a’ wish 80 nearly realizable that everyone but Richard

'““admits it to be a fact. That Gaunt should need to wish Richard

recognize this truth is perhaps‘occasion forvregret,_but, as line 129
-ISuggests, any attempt to‘redresstloucesterfs misfortune lies 4in "the
will‘of,heaven"-(l, ii;'G). ‘Gaunt, in other words,‘has;not in the least .

N

"changed his mind" about avenging'the'murder of‘Woodstock His speech

i

is motivated not by revenge ~but by the desire ‘to breathe wholesome

’counsel to his king.



And even thoughlthat desire draws its energy in part from
' anger, the dominant tone of the speech is resigned. Gaunt s opening
phrase "o, spare me not" is not primarily an angry imperative, but a
" calm and rueful‘declaration.- 'I do mot wish to be spared for the

L 2

reason you give.. The tone of Shakespeare 8 plain style, in other

words, is harmonious with the tome’ of the Shakespearean metaphor.

The conjunction of the two is not inconsistent.v The boldness and

~

' resomance of metaphor depends upon a concise and vigorous plain style.
‘Gaunt's speech concludes: ‘ hl S 'ﬂ, i

Li in thy shame, but die not shame with thee..\j

se words hereafter thy tormentors be! ¥

Convey me to my bed, then. to my grave —- - S

Love they to ‘live that Iwve. and bhonour have. (11. 135—138)
. Thgugh these lines might be read as an expression of despair, they are’
an expression of acquiescence in the existing order of things.' That
:“that order‘perpetuates shame.is the simple truth But acquiescence is-
‘possible only for a’ man on his death—bed for the 1iving it is
torment.. To summarize the point of the Speech in another way, Gaunt
b'can give advice (imperative) by saying what should or- should not be .
the case - (optative or subjunctive or both) and finally by describing
':what is the case (ironic optative or indicative) The last 1ine of
hhis speech is, in fact indicative though it feels like th optative
' subjunctive because of the inverted word order, because oﬁ7the :
: fmomentum of the prece&ing lines, and because his own case is so clearly
eicluded-from the indefinite-plural._they, ' It is his 1ast word and
it is tragically impersonal | -

In affirming the values (love and honour) that give order to

.human lives, Gaunt delivers his last two . lines in a folm that itself

’J
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“_more to say about this form later, but for the moment it will serve

vlin action and the style by which that is delineated provide a

-Shakespeare achieves a- depth of perspective consciousness worthy of

" tragedy, there can; be no doubt. But this very depth exposes the

117
exhibits a hierarchical order — the closed couplet. I will'have'v:%*li'

‘o

“”to introduce the immediate issue - the way in which Gaunt 8 character

./-'

o standard for measuring the diction, thought, character, and action -

&

y f other figures and other stretches in the ‘play.. That in Gaunt

shallowness of- some other parts of the work Richard and York, in the
final eight 1ines of the strttch I have been using as a touchstone, I
continue to employ the form introduced by Gaunt - the closed conplet.,3f'

‘»Y'Rich ‘And ‘Tet them die that age and sullens have,
SRR “For both hast thou, and both become the grave. =~ - . i -
’ 'York I do beseech your Majesty, impute his words . - P
T To wayward sickliness and age in him; . L
He loves you, on my life, and holds you dear, A

As Harry Duke of Herford, were he here. - o o
_,Rich Right, you say true; -as Herford s love, 80 his' wooed

As theirs, so mine;oand all be as it is.-. (II i 139—146)

N

4‘As a form, the closed couplet provides a- core of connotation

’,

,suggesting balance, clarity and detachment. 'The'suggestion may or»may

not be realized,'of course. In York and Richard the perspectives of

polyphonic cosmic coherence are reduced ‘to simple-minded antitheses. : ;
‘,In attempting to defend Gaunt York .does little more than corroborate
1gRichard s age‘and‘sullens with AsicklineSS'and age. v On the last
ltwo couplets Stanley Wells comments.</"York means that Gaunt loves
:Richard as much as he loves his son' but Richard embarrasses him by
taking him to mean ”as much as Bolingbroke loves you. Richard s

. last couplet gives the impression of being packedpwith careful

distinctions, but;in fact-it reduces everything to a conflict_of‘ ) ';
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:personalities. Ignoring completely'the spiritual and moral authority

that infuses almost, every word by John of Gaunt, ig-oring too(the .

' power of the’ optative and the subJunctive to create eaiity, Richafd'

accedes to a lesser vision of reality : and all be ‘as it is." From
, the perspective of. John of Gaunt and from the perspective of II i,‘
1-146, that reality is seen to be lecs than tragic. Yet it 1s also
true that the. 1arge:\part of Richard II (and almost every effort of
ritical interpretation) is given o§;§>to studying the opposition of

%ichard.and Bolingbroke. To that opposition we now ‘turn.

N . )
\, - :
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D.° Reductions: Style and theFCharacter of Bolingbroke

/
/

As he does'fbrithe character of John of Gaunt, Shakespeare
bestows on Bolingbroie a mastery‘pf stylquanging from eloquent to plain
speech. Something curious heppens, however, in Bolingbroke's speeches,
and neither his plainness nor his eloquence has the resonance that
characterizes Gaunt. Even in those situations where Bolingbroke s
speech and action might appear in a most favourable light, he is
presented,in languagevthat cannot but reduce his stature.

. , 3 .

A high point of sympathy for Bolingbroke in the playrcomes in
Act ‘I, scene 1ii when, after pressing for Justice in the case of
Woodstock s murder and after risking his- 1ife in order to arraign .

. Thomas Mowbray in that case, he must suffer banishment. The sentence
of banishment is not only passed‘down by his king, who is obscurely
implicated in the murder, but also agreed to by:his father (I, iii, 233-
246). Gaunt's attempt at consolation has a Polonius-like flavour that
.makes Bolingbroke's refusal to be consoled seem not wholly inproper.
But at the same -time, the refusal is not wholly'admireble either.
Gaunt. All places that the eye of neaven_visits -

Are to a wise man ports and happy havens. '

Teach thy necessity to reason thus =--

There is no virtue like necessity,

- Think not the king did banish thee,

But thou the king. Woe doth the heavier it

Where it perceives 1t is but faintly borne,

Go, say I sent thee forth to purchase honour,

And not the king exil'd thee; or suppose

Devouring pestilefice hangs in our air,

And thou art flying to a fresher clime.

Look what thy soul holdsdear, imagine it
To lie that way thou .goest, not whence gpqy com'st.

L4
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Suppose the singing birds musicians
The grass whereon thou tread'st the presence strew 'q,
The’ flowers fair ladies, and ‘thy steps no more
Than-a delightful measure or a dance; ,
For gnarling sorrow hath less power to bite
-The man that mocks at it and sets it light.
fEEl, 0, who can hold a fire in his hand

ﬁJ% ,By;thinking on the frosty Caucasus? o
il Or cloy the hungry edge of appetite : . -
f. By bare imagination of a feast?
‘ Or wallow naked in December snow ,
‘By thinking on fantagtic summer's heat?
0 no, the apprehension of the good

Gives but_greater feeling to the worse. : ' '
FeIl'sdf;SS*E‘tod%h-doth nev .r rankle more . .
Than when he bites, but lanceth not the sore. (I, iii, 275-303)

The generalizations comprising the first seven,lines of Gaunt's

s congglﬁ\@on are proverbial and therefore, for our purposes, are plain
PR . . . . B . ’

style. But the_notions, as_applded here, are'platitudinous; coming as
they dovrether too easily and withourlsufficient reference to any
;part;eular case.l,:It is not_until‘line 282, and foliowing,'that Gaunt -
introduces three reasons that are genuinely eoncilierory. While it is
‘not satlsfactory to deny the king's part in the action (ll 283 4),

it is true that Boiingbroke has been 'sent . forth' by hls.father (here
privetely end earlier publieiy) to .purchase honour. 'Devouring.

Destilence,. at least in a flguratlve sense of depravity and subterfuge,

i ~ .

18 certainly present in England And the splritual hint in 'Look what
thy soul holds,dé@r should be persuasive in view of Bolingbroke s
bavowed cencern.nith“the‘spdrirual welfare of his country and his own
.‘persistentnipterest'in pilgrimage. |

if this_were elI,.Bolingbrdkebwould hane to refute arguments of-
'sqme:substaneé; But the speech of conénlation beeomesvprogressively
‘more.elbquent and more purely fantasric.“The inagery‘bf lines 288 to

291 is from the standard repertoire of the golden style, 'so that the

-
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stoical generalization coming at the end loses somi of its force.
'Hocks'at‘it’ (1. 293) appears to mean primarily\lescapes from sorrow’'
or 'replaces it with imaginary delights rather than 'diminishes,its
- power by setting it in a proper scale of value. »Bolingbroké's k@ply,
-kthen, seems to be rightly indignant and properly sceptical of 'fantastic
consolations. Using(an anti-Petrarchan plain style such as invigorates
sonnet 130 "My mistress" eyes'are nothing\like the sun," Shakespeare has
ﬁolingbrohe elaborate a series of'antitheses in order to reject the
unsatisfactory and solipsistic -golden world of consolation. Unfortunate—
- ly, he rejects the moral and. spiritual elements along with. the fantastic
"His concluding generalization beginning at line 300 mentions "the good "
but the only particular goods he cites are protection from extremes of-
.heat (11.1294,-295) and“cold‘(ll; 298,‘29?)‘and}freedom,from_hunger

(11. 296 297). "The good".for'Bolingbroke:is comprised of shelter,
‘clothing, and food He is, in other words, a utilitarian and a
materialist. Or, to put the p01nt another way, Bolingbroke here reJects
\the way of looking at the world represented by the golden style but the

turn is not toward the moral style, the turn is toward’a plaln style

-

devoid, as far as possible, of. moral energy. 2 Here, as not 1nfrequently

. elsewhere, Shakespeare seems to. antic1pate prevalent attitudes of the
) 3

mddern‘worldf
’ lBolidgbroke's character, however, is not simpl& a matter of
‘material 1nterests and practical energles In matters,touching his own
person he 1s capable of a fine sense of\moral outrage, though since the -
outrage 'is not conditloned by perspectives as broad and deep as those of

"John of Gaunt, the morality gives way $£0 political opportunism and:

private grievance. Following Richard's intolerable seizure of his
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"rights and royalties," Bolingbroke continues to appear in a fairly

,sympathetic light at the opening of Act III. Nor does his brisk dispatch
- . »
of Bushy and Greene do him much discredit, though it should be noted

[
that he disclaims responsibility even in the act of assuming-powetr

s

(III,-i,_5—7).3 But after a number of vague and unsubstantiated
‘ general'accusations, he reveals his essential.character_in a_list of his

reaf\personal grievances.

" Myself -- a prince by fortune of my birth,
Near ‘to the king in blood, and near in love,
Till you did make him misinterpret me —
Have stoop'd my neck under your injuries,
And sigh'd my English breath in foreign clouds,
Eating the bitter bread of banishment,
Whilst you have fed upon my signories,
Dispark'd my parks and fell'd my forest woods,
-From my own windows torn my household coat,
Rac'd out my imprese, leaving me no sign,
Save men's opinions and my living blood,
To show the world I am a gentleman.
This and much more, much more than twice all this,
'Condemns you to the death..  See them delivered over
To execution and the hand of death. (III, i, 16-30)

1

As £ 1 French claims, the emphasisfof line 27 must mean, '"to show the

world I am eyen'avgentleman ~- far less a nobleman of the blood-royal."
y ™ | . » : . ) .

French goes on to point out that ". . . this charge is .the climax of his
—

indictment and that his accusations that Bushy and Greene have made
free with his wealth are less emphatic It is the moral insult, the

vattack on his.identity as a person, that really'hurts -— just as Rithard

. intended it should when he took his original dec1sion in a moment of

.folly prompted by uncontrollable rage. né French also“remarks on the
: _irony that Richardvlearns the same existential 1esson éIV,,i; 255-259). . .
~when he becomes "an un-person, just as Bolingbrokevwas.“' But withOUt

3 _ : ,
'denying the validity of this argument, it is possible to observe that

Bolingbroke'S‘concept 6f. his .own identity is narrowly confined in a way .
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that Gaunt's view of himself is not. //”‘

To begin with, despite the legitimacy of his complaint, one ‘must
be struck by its narrow focus. The vigourous metaphors involving
"English breath' and 'bitter bread' and the trenchant and energetic

~ verbs, 'stoop'd,"' _sigh d,’ 'fed,'t'disparh d,fn'fell d,"ftorn, and .
“rac'd,lgare all directed‘toward an intense sense of his o&nvisolatedg
identity,.without much regard for_its:larger'implications. The most
prominent word throughout the speech is some form of the first person
singular? usually the possessiye adjective 'my.’' 'Bolingbroke's repeated
fmy'imay be contrasted with'Gauntls 'thisil The contrast reVeals how‘ “

_ : _ v . B R :
incapable Bolingbroke is ot\perceiving hiS'ownfind%Yidual identity in
the contemt of national:and spiritual'identity. Of‘course he does make -
gestures in this direction. It may be the case that his motives in

"demanding some sort of resolution to ‘the question of responsibility for

_Gloucester sumurder were honourable; it may be true.that his 1ntentions -
were‘misinternreted to the hing. _but Shahespeare characterizes him as
either incapable or reluctant to sayvﬁhatvthose motives ﬁere Or'how'they ‘

- were m151nterpreted lhe‘conclusion‘of the speech is no more than a |
rhetorical flourish and-any reasons, beyond the merely‘personal. for

executing -Bushy and Greene are excluded by the'gesture.

This. and much more, much more than twice all this,
Condemns you .to the death.

- ASB Kenneth Muir notes,'"he does not mention the forced loans and the

farming of the land";5 nor does he mention the death‘of Woodstock. His

-

earlier.concern (if ‘he had it) for/larger moral issues has receded, and

e

the. elaborate balance of the eloquent style is used merely to hide the
absence-of.matterv He 'uses eloquence not to enrich moral understanding,‘

\
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but to avoid4it;
| A similar act of evasion occurs in‘Act III, scene iii. This .
scene involves.the crucial confrontation of.Bolingbrokerend Richerd at
Flint Castle. S}mpathy for the two‘characters ie about equally balanced.
Richard“s.increaeing.yulnerability renders his‘case more poignapt, but
_ his foolishness is still much in evideuce. Bolingbroke's”grievances are
still very real, but his inability to. contemplate the full reach of his
actions ‘reduces the stature of his character and strictly qualifies our
',admiration_qf it. The inabillty is exhibited in Bolingbroke 8 long
| speech before Flint Castle. R.F.‘Hill,.follouiné éoleridge, suggests
that the personification of the ruined castle insinuates the ruin of -
Richard himself" and. that "Bolingbroke s rhetoric is an instrument for
_ the execution of power."? This may be so, but it is also an'instrument
for‘thwarting the 'sources of human respcnsibility.

Bol -'Noble lord, IR v . A
" Go to the rude ribs of that ancient castle, . 2
- Through brazen trumpet send the breath of parle
‘Into his ruin'd ears, and thus deliver:,
7’Henry Bolingbroke -
On both his knees doth kiss King Richard's' hand
And sends allegiance and true faith of heart
To his most royal person; hither come
Even at his feet to lay my arms and power, -
"Provided that my banishment repeal'd
" And lands restor'd again be freely granted;
'If not, I'll use the advantage of my power -
And.lay the summer's dust with showers of blood
Rain'd from the wounds of slaughtered Englishmen --
The which, how far off from the mind of Bolingbroke
It is such crimson tempest should bedrench
The fresh green lap of fair King Richard's land,
"My stooping duty tenderly shall show.
Go, signify as much, while here we march
- Upon the grassy carpet of this.plain. .
Let's march without ' the noise of threat' ning drum,
~ That from this castle's- tottered battlements
" Our fair appointments may be well perus'd.
Methinks King Richard and myself should meet

~ I~
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With no less terror than the elements
Of fire and water, when their thund 'ring shock
At meeting tears the cloudy cheeks of heaven.
Be he the fire, I'll be the yielding water;
The rage be his, whilst on the earth I rain
* My waters —- on the earth, and not on him. :
March on, and mark King" Richard how he looks. (III iii, 31-61)

This speech presents a shifting tone that betrays Bolingbroke s equivocal
position. Plain language evades moral ‘questions by tailing off into,
metaphoric language that is unreal and basically unserious. Following_the‘n
: oblique threat of the opening personification ‘and the self—aggrandizement,
‘of line 35, Bolingbroﬂ"J ofﬁers a reasonably plain declaration of |

intention ~— an intention however, which foung ‘on the word freely

To‘quote'Deighton S‘slight rephra51ng of.the lines, olingbrOke will

' give up his arms and power provided that’ the repe of my banishment

_and the restoration of my lands be unconditionally granted" (my ;-3;

t

emphasis) The plain style is on the verge of- exposing deep problems

If he does give up his power, how Will he enforce his provisos7 And
what is to preyent Richard from imposing provisos and conditions of his :
_own, as indeed he must if be- really is to ‘be king° Line 42 purports to
" address itself to these questions, but, in fact, it evades them. The
answer in each case, 1ndeed is <ivil war, but by reverting to the
'J golden style Bolingbroke finds a way of not taking the answer seriously
| The imagery of blood as showers laying the ‘summer's dust and the contrast
~ of colOurs‘in 'crimson tempest" and "fresh _green lap are intrusions
from the" pleasant style. Bolingbroke is regarded by a number of
'characters as a ‘master of this style (for‘instance Northumberland
your fair discourse hath been as sugar [ making the hard way‘sweet
o : K

and-delectable"),‘and there are enough.examples-to support this claim.

But the golden style here is not an"enrichment'or’further'exploration of
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‘moral understanding by means of the sensory'perticulars of eiperienoe,
but an escape from the demends of .such understanding by means of delight
in figures and sensory detaileIValued ﬁorfthe%r own sake. .Inetead of
an_accurate_deecription‘or anelysis, Bolingbrokeioffere‘a kind of cartoon
sketch of war; inetead of’serious cbntemplation, a kind ofveseapist
.fantesy.. |

His vacillation/in tone is sometimes attributed to hypocrisy.8
Already resolved on seizing the throne he is said to resort to
expressions of deference or hesitation simply as a way-of disguising his
fixed motive. Coleridge;,on the.other hand, interprets the disclaimere~
introduced in lines 45 and 58 as response§>to silent reproof from York,
,chepking.the natural Bent of Bolingbroke’s mind.and the flow. of the '
subject.9 But both of these interpretations depend on. ideas imported

«

into theitext. It is simpler, and more to the point, to observe that,
whdtever his motives and whutever York s influence, Bolingbroke just
does not attempt to thinkithrough his position clearly or persistently.'
vEnjoping the pomp. and glamour of nis.position (11. 49-53), he professes
“to consider'the real meaning gf the confrontation:in line Sé; a line
beginning significantly with the Qord "methinks."' The thought, howerer,i
kis less than serious.‘ "Fire end’water,““"thundlring‘shock," and
-"eloudy cheeks of heaven" are inages tnat (gé is typical of the golden
. o > . . S
‘style at its purest)vtake,on_a kind of eutonomous;exietence‘tut loose
; from ethical hoorings.‘ The anélog? between*numén‘action end the'motion
: of‘thegelements simultaneously cl?ims‘tnet,such.confrontetions are
. @ineviteple and (therefore)_disclaims any numan responsibility for. them.
_'Thé analogy, in ité'mieleading‘simplificatibn, forfeits the~very‘notion

of men acting in a causative character. The‘equivocations, then, of -

~
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vllines 58-60 are the result not of hypocrisy or reproof, but of the
fundamental incongruity of the analogy: human agents are impelled by
human intentions; the natural elements are not. "Bolingbroke falters
whenever his sPeech‘borders on the erplicit recognition of intentions._
At>least'two'of Shakespeare's editors.(Wells.and Muir) belie;e that
‘line 59 offers a pun on 'rainl (equals also 'reign'), but besides'being
discordant with.the<syntax_of linep60,’such a'meaning demands a more
‘euplicit declaration of motive.than the‘rest of Bolingbroke's speech
‘warrants{ His thought simply does not go so far. The instability of tone
throughout is owing to the fact that while the whole speech consistently
borders on questions of cause and consequence, Bolingbroke Just as
' consistently avoids pondering such questions. The play, Richard 1I, , "F'
"connects events by reference to the workers," but Bolingbroke, as a
“particular character within that play, by continually refu51ng to
contemplate his ‘own intentions, by consistently disclaiming responsibil—
ity, and by repeatedly excluding the 1arger moral and spiritual
concomitants of his actions, undermines the p0551bility of giving a_x”<
reassp for them in the motives." A master of the blunt style, a master
'Vof the pleasant style, he is no master of the enriched moral style He'

is, therefore, radically untragic.loi
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' E. Deflections: Style and thé Character of Richard

Although Boiingﬁfoke is untragic, Shakespeare clearly does aiﬁ :
to.invoke, iﬁ the éonffontation of Bolingbroke and Rithardﬂat.Flint
vCaétle, s;me of the most important conventions and purposes_of tragedy. -
Richard ;pﬁears oﬁ théjwalls of Flint’Cast;e. His height with‘respecf
to Bolinébroke fepreéents in tabieap-form tﬁéif cpntraStihg positions.
It also sets‘up the dramatic reversal of those positions effected,
vmost'ekpliéitiy in Richafd'é famous lines beginning: 'Down, down I
' COme,:liké'gList':ing Phéeton,/_Wanﬁing the manage of unruly jades"
(III,.iii,_i78-79), Aéoné‘othér things;.the,scené presents a vivid‘b
'exémple of the medieval tragic cqﬁventiog-of "the fall of princes.' :
An aséocia;ed con&ention.is 'the wﬁeel of fortune;' and if Bréretoﬁ -

is right in claiming that thé‘emphasis on coming down into the 'base

court‘lis»meant to remind us that, in Holinshed's account, the Duke

"of Gloucester is arrested bf\ﬁithard "in a preciselybgimilar

T

then it may be that Shakespeare intends to suggest that

o
situation,”

"the wheel has come full circlé."l More important than either oflvf,w
tbeéé‘conventions,vhowever, is ;hé tradition, iﬁvoked with reﬁewégv f

vigour in Englisﬁ Rénaiésancérdrama, that stipulateé the emotioﬁai \\\\S\\%\\\
effeéﬁs ofbtragedy #s.woe‘and wonder.. Héving designatgd 'térror'

(111, 1ii, 55) éhd 'Shoggilkl; 56) aébpbssibleVemationaiveffécté'énd

having directeéd his followers to '"mark King Richard how he looks" .

':(1. 61), Bolingbfoke, when Richard éppears on the walls, utters two words«
that  are an expression of wonder: '"See, see, King Richard doth

-

. himself appear” (1. 65). Theyvremain so, whatever the inflated

imagery that follows is meant to insinuate about Richard's future.

-

RN
AS
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York is more explicit about the appropriate emotional reaponses to

\}/' | Richard 8 predicament, and Richard himself more explicit yet.

York. Yet looks he like a king Behold, his eye,
As bright as is the eagle's, lightens forth
-Controlling majesty; alack, alack for woe
That any harm should stain so fair a show!
Rich. [to North.] We are amaz'd and thus long have we stood
" To watch the fearful bending of thy knee,
ﬂ Because we thought ourself’ thy lawful king;
And if we be, how dare thy - joints forget -
To pay .their awful duty to our presence7 (111, iii 68~ 76)

e

York's 'behold"(l 68) advances even closer than Bolingbroke s 'see,

~.see' (1. 62) to the‘meaning wonder at.‘, And his apprehension of woe
(1. 70) is stated.directly.' Richard expresses amazement (1. 72), that
is, paralyzed surprise, at- the absence of fear (1. 73) and awe'

(1. 76), that is, at the absence of wond r, in Bolingbroke s

emissary. Theae emotion effec/s'and the tradition out of which they

grow are

-

important th:j/the medieval conventions because it is

-'precisely here that Shakespearean tragedy*germinates;? It is-often -
said that Shakespeare i Richard II and Marlowe before him in Edward II

perfect the languag of suffering and thus prepare the way for the

o

great tragedies, But woe or suffering, eVen acute personal.suffering,

is no- guarant e of profundity or even of lively interest. ‘Chaucer's

~ Monk tells/a number of tales that are deadly in more ways than one,

gnherently present in the notion of 'the fall of princes or

‘the wheel of fortunev and intensified. in the personal portraits of - -

Marlowe and Shakespeare is not enough -by itself, to sustain great

"ltragedy. What is needed is the kind of wonder that is at once. .an
tmotional response and astimulusto thought -—-a- kind of wonder_“
.capable of investing woe with significance and of exploring the

universal implications of the demise. of great human characters. What
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is . also needed is a style capable of carrying such a weight of -

;thought and of indicating the emotional response appropriate to 1it.
.The major question, then to ask of the character of Richard in }
Richard 11 is, 'to what extent'does‘his language justify or satisfy
the claims made for theughétional'effects proper‘to his predicament?’

- The answer may be-sketched first-in itslsimplest‘and crudest
Hterms. Richard displays a mastery of style (and hence\of understand-
ing) greater than - Bolingbroke s (in this play) and less than Gaunt s.

" He is represented, clearly but infrequently, using a plain style thatl
embodies moral understanding and that sometimes achieves a flexibility
approaching the classical plain‘style.v His more frequent mode is the‘

eloquent style devoted»touthezélaborate,rendering of exquisite

feeling.j The.feeling ispmuch more intense than-anything in- .

- Bolingbroke and the moral understanding more candid - But although

these two basic styles undergo certain adaptations in Richard, they
fall short of the Shakespearean perspectives available in Gaunt.
bThese adaptations produce a golden style that uses some of the
devices of the libertine style of ‘some Renaissance prose and a moral’
‘style that is deflectaﬁ from moral purposes at certain crucial 1
moments. Neither achieves,the reality of tragic vision, | |

Some Of_Richardts'plainest'language andxsome:of his~mo:'

,‘Petrarchan'language appgar-in Act V.,  Two passages from this act show

-

the most clearly definable strains in his character. Richard seems to
s I
- resort to the plain style in moments of resignation hovering on the

_edge of despair.~ Since he usually capitulates to’ his feelings and

;,L_since the illuminations are,usually focussed on the.actions'of others;

T
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’ they are seldom sustained for 1ong."But limited as they are, theyx
' \ S ‘
- are real and they are true. His response to Northumberland's'demand

i

‘that he read out a 1ist of‘his crimes i% Act IV we- have already
'examined A similar sharp focus'is d&rected at Bolingbroke at the
‘end of the Flint Castle scene in what is effectively Richard 8
arrest' "Well you deserve. hey well deserve to have/ That know the
strong st and surestm;ay to. get" (1115 iii 1200<01).. This flat— _
'footed analysis of power is followed by an aphoristic analysis of the
1imitations of 1ove (11. 202 03) and a less than fully explicit
rrecognition of Bolingbroke 8 intentions. In giving voice to those
intentions before Bolingbroke does so himself Richard reveals hisv'.
tendency to move rapidly from resignation to de‘.r. ) |

In Act v, hOWever his analysis embracing both- Northumberland

and Bolingbroke is sustained at some 1ength

W e d e thou shailt think
'Though he divide the realm and give thee’ half
" It is too little, helping him to. all; : -
 He shall think that thou which knowest the way
To plant unrightful kings, wilt know again
- Being mne'er so littlIe urg'd, another way o
~ To-'pluck him. headlong from the usurped throne.
" The love of wicked men converts to fear,
" That fear to hate, and hate: turns .one or both
.+ To worthy danger and -deserved death. (V 1, 59 68)

‘_ DeSpite the monosyllabic diction, the regular ambic meter, and the

‘repeated placing of the caesura after the thi foot these lines

‘ exhibit a flexibility of - syntax and a: weight of thought that surpass
he native plain ster. For example,_the controlling parallelism.'/'

_'thou shalt think - he shall think' is supported by numerous other

\

5 parallels skillfully woven into the text.‘o'little - all "knowest -
know again,§ 'the way —- another way,' 'plant — pluck ' and
& . .

Cow

\: .
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culminating in fdanger‘-- death.' Only the first and last of these
are line-defined; thevothers are managed within the flexible syntax

'that typifies‘the classical plain style.' Similarly, the- classical
plain style incqrporates: but subdues, the perceptions of figurative
ex‘pressi@n.L The imagerylof planting is here no’more than the merest
hint but it resonates with the more elaborate allegory of the garden
(III iv) In addition, the extremity of having the king himself
planted and plucked reflects ironically on Bolingbroke s avowed
;intention of‘simply‘weeding the commonwealth and plucking the cater-
 pillars fIl?;iii; 165—166‘:111' iv, 50_53).' The word 'headlong' in
‘line 65 is notv in itself highly visual but it probably alludes to
: the tradition of kings falling from fortune s wheel And finally, the
last‘threerlines, the most abstract and general analysis of the whole
.'situation, .are the most.clearly influenced by the classicallplain
vstyle. The technique of gradation C-- the-sane technique used by
John of Gaunt (II i 77-78) == offers a progression 'love of wicked
men to fear tovhate to danger and death,' that-is not only psychofi
logically accurate but also morally accurate 2l approaches the
v.universality of tragedy The love of wicked men manifests itself in
one very important sense as flattery, praise offered in the‘service~of>
1 pure.self~interest and therefore inimical to larger interests.
| Richard s diagnosis, then, sharply delineates a deep disease in human
' affairs.. It is proven true by the subsequent falling ouv of |
Bolingbroke and Northumberland in 1 Henry IV andyztsacentrality |
reinforced by Henry 5 allu31onato it. in 2 Henry f?4 III, i, 66-79

¢

. But despite its general potency, and despite his clarity about the

oA
‘ .
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- observation to bear on Richard.
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relationship of Bolingbroke and Northumherland there is little

evidence that Richard himself sees its application to his own particu—'

‘lar case, even though he has heard ‘Gaunt's warnings against flattery

and even though one of his own followers brings a very similar

+

Sweet love, I see, changing his property, .
Turns to the sourest and most deadly hate. (III, 11, 135-
| | 136)

~

Despite ‘the urbanity of Richard 8 plain style and despite its general

accuracy, it is never used for the purpose of 1ntrospection and it is
not sufficiently supported with the details of his own particular

experience.

In addition, he never sticks to the plain style for - long

' Immediately following this exchange with Northumberland comes
bRichard,s parting from his Queen, rendered in sugared language

reminiscent of*the Elizabethan 1ove ‘sonnets (or of Romeo and Juliet)

~

" Queen, And must. we be divided‘7 must-we part?
Rich. Ay, hand from hand, my love, and heart from heart..
- Queen. Banish us both, and serd the king with me.
North. That were some love, but little policy.
Queen. Then whither he goes, thither let me go. -
- Rich. So two, together weeping, make one woe.
Weep thou for me in France, I for- thee here; -
~ Better far off than, near, be ne'er the near. -
Go count thy way with sighs; I mine with groans:
Queen. So longest way shall ‘have-the longest moans.-
Rich.  Twice for ome step I'll groan, the way being short,
" And piece the way out. with a heavy heart. ,
‘Come, come, in wooing sorrow let's be brief, - .
Since, wedding it, there is such length in grief:
One kiss shall stop our mouths, and dumbly part;
. Thus give I mine, and thus take I thy heart.
gueen. Give me mine own again; 'twere no good part
To take -on me to keep and kill thy heart.
So, now I have mine own again, be gone, - .
That I may strive to kil¥ it with a groan.
Rich. We make woe wanton with this fond delay
Once more, adieu; the rest let SOYTOW 5ay. (V i, 81-102)
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Actually, these lines are more eloquent than many Petrarchan/;ove

sonnets. The standard 'speaking silence' of the Petrarchan lover‘é—

1,

'dumbly part' (1. 95) -- is spoken of at .some length. The standard : . L
notion that lovers are united in love is inverted to say that they are

one in‘woe (l 86) The convention of religious analogy, never very

Afar distant from Petrarchan attitudes, is alluded to in line 85 and

perhaps in line 88, with a suggestion of platonic austerity since -

&
neither line <o erotic in content, the echo of Ruth i 16‘in line 85

/

evokes the concept of pure ‘loyalty, and the one'goal for which degrees
" of nearness are without meaning (1. 88) is the’ eternal or the ideal
The convention of the Petrarchan lover measuring,quantity by means
.of the quality of his feelings (or vice versa) is elaborated in lines
89 through 92 In lines 96 through lOO, as Peter Ure explains
s ;'. a conceit such as is often found in Elizabethan
sonnets is here developed. Richard introduces the '
well-worn idea of the lovers exchanging hearts in a ‘kiss;-
after the kiss (at 1. 96), Isabel insists on having her__
own heart back, because she does not want to keep her
) lord s heart and kill it with the grief that -she will
"._suffer for his absence; so ‘they kiss again (at 1. 98),
and Isabel bids Richa¥d be gone so that the pain of
his departure may quickly kild the heart, her own, of
which she has re—possessed herself in the second kiss. .
As,pre's admirably clear commentary suggests, Shakespeare pushes the
‘conventional conceit far beyond its normal development.‘
To this standard repertoire is added‘an elaborate play with-
balance, antithesis, and figures of sound The device of stychomythia
N i}
~tied.together in couplets is particularly,useful for intensifying
feeling.r The poignancy of the imminent parting is highlighted by ‘the
closely knit couplet form. Yet .the form here (11. 81- 86) is not the -

perfectly unified form of .the closed couplet because the pause at the ‘V
! ~. . . . o
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end of the firstuline in each case is as strong as the pause at the
end of the second‘line. The Queen, who in each case speaks the first
line, resists’ the parting, ‘Richard, who has ‘the emphasis of couplet
closure, acquiesces., The interpolation of Northumberland in the
middle couplet is a melodramatic stroke that is almost operatic. And,
of course, the repeated rhyme_words 'heart. and ‘part’ drive home the

one dominant feeling.A The feeling is no doubt very real and very

ardent, but from any other perspective than that of the lovers, which
- ' ‘ ’ ~

even with them is only momentary, it appears excessive in its narrow-

ness. Richard, at least, in 'wooing sorfow' and 'wedding it' with such’

intensity has scarcely any energy left.for‘directing events or for
inquiring afterv'reasons for’them in- the motives." '
Much of Richard s language throughout the play, while not so )
-obviously Petrarchan, is similarly and predominantly ornate,
M'Committed to exploiting his feelings, ‘his habitual mode may be called
‘the libertine golden style. If the Petrarchans Succeeded in ’ ?_
“enriching "the sensuous texture of ‘the language, = that. sensuousness,
might fairly be called libgrtine when it is employed fr-e from (asv
far as possible) the demands of human’ action and’ moral understanding
and correspondingly free from the demands ‘of rational form. I call
the golden style 'libertineJ by analogy with what Morris Croll calls
he -'libertine' or 'loose',period in the new plain :tyle “created by
such‘prose writersbas Bacon, Browne, and Montaigne. In prose,
dlibertine periods exhibit “what Bacon calls lthe method of induced
‘ knowledge 3 either they have no predetermined plan or’ they violate it

at willjy their progression adapts itself to the movements of a mind

)
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, discovering truth as it goes, thinking whileii:writes. 6 By analogy:
the libertine golden style exhibits the "method of induced imagination R

its members have no predetermined plan or they violate it at will

L4

their progression adapts itself to the movements of a mind discovering

images as it goes, fantasiiing'while it speaks.
Ny B : ‘

ln his 1939 essay, speaking mainly of the sonnets, Yvor - z
Winters argues that

Shakespeare is minutely aware -- almoat sensuously aware =--
of the invading chaos, the unmanageable and absorptive
‘continuum, amid which the ethical man, the man of free
choice and of usable distinctions, .exists.

“He continues, contrasting Shakespeare with Jonson and Donne:

Still speaking as cautiously and as relatively as -
possible, I should say that'Shakespeare tends to approach
the metaphysical in a more direct and immediate fashion,
as regards the experience, an approach which, paradoxically,
leads to a more evastwe, or at least elusive expression.
That is, he constantly sees the matter that haunts him

as a quality, and frequently as an almost sensuous

quality, of something else, and s0 treats it indirectly.

Richard as a character, is minutely, almostvsensuously, aware of

. invading:chaos, but not concomitantly aware of free‘choiceband usable
distinctions;: It is.also~characteristic of. him‘toksee the'matter that
haunts him as a quality of something ‘else. lWinters's remarks are .

" worth pondering for another reason. In the revision of his essay

. appearing as the first chapter of Forms.of Discbvery in'l967, the

-

preceding remarks»are°either excluded or'aubstantially altered,
presumably because he-is more.deeplyvdiStrustful of Shakespeare’s
'method, which.even'in 1939 he regarded as ". . . the first step in the

-dislocation of feeling from motiye.which'has been-carried'to its

:logical conclusions in the 19th and 20 centuries."?' For Winters, in
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other words, the method is suspect because it precipitates the
disintegration of rational form.” We may also observe that pursued

single-mindedly, the method is antagonistic to tragedy. The‘golden

style is'irresponsible when it is not responsive to the .real world.

The libertine golden style frequently makes no attempt to find out
reality and presents a character content with his own imaginings -- a

character who is, therefore, a solipsist. Solipsism in a king is

fatal; the solipsist and the tragic'hero are mutually exclusive.9

" Yet there is little doubt that the libertine golden style can
be used creatively.‘ The persistence, the survival of the ethical

man amid the invading chaos, amid the unmanageable and absorptive

continuum is, in truth, the subject of tragedy. In the way that the

"method of induced knowledge" proved enormously fruitful for Bacon

" and his successors inAmaking the non-human WOrldbsubservient to the

- will of human beings, the'"method of induced imagination" (or free.

"association) proved enormously potent for Shakespeare in evoking the

. unmanageable continuum that eludes forever the will of human beings.

In'their various ways, the great‘tragic figures, Hamlet Macbeth,

1

Lear, are powerfully, and sometimes almost solipsistically,, .

imaginative even when straining hardest to understand their

. respective situations._»Shakespeare, not too'surprisingly, is capable

of resorting»to either method: the most profound and.moving

recognition scene in King Lear (IV, vii 59-75), for example, is
Xing Lear S

clearly influenced by the libertine or loose plain style that

. xg

-Shakespeare probably learned from'Montaigne.10 Lear $ plain ;ecognition

of Cordelia is the more effective for being contrasted with hlS
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previons ornate misapprehensions of her.. The achievement of ethical
distinctions is the more impressive for being located in the context
of invading chaos. The libertine golden style is valuable primarily
for depicting a character in ‘the act of wondering, but wondering
fwithout, at‘least, the possibility of learning or knowing is mere

'self—indulgence.

)

In this respect Richard II relies too heavily on what now

~ seems to be a peculiarly modern notion of wonder,‘wonder as purely

' escapist or fantastic. Richard s golden style, successful for
depicting his own intense feeling, is- too free,'too private and too
' idiosyncratic to enricﬁ his moral understanding. Upon landing on h‘
‘the coast of Wales, Richard apostrophizes the earth

Rich. Barkloughly castle call they this at hand’
Aum, Yea, my lord. How brooks your grace the air,
" After your late tossing on the breaking seas?
Rich. Needs must I like it well. I weep for joy
" To stand ‘upon my kingdom once again.
Dear earth, I do salute thee with my hand
Though rebels wound thee with their horses \hoofs, »
As a long-parted mother with her child \
Plays fondly with her tears and smiles in -
So, weeping, smiling, greet I thee, my earth,
And do thee favours with my royal hands;
Feed not thy sovereign s foe, my gentle earth
Nor- with thy sweets comfort his ravenous sense,
" But let thy spiders that suck up thy venom:
And heavy-gaited toads lie in their way,
Doing annoyance to the treacherous feet,
- With which usurping steps do trample thee,
Yield stinging nettles to mine. enemies;
And when they from thy bosom pluck a flower, -
Guard it, I pray thee, with a lurking adder,
Whose double tongue may with a mortal touch
Throw death upon thy sovereign's enemies,
Mock not my senseless conjuration lords:
This earth shall have a feeling,  and these stones:
Prove armed soldiers ere her: native king
Shall falter under foul rebellion 5 arms. (III ii, 1- 26)

ting.

c. H Herford s remark on the last half of this speech is apt‘



‘139

"Richard; in.the.crieis oiiaction, creates about him a fairyland:

full of wise, and faithful %@aSts,"ll The matter:that haunts Richard
is’thevallegiance of bis‘ﬂﬁmjects, thch'he sees here under the guise.
”ofrthe allegiance of ghe QQrth,.spiders, toads, nettles, flowe£s, and

: adders. The change of add%@ss in line 23 introduces a slightly |
embarrassed and selfeoonsamous apology to the reasonable men whose
allegiance he might more Q%mfitably have invoked., But despite the
apology, he does not feallx overcome a basic satisfaction with the
libertine world of hig owA .conjuring.

The nord 'sengEIeagﬂ‘in'line 23, though it carries, perhapé; 8.4
- hint that his conjnragionxqs ultimately pointless, and thouéh it
certainly admits that he mﬁﬁ been addressing things lacking sense, is '
primarily a defiant adnisayyon that he has been making claims for

which therelis no sengiblﬂkevidence. 'In_this admission the

essential difference EEtWanvthe libertinergoldenvstyle and the new

~ prose plain style can be &gen clearly. 'Theb"method of induced

~ knowledge" is concerngd a\nwe all with the evidence of the senses: the
method of induced imaginatupn with;conjuration. Yet alIOWing for thié
difference; the propx4ety vyf the analogy‘between the two styleg cah; B
also be seen clearly,' Ri&}ﬁrd's\imagery‘proceeds nainl§'by way of
" association, ‘Fot“exa@ple, 'sneets' (1. 13) soggestsfits opposite
'venom' (lt 14). which'in tyrn evokes the istinging‘nettles? (X, 18) -~
| andsrlurking adderY (1- 20)@ A'more'important basis for the analogy
‘can ‘be discovered by fefekying to the punctuation of the speech.

Peter Ure, 1ong with almygyt every other modern editor, obscures the

tone of the speech by inc)yding too many'full stops. Pollard remarks
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that: "In '.f . [this] passage we find . . . [the colon] used,
together with the unusual semi—colon, [with special dramatic
significance which in a modern play would be expressed by a stage
direction.] . . . Richard is returned from Ireland and Aumerle asks
him 'How . . . seas?' The King answers: 'Needes . ;;7 hands. '
Clearly he has sat down on a. bank and between these unrhymed couplets
1is caressing the earth "12 Now Pollard seems to think the punctuation
important as a means to‘indicate certain gestures, but it is chiefly
_important for indicating a movement of mind -- free flowing and
somewhat 1anguorous;‘ For example the editor of the Variorum ‘edition
puts a colon at the end of line 7, "Though rebels wound thee with
their horses hoofs " where most modern editors put a period '

There is a temptation‘to ‘read a full stop at this point because the'
next line appears to take up a wholly new idea in the '1ong parted
 mother!' simile, but even this extravagant simile finds its way back to
the original idea. of saluting with the hands (line 11). And, in fact
the simile itself merely elaborates ®n the notion present in 'I weep
for'Joy (l 4) The whole passage,, in fther words, is: connected

' even thOugh only very 1oosely Modern editors introduce anywhere
‘:from six (Muir) to eight (Black and Wells) full stops in a passage
’for which the Quarto of 1597 authorizes or..y one- period at the -end of
the speech 13 Elizabethan texts are not very reliable in the. matter
_of punctuation, and clearly some emendation is necessary, but Pollard -
argues that ‘this particular Quarto (Ql) ", - . 1is likely to be fairly
‘close to Shakespeare s autograph" and that."in some of the set :
fspeeches" ‘Q "preserves what looks 1ike authorial dramatic pointing L4

,"~

The colon, the semi-colon, and the comma perform a function here.
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analogods to the function of the 'loose' tonjunctions that Cfoll
identifies as characteristic of the libertine style:

. . . the conjunctions . . . that allow the mind to .move
straight on from the point it has reached. ‘They do not

- necessarily refer back to any particular point in the
preceding member; nor do they commit the following
member to a predetermined form. 'In other words, they:

. are the loose conjunctions, and disjoin the members they
‘Join as widely as possible. And, but, and for are the
ones employed in the two sentences [From Bacon agd Pascal];
and ‘these are of coufse the necessary and universal ones,
Other favorites of the loose style are whereas, nor '
( = and not), and the correlatives though , . |, yet, as .

. « o 80,

~

Croll;s analysis 6f ﬁhé étyie féceiveslcorréboration from Erich 
Auefbach, VhO‘p;infs out.in Montaigne ﬁhe’habit.of suppressiné or
:minimiziné syhtagtip vinéula;l6 |

| A Took at Montaigne, in fact, and atlAue;bééh's discuséion of
him may help té clarify‘Shakespeare's use of the libertine golden /
_styie in Richard II., I dd-nqt suﬁpose‘thatAShékereare readeonfaigne/‘
ﬁrior to Florio's translationiin'l603,;ﬁﬁt, ;n the other hand, I see
nq'reééon‘forbnot supposing éhaﬁespeare capable of creating,-bn his -
~own, effects similar to ﬁontaigne’s.v Montéigﬁe, unlike Bacon, is not
égrticularly interested 3n 1nvéétigating’the‘extefnal world; he
investigatesihiméelf,- His“justificétion for dding §0 rests on ﬁhé
prémise stated in thevﬁnﬁoﬁs”éentencq:a;ciaring tﬁat ‘the hﬁﬁan
cbndition is ;eaiized in gnf and éver& human béiﬁg. 'Aé'Auerbach,
':explainsz‘ | | \ |

With this sentence he has evidently answered the question

 of the significance and use of his undertaking, - If every
man affords miterial and occasion enough for the
development. of the complete moral philosophy, then a _
precise and sincere‘self—analysis of any random individual
is directly justified.. Indeed, one may go a step further: =
it is necessary, because it is the only way — according

-x

-
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to Montaigne ~- which the science of man as a moral.

being can take. The method of listening (escoutons y)

can be applied with any degree of accuracy only to the
experimenter's own person; it is in the last analysis a
‘method of ‘self-auscultation, of the observation of one's

own inner movements. One cannot observe others with the
‘same exactness: Il _n'y a que vous scache si vous estes
lasches et cruel ou loyal et devotieux; les autres ne vous
voyent point, 1ls vous devinent par conjectures incertaines
. . . (3, 2, pp. 45-46). And one's own life, the life to
whose movements one must 113;en, is always a random life,
for it is simply one of the millions of variants of the
_possibilities of human existence in general. The

obligatory basis of Montaigne's method is the random life
one happens to have.

Auerbach s analysis of the method is brilliant, and his claim that
Montaigne is an imnortant innovator for the repnesentation of realitv
in‘Western Iiterature is undeniable, but in an age compelleddto
overhear legionsﬁof seif—anscultating individuals bour out ‘their
random musings, we may want to consider why the method by itsel; ‘
| invariably falls short of the reality of tragic vision. If it is the
fself"onevis iistening to,'and;if it is also. the 'self' that is doing )
the 1istening; the method could be schizophrenio, sinee it provides
for no clear contact;with an externai reality;‘ Of,.to put the. point
o _ J .

in terms that avoid psychologizing pretensions,‘the method of
self—analyais is possible only by imitating or imaginingvthe'
fconversation.o% two or more human beings.’ Or, to shift grOund
slightly,/if what.one_hears'in self-auscultation_io.language;othen the
‘vordsvin themselves are aufficient evidence that the method iSfbased
'on something largertand'sonethinghbeyond the pseudo—empirical
observations of . one s own inner novements,,for no human being ever
invented a 1anguage»all,0n'his.own. (Even the notion that it might be

possible to invent a language -—- mathemAtical,.seientific, or other-

. . » » i X ) . -
wise —- is a notion only made possible by the language we already
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:have;) If others'divine the individualeelf by means of uncertain'
conjectures, the‘individual's own divination‘of himself.is also,’in
'some important sense largely'conjectural The libertine style may be
valuable for extending self—awareness, for revealing deep personal
.preoccupations and hence deep feelings, but pursued single-mindedly f

it fails by being too oblivious of an essential fact of human reality.

Yl
e

that even self—analysis 'is in some central way a collaborative and
communalsachievement; To resort to Coleridge 8 terms,.individuality :
can be perceived as ‘a univerSal not by merely observing the random

life of random individuals, but by seeing ‘the connections of the

‘individual and the communal
\

! The libertine golden style oflRichard IX has a clear“affinity;
. with-Montaigne's libertineist?le in that bdthﬁemploy.a similarly
fluid’or_loose syntax and'both delight in'the:flownof‘random concrete
detail‘fromvthe imagination. Richard's stylé, however, comes ‘more 'L
perilously’close to the-traps of solipsism\yecause the license of
something approaching free association and of a relaxed syntax
provided for in the libertine style combine with the inherent tendency
of the golden style ‘to create, as Sidney puts it, a golden world
"instead of a brazen, so that there are’ more elements at work to seal
.off connection with the real that is, the ‘moral world., Similarly,
vit is the conjunction of the libertine and the golden elements that
‘makes it possible for Shakespeare s golden style to absorb a good

many details that are unpleasant or ugly in themselves. We have :
already seen‘the languorous and’unreal imputation of feelings of loyalty‘

to such objects as splders and toads, nettles and addexs.” After

3
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| brief and,somewhat-obscure reproofs §romearIisle and'Aumerle,
‘Richard continues in the same vein.

Discomfortable cousin!  know'st thou not -
That when the searching eye o0f heaven is hid -
. Behind the glove and lights the lower world,
" Then thieves and robbers range abroad unseen
In murthers and in outrage boldly here; -
-But when from under this terrestrial ball
* He fires the proud tops of the eastern pines, _
And darts his light through every guilty hole,
Then murthers, treasons, and detested sins, ‘
The cloak of night being pluck'd from off their backs
Stand bare and naked, trembling at themselves?
So when this thief, this traitor, Bolingbroke,
Who all this while hath revell'd in the night,
Whilst we were wand'ring with the Antipodes,
Shall see us rising in our throde the east,
.. His treasons will sit blushing in his face,‘
“Not‘ahlemtozendure'the sight of day, R
But self—affrighted tremble at his sin. (III ii, 36-53)

As in Richard’s preceding speach the style here creates a fairy ..
rotherworld where threats are not quite real ‘he coﬁjures up a world
of‘imagination over'which he has control. It is the libertine style
that permits the illusion of control and thus allows the golden style
fto incorporate a number of disreputable items without seriously o

7

' disturbing the presiding mood. of pleasant feeling and self—satisfac—
tion.i The passage is organized around an implicit 'as‘; ; r'sol
"-construction, although one does not notice this until thk appearance .
of 'so’ in line 47, and if one attempts to locate precise y the

positfon of the implicit 'as 'it turns out to be impossibly. (If

50! in 1ine 47 means 'therefore, _the. passage is not only lghse,

but a non—sequitur ) In other words, the loose correlative '.f

so,' further loosened by syntactic imprecision, procures for the mind\ S

N~

- considerable leisure and 1atitude without ever calling it to strict

' faccount;_-ln-this way, what purports to be thought ahout a serious S
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issue turns out to be nothing more than connivance“drth a pre—
, determined emotion, an. emotion, we may note, that has not even the
.respectability of sincere belief. Aumerle may well admit to 'knowing

i’

that thieves and murderers flourish at night and avoid daylight but

" he may still wonder how that fact guarantees Bolingbroke 8 discomfiture. .

A great deal has been written about the correspondence of the
sun and the king in Richard II and most of what is written claims o
that such comparisons contribute to the splendour and majesty of the
character of Richard 18 But once again‘we must insist that the
-~effect of such imag~-y is wholly dependent on. context and intention and
is not subject to statistical tabulation. The searching eye of |
'fheaven that "fires the proud tops of the eastern’ pines," indeed ‘ ]ﬁ_
impressive by itself is in context another example of Richard seeing
the matter that haunts him -~ here. questions about his own authority

‘j and the loyalty of his subjects -— as a quality, almost .a sensuous’

V quality, of something else, To borrow once more from ‘C.H. Herford°”"

“his argument could hardly be more magnifiqent — or" more irrelevant "19

":" o
) LN

vFor the paSSage ’,g”
.l_analogue, g%@gedﬁknthur s. apostrophe to Night Fairie Queen, III ¥v,

"st. 58~ 9 "mfhgyer the precise similarities of the two, the menti%n

.:)

‘Night (ll 39 46), Peter Ure suggests, as an

of Spenser has a general proprietx in that, like Spenser, Shakespeare S

— here develops a*Eind of imaginary narrative to provide a framework .

" for the elaboration of exquisite feeling. SpenSer s work is proof
N [ ]

that the tenuous elaboration of "Fined feeling can be accomplished =
in narrative as well as 1yric P ve In Shakespeare, the sequence of'
When - then clauses (ll 37 39, 41, &4, .and 47) suggests a movement

through_time, but instead " of measuring time by a series of,narrative _'
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acts, the passage presents the narrative acts as-a natural and

- inevitable accOmpaniment of time. In this way Shakespeare outdoes

t —

the Spenserian mode by referring absolutely everything to Richard's

o~

feeling of self~righte0usness and (with the help of the 1ibertine
style) by referring that selffrighteousness‘to nothing but itself. R
, : v '

Hence, Richard's famous statem. . t on the Divine‘Right of Kings,

following immediately on the pasSage.quoted above, is‘highly suspect., -

I <
Not all the water in the rough rude sea . .
Can wash the balm off from an anointed king; -

The breath of worldly men-cannot depose - .
The deputy elected by the Lord; . (III, i1, 54-57)

] "Here is the doctrine of indefeasible right expressed in the

v <

strongest terms," wrote Samuel Johnson in.1765, and these same lines,

anthologized in England's Parnassus in. 1600, have never been without . "%

° S

i their admirers from very early on.21 Indeed as an anthology piece,
the passage 1is very impressive. But coming as the climax of Richard s ”
speech it expresses a: tone of confidence that is the product, not of
'thought but of 2 fantastic analogy.l The affirmation of indefeasible
right is not made with any clear recognition of whar things might
challenge such right and, as a result is more than slightly orotund.
‘"Rough rude sea," for example, is a wonderful mouth—filling phrase,

but it exists principally because of its sound and even 1f it glances
at Richard!g recent” seagpassage,zg it still says nothing at all about
the sort of threat Bolingbroke'poses for the Lord's deputy, Once more’
"-Shakespeare S golden style absorbs blunt dictions o unpleasant
intrusions of reality, into the presiding mood of . self—righteous o
confidence.v_f;similar,effect can be . obe ed with the ph;afe surlyl

sullen bell' (Sonmet 71) which gets a.....oed intO thne exquisite'anguish

IR S
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of love the poet expre es forﬁthe person addressed. A piain style

~&

poet, such as Ralegh or Gascoigneaﬂwould have made words such as

lrough, 'rude,' 'surly,' or _sullen stand out with abrasive effect

¢

but Shakespeare; in his way, subdues even these to a characteristic

[

‘ pellifluousness, In- its context, Richard s celebration of Divine
'Right'is little more.than a self-protective solipsism elevated to
grandiose proportions.

And the solipsism is something that Richard never really

~

escapes. By contrast’ with John of Gaunt who acquiesces in the

existing order only after strenuously trying to improve it and |
understand it from.geveral. different perspectives, Richard is
habituated to this one mode of perception -- the libertine golden

- style. “His attitude of resignation and his vision of religious ‘truth

v

are both a kind of mummification of his own very private feelings.
"iTig very true, my grief lies all within,/ swells with silence in the
tortur'd soul./ There 1ies the substancg" (IV i, 295—299) Richard s
answer here near the end of Act IV is a witty rebuttal of- Bolingbroke 8,
"The shadow of yOur ‘sorrow hath destroy 'd/ The. shadow of your face,"

but it also reveals how essentially self-enclosed he regards his OWn

being.- The nostalgia for a secluded pious life indicates a s;milar,v

vision in more OInate 1anguage.

1'11l give my jewels for a set of beads,
My gorgeous palace for a hermitage;

. My gay apparel for an almsman's gown;
My figur'd goblets for a dish of wood;’
My sceptre for a palmer's walking staff;
My subjects for a pair of carved saints, ) o
And my large kingdom for a little grave, - T
~A 1ittle 1ittle grave, an obscure grave -

(III 111, 147 154)

|

Religion is Viewedﬁhere not as‘that which binds all men togethemfbbf
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as that which offers a retreat from the worldiénor is it viewed as
arduous or ‘demanding: the details. of the religious life are all geen
tohbe’essentially°picture9que. The leisurely development of balanced

3_dc1aus¢393hows that Petrarchan technique turned to the subject of

) t L t
N .

‘religious seclusion. can be no less elaborate ‘and no less otherworldly

than the senSUal enchantments of courtly love. - Even the obscurity of

b 4

the grave holds Sensual, almost tactile, delights.for Richard
Shakespeare was Well aware that a ‘consistent preoccupation
~with a highly'tractable and imaginary something else -~ with a g den
otherworld -~ 1is by no means. inconsistent with attitudes of cynicism
'despair, or even quietism. C e 4n 3

_-Beghrew thee, cousin, which didst lead me forth
- . 0f that sweét way I was in to despair!
What say you now? . What comfort have we now?
By  hedven, I'll bate him everlastingly
That bids me be of comfort any more v
© Go to Flint Castle, there I'1ll pine away -
A king, woe's slave, shall kingly woe obey, (III, ii, 204-
: 210).

rh/ge 205 is a clear admission that the Sweet style is fully

// apprOpriate to thésmood of despair, and it raises some interesting
.questions about the interpenetration of . lyric style and dramatic
pe)

action.- Drama, if it is to engage the deepest human quegtions, w0uld

appear to find some sort of marriage to the golden and the moral styles

compulsory. Petrarchan techniqqes were . invented for the elaborate and

subtle registering of emotienal states. Thus, when a character, wi - is '
developed with some subtlemy, is denied (or denies himself) the

) o RO .
possibility of action, Whgn such a character despairs or believes all

acts to be futile,%he is reduced to the p?olonged»ﬁﬁéjfenuous ) ‘

elaboration of.feeling,—— but feeling diVOrced’from its motive,.~that is,
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_from human action. It is. Just possible that Shakespeare 8 point is

that the whole process is reciprocal that" is, not' only that 5
technique is sprung loosa from motive but that habitual adhErence to
such technique may disq;alify one" from action.,}ln'any case, what we
see in Richard is a kind of parody of tragic resignation " His attitude

,
of resignation comes not, as Gaunt s does, as the culmination of

.
\

xnderstanding and effort.v Instead it comes pripr to,’and thereby
 forfeits, these. Richard exhibits "kingly woe"' without kingly wonder. '

It may be that it is Shakespeare s intention so to exhibit

E

‘ him, but I. think not. The golden style of the sixteenth‘century lyric
’appears to have been Shakespeare s natural medium, the one that he
mastered‘earliest and_"with that‘facility" that earned him the

’ : ’ : P * X
reputation of never having blotted a line. "He was (indeed) honest,

~and of an open, and free nature:: had an excellent fancy; brave R

notions, and gentle'expressions . . :';"23,

a
"

: ﬁBrave notions&?are nctions
that are finely—dressed, splendid showy,FOryhandsome. 7The'mora1
style, by contrast "is not one that: Shakespeare cultivated 80
, o :
assiduously in the short poem. Yet the moral stvle, or some variantx
‘of‘it is abso.: =ly essential to the creation of thought character,
and action, for it displays human choice —-'the stuff of drama As a
result, Shakespeare seems to have found hisﬂua; to the moral style
fthrough the pressure of his experience as a dramatist and by virtue -
- of his power of intellect and not always "with that facility." The
. two most memorable passages- spoken by Richard in Richard II exhibit a

genuine effort of thought; they represent a clear intention to explore

the nature of kingly wonder. But because the thought is insufficiently
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_4profound and is sustained at insufficient length, and because, as.

compared with Gaunt, theAnotion of'individuality is not sovdeep nor

/‘
,the vision of national implications 8o broad the wonder falls short
of being kingly. ‘-The moral etyle is deflected from moral purposes.
In the first, Richard begins by replying to a qnestion

concerning the whereabouts of the Duke of York, Lord Governor of

X

i England during Richard s absence. - o N

' No matter where —— of comfort no man speak
. Let's tdlk of graves, of worms, and epitaphs,
Make dust our paper, and with rainy eyes
Write sorrow on the bosom-of the earth.
Let's choose executors and talk of wills,
And yet not so -- for what can we bequeath ’ S
Save our deposed bodies to the ground? '
Our lands, our lives, and. d4ll, are Bolingbroke' 8,
And nothing can we. call our own but death;
And that small model of the barren earth
Which serves as paste and cover to our bones.
For God's sake let us sit upon the ground
" And tell sad stories’of the death of#kings.
‘How some have been depos'd, some .glain in war,
 Some haunted by the ghosts they have deposed,
Some poisoned by their wives, som¢ sleeping kill d,
All murthered =- for within the hollow crown
That rounds the mortal temples of a king
Keeps Death his court, and there the antic sits,.a
Scoffing his state and grinning at ‘his pomp,
Allowing him a breath, a little scene,
To monarchize, %e fear d, and kill with looks;
Infusing him with self and vain conceit,
As 1f this flesh which walls about our life-
Were brass impregnéble‘ and, humour'd thus,.
Comes at the last, and with a lictle piny
Bores through his castle wall, and farewell king.
Cover your heads, and mock not flesh and blvod
‘With solemn reverence; throw away respect,
* Tradition, form, and ceremonious duty;
For you have-but mistook me all this while.
I live with bread like you, feel want,
»Iaste grief, need friends -- subjected thus,
How'can you say tb me, I am a king? (III, ii, 144-177)

The movement of thought in this. speech and its_general structure can be

'obeerved‘in the shifts in'pronoun nSage.’ The first section (ll.’l&a-

e

")\ N : . ' . 1
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154) is dominated by the first person plural: the royal 'we.' 1In
the second section (11. 155 170), while the presence of the royal 'we'
is still felt in the promoun- 'us' (l 155) and in the imperative "let
us sit upon the gnghnd“ (1. 155), there is some attempt to achieve the
sense -of distancéyor objectivity provided by the use. of the third
.person, This section in tugg?is divided,into two parts: the first,
the series,of'exempla (ll, 155-160) using.the third»person plural; |
the second, .2 more particular, and for Richard more personal enample
”(ll 160 170) the third person singular. 'In the third section (11.
171 177) only the‘firstvperson singular‘andﬁsecond person plural
appear. "How can 222 say to ES’.l am a king?" fhe royal 'we'vis
made possihle because the king as a figurehead represents the whole
community. But in this play the community disintegrates into
'component parts that can be owned by an individual as property is
'iowned Bolingbroke assumes the .throne by means of the same manoeuvre
that recovers for him the Lancastrian estate which is his own
‘property. Richard's attitude toward the throne is similarly short-

- sighted:: "Landlord of England art thou now, not. king

."5“‘_

logical step is the %;kision of the royal 'we' into its isolated

The next
A W i
elements: yours -and mine, you and me. @'*

The problem is clearly metaphysical, ‘Qresembling in the nature
of its- difficulty the problem of the Many and the One.' Shakespeare
has need of the metaphysical. style, ‘and there’are certain,signs that
he is looking for it. "Make dust our paper, and with rainy eyes/

Write sorrow on the bosom of the earth' (11. 146, 147) approaches the

'sortvof‘extravagant conceit that has been regarded as characteristic of
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the metaphysical style. But this conceit is only an anticipation of

what -later became known in the seventeenth century as Clevelandizing

The metaphysical style requires something more than mere catachre%”

In "what can we bequeath/ Save our deposéd‘bodies to the ground"

aand in "that small model of the barren earth; ;hichﬁserves as paste
and ,cover to ourvbones”vShakespeare attempts"that_something more.

In these lines Ridhard broods on his own mortality with admirable .
penetration. The metaphysical puzzle is‘the puzzle of thought andl
,ektension.' Kingship is‘created and:sustained by thought; the‘
‘v'deposition of a‘king isq therefore,bprimarily an act ofvthought,
"though it carries with it, as a necessary. corollary, the displacement
of the king s own person, an extended substance. 1In "deposed bodies
Shakespeare gives emphatic recognition to the corollary, -even to the
‘point of forcing the word 'depose' back into its rootg'meaninx
'displace' or"deposit}" When he‘lists "sad stories’of theideath‘df
kings," Rié¢hard's first example’ 'how some have been depos d' recognizes .
at once that, for a king, deposition means death The,same

: recognition reappears in the figure of "a mockery king of’snow (IV,
4, 260). And similarly, "that small model of- the barren earth"’
‘carries simultaneously a perception of the king s mortality and a
perception of his representative quality as a . model !

| Yet . despite the flicker of metaphysical illJMinations in
these 1ines, they are not finally handled with that facility that
would render revision‘superfluous. The " metaphysical style requires
;tno viens of ‘reality held in a peculiar"balance: )two views that

”support and éqmplete,ﬁandAat the same time deny, each other."24
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Richard presents two views, but oné viéw keeps slippingrfrom sight or
slipping to,a~positibﬁ of éubordingtioﬁ to the.@%?e;; ‘He sees that a
kingf like any other'mortél;'%ﬁlsubjeét ﬁf degth; ﬁé sees.that a

king, gnlike any other moffal, has no being'apart‘from his qffice;

but his sense 6fla kingxs being withers in,fhg'faée oflhis sense of
"the nothingness. In the much—@iscqssea>phrase.hsﬁélllmodél-of the
barren eafth;"_for'exémplé, "médél,“ aé{é pumber of cdpﬁentators thé
éuggested, "refeisnto fhe[fiesh, £hevf§atﬁre which re?reseﬁtS'in an
the 'éarth’ . . . of’tﬁé ﬁacrbcésmﬁ . . " 'Model,' in thﬁs;
intefpfépation, igﬁsupérior to fportion,;Wa:burfon'sfauggestgd
emendation, Bécagsekit_insiéts'on ?he king's iﬁdividuality (the

' ,microgosm)'anﬁ univérsg}ity‘(the maérocosm) simultanggusly. Yet the

Qur bomes,"

‘ next”liné, “thdh serves a; paste and cover ta a ﬁetaphor.
"not of the’most sublime kiﬂd; t§ken‘ffomﬂa pié:“ with its poséiblé

‘ quibblg-on 'ﬁie—crust' and‘fcoffin,i empﬁasizeé the kingss moftalitf,f
%t the éxpense'of his universality;zs, Shakespeareis coﬁmentators’

have beén quidk'po construact iﬁages of coffins or grave-mounds; and
their'coﬁtengs..71n Q siﬁilar wéy; Richard's grasp of the nature of his‘
' owﬁ being falters in the phrase "deposed bodies'" whegre the plural
 'bodies"suggests thaﬁ.the ‘wé' of "what can.we bequeath" 1is ﬁot the
rqyal 'we' aftér all, but 6n1y the first bérson lufal. And ‘again,
ﬁichérd’ﬁ responSe:;O‘tﬁé question of York%syw ereabouts -- "no matter .
where " -~ 'is a more c;ucial evasion of reality £han it might seem

because, as Lord Govérnor of Englandy it York who has beeﬁcbarrying

.

out the duties of the royal ‘we' in Richard's absence. Finally, the
tendency of the'rdyal»'wef to siip into a more»siﬁple‘plural is

a ‘
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complete in the second section of the speech (especially 11. 155~ 160%/

» )
o, 5

'15‘*.

where  the sense of community depends merely on the addition of numbers.

.NeverthéleSs, that Ri§hard's attempt to ponder the(question of

death and the ‘nature of his ; geing iéﬁgenuine is &o3 rﬁed by his

5
1
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ﬂattempt to generate moral unde%?tandiw§~£?37 - t-w of reality In"gggy B
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this, though he fallst short of Gaunt, he may bﬂ,ctntraste
oy : A H :
with-Bolingbroke. The second section of, his speech is th * wdidh

plain in style, but the sad stories of the death of kings' recall

~ such traditional works as the Fall of Prifices., the Mirror for
S ) - e E— P

¢

Magistrates, and the Monk's Tale and allude to subject matter that was
to preoccupy Shakespeare in a number of his own pf§y5,26' The 'moral'_
1s fully traditiOnal,dregarding»the mutability of fortune. In the

/ second part of the second section (ll 160- 170) Richard's analysis
vbecomes more personal, more pointed, and more indulgent. Using
-imageryvthat is—proverbial‘(l. l62)'and even biblical (ll.‘l67;_168),
he highlights the vulnerability of his own_position. In'theyword
lmonarchize' (1. 165) he touches pointedly on a proninent element. i
hiséown character; but it is also here that the insufficiency of»his

view of reality begins to tell. 'To monarchize' means, at least in

B ~

part, to posture as a monarch, to attitudinize. To attitudinize is to.

adopt -an attitudej(usuallyLin.thevinterest of exciting admiration for
| ne's ownﬁperson) in order to escape the importunity of the real sort
k\/jf wonder that is germane to the‘determination and developmentvof
genuine moral attitudes Richard's whole speech is a series of .
imperatives that clamour increasingly for attention as'pieces of

advice. He opens the third section of his speéch with the following

words:
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Cover your heads, and mock not flesh and blood
With solemn ‘reverence.

fhe last two words call attention,to.themselves because; while Richardz

succeeds in dismissing_reverence; he does not succeed in banishing
solemnity. What could be more solemn than his whole speech, . and
particularly the last‘part? Though‘his attempt to ponder seriously

\

the nature of his predicament is commendable, his embrace of his own

vulnerablekmortality as the absolute truth is, finally, only one more

way of_succumbing,to the»vice of attitudinizing. In the absence of
wonder, .the moral style is deflected from its deep purposes; it
degenerates to attitudinizing. The upshot is woe without wonder and
is radically untragic.
Richard's soliloquy at Pomfret Castle (v, v) is the only
@:
passage in the play that rivalsfthis speech in Act III for sustained
thoughtabout the nature of kingship and its national and personal
.implications. But here again, the moral. style. is similarly<deflected.
The soliloquy opens with some self-conscious remarks about the»
- process of soliloquizing..
‘1 have been studying how I may compare _
This prison where I live unto the world; .
And, for because the world is populous
‘And here is not a creature but myself,
I cannot do it. Yet I'll hammer it out.
My brain I' ll prove the female to my soul,
My soul the’ ‘father, and these two beget |
- A generation of - still-breeding thoughts,
.And these same thoughts people this little world
In humours like the people of this world;
For .no thought is contented. - vV, v, 1-11)
Though such an overt preoccupation with the manner of doing a thing is

perhaps a characteristic sign of apprenticeship, the apprentice work

. here is sufficiently ambitious enough to-: repay close attention

T
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G. Wilson Knight, a fervent Q%girer of Richard's soliloquy, claims
tﬁat these lines "éutliné.a Shakespeérian aesthetic psychology,"
and fﬁrthéf, thatv"Shakespeare has here temporarily.endued his dramatic
pggfagonist with a psychic state closgly analogoqs,Aif:not éxaétly_

equivalent, to the process of poetic creation."27

OfARicharﬁ_he says:
"In hi§ final deéﬁair and failure, his mind is throwﬁiback on pure
contemplation and:he sinks'on'to‘the restfulys§eetnes§'of imﬁersoﬂa
and wéndEring'thbught. In so doing,vhe finds that he has made a
small world of his own: which state is now exactly anélogous tovthe
creative cbnsciousness which gives‘birth to poetry;"28_ This-étaté

Knight finds'prophetically'congruent with remafks'by Keats,

Wordsworth, KEyserling, and Bergson as well as prophetic of much in

Shakespeare's later playé includéng Measure for Measufe7 Hamlet,

A King Lear, Timon of Atﬁﬁﬁs; Antony and Cleopatra, and Céfiolanus;
While Shakgspéare's intention in Riéhard 11 has far-reaching
implications, it is not quité so succeszully embodied,.or so.moaern,
as Wilson Knight &mgginés. In aiming, by means of:a'ttaditionsﬁ
'rhetogic, éo'disco&er'thé emotional effects and ‘moral attitudes
qppfopfiate td_tragédy,,sﬁakespeafé createskin Richard II avdramé‘ofv.
biding interest eyén though, finally; it falls short of being the
-agedy' of King‘ﬁichérd the Second. |
‘. To bégin'with, the '"Shakespearian aesﬁhetic ésychﬁiquﬁ is

f“rmly g?oundéd bﬁ the_Ciceronian rhetofié, Qith‘itsLspecial emphgsis

n inventién,vthat, as.W.S. Howell demonstrates,.became(the T |
predomiﬁantﬁpart'of tfaditiénal fheﬁoric in sixteenth-century

29 . v A

Englarid.”” "My brain I'll prove the female to my éoul” refers to-

%
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invention; "My soul the father" refers to what the Elizabethans would -
have called 'cause'; 'cause' and invention together produce
;. Shakespeare's art. "Cause' in this special sense is explained most’

e lucidly by ‘Rosemond Tuve

I shall occasionally .use this untranslatable Elizabethan
term because it combines the meanings of 'poetic subject'
and 'poet's intention' so economically.” Although close

to the Aristotelian 'final cause,' it has, as used by

the Elizabethans, less of self-comscious calculation than °
our words aim or purpose. Subject is open to confusion
with 'subject matter,' and in both Latin and English '
critical treatiges subject and re}ated words (object,
subjective reality) are troublesome to translate, retaining
implications ‘taken on through scholastic usage even,
evidently, as late as Descartes. '

Richard's 'cause' s "how 1 may compare/ This prison where I live
:unto the world " Shakespeare s 'cause' 1s more complex. Preparing
his protagonist to meet death, Shakespeare attempts to endue him with
the spirit of tragic reSignation. -Richard ] comparison is to be the
kbasis of a final understanding of the relationship of the individual
vand society, resulting in a catharsis of woe and wonder

" To’ undertake this intention Shakespeare relies ‘on ‘two of the -

traéitional kinds of oratory WS Howell claims that each of the .

i‘ﬁ:
e AT

'V"Kin use in ancient Greece- and Rome had its own

kset of customAry moral issues: ". . .-demonstrative oratory was

addressed to questions of honor or dishonor, deliberative oratory,_to»
-‘» I h" .

questions of expediency or’ inexpediency, judicial oratory, .to

7”, L

ﬁ%uestions of justic? or inJustice n31 Since expediency or 1nexpediency
is now irrelevapt/to Richard s predicament, Shakespeare turns to the

first and last of these. The first part of the soliloquy (ll 1—41)

;;1 - is demonstrative oratory. The second part (11. 41 66) is Judicial

oratory.
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- Richard opens up the subject of what is in honour due‘to'him o

by inventing or discovering his matter in the Ciceronian'topics.v And

first,‘definition. Because "no thought is contented,"vthoughts are

equivalent to humours; they are, therefore,'analogous to. "the people

-

: 5
of this world." Next is’ division and for Richard there are three

kinds of thought: The better sort/ As thoughts of things divine

© (11, ll,'lZ),."Thoughts tending'to ambition"v(l. 18), and "Thoughts

- Shakespearei\

‘word !

o comparatively simple. He finds one. biblical quotation, "Come little,_A

tending;toucontent" (1. 23). -Despite the attempt»to consider'the,nature
of thought itself Richard 5 contemplation is not "pure,' as‘w11$b§'
Knight claims, nor is it: "impersonal and wandering The diVisions}..
are.clearly arranged inuhierarchical.order, and each is dewoted to

preserving Richard's semse of his own limited and enclosed self,

intact and immune.32‘ Regarding'divine thoughts, Terence Hawkes in.

lking_Animals argues provocatively and ingeniously for

v

Mrase "do set the word itself/ Against the

£

great complexity fn”hhf:

33 but Richard s“illustration of this conflict is, in itself,

. -f"
" 4

- ones,’ tﬁat ef ourages his personal hope of heaven and orne biblical

‘

.quotationz "IJ is as hard to. come as for a camel/ To thread the ' _

i

. postern of a,small needle 5, eye, that discourages it. But apparentA

'contradiction should be the beginning, not the end, of thought. How

a.king might be simultaneously a great_one in the world and a»little )

.one in the sight of God eludes Richard's contemplation. Similarly,

ambitious thoughts, for Richard focus entirely on how he might escape '

' theexigencies of his own fleshly imprisonment and mortality —4 "how

these vain weak nails/ May tear a passage through the flinty ribs/ Of -~

kxS

this hard world my ragged prison walls" (ll 19 21) _Because this

b
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particular ambition is impossibl ’ because thought, for Richard is

insufficiently impersonal he dismisses "thoughts tending to ambition

as ' unlikely wondersn (l 19). 1In fact, the upshot of his

S

consideration of the first twp divisions of thought is to banish the :

' . -

emotional effect of wonder, to procure immunity to its promptings.

s .

His third division of ‘thought banishes commiseration. -
¢

Thoughts tending to content flatter themselves
That they are not the first of fortune's. slaved@
Nor shall not be the ast -- like silly beggars
Who, sitting in the stocks, refuge their shame,
‘That many have and others must sit’ there; = «
And“in this thought they find @ kind of. ease,

. Bearing their own misfortunes on the back’
Of such as have before indur'd the like.

. Thus play I in one person many people,\”

. And noné contented v, v, 23—32)

1

The mistake [Shakespeare s as. well as Richard s) lies in the phrase -

refuge their shame. " In the first place misfortune does not

mo .
necessarily entail shame, unless one. is preoccupied solely with

reputation instead of honour In any case, commiseration is valuable_

4 .

_not because it provides shelter or protection from shamefulness,

A . . o

,'misfortune or suffering, but.because it is the antidote to an

4

-"indulgence in the dramatisation of'one's'nobly suffering self " The

recognition that many have suffered and that others will suffer is a

recognition that experience does not begin and end with. one s own f

: person. It is the profound recognitibn that "experience matters, not
exp

"

because it is mine -- because it is to me it belongs or happens, or

‘,because it subserves, or issues in purpose or will but because it is

4

what it is, the 'mine mattering only- in so far as the indiVidual

‘sentience 1s the indispensable focus of experience. Commiseration

©

or tragic woe is_valuable not because it affords the-individual any

R

'i"y
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jprotection'from a sense of the suffering of others or because it

alleviates, in any way, his experience..of his own suffering. Rather

hol
it heightens and intensifies his sense of -both of‘these, and, in so"

D
doing, establishes tragic impersonality.ﬁ
Richard, by ‘contrast, is left with nothing but his own

personality. o
Thus play I in one. person-many people,
And none contented.

In a sense, Richard'slinvention fails his Ycause,' for by defining
thoughts as humours he effectively seals himself off from what “George
Whalley refers to as "'that fertile indirection of the mind that .

we sometimes call imagination, and sometimes 'thought, and some-
timesi%intention.'"34 Given his initial premise, Richard has'nol

‘ alternative but td*replace thinking with attitndinizing, and in the
absence of thought, he has no opportunity to achieve character or‘
tragic action{ vThis 1s so despite the iact that Shakespeare obvionsly
does wish to represent him as arriving at a position of tragic —

. resignation at the end ‘of the first part of his soliloquy. Richard

invokes the 'many' he: mentions at line 31 by posturing its’extremes,

o

"king:and beggar, alternately faced with treason ‘and penury”and
1 alternately attracted and repelled by both. He moves with such
vrapidity through ‘such Ciceronian topics as things incompatible Wwith
one another, canses; effects,;and comparison with things greater or
less;or'equal, that he‘finally‘loses sight of'his comparison, hisi
initfal 'cause': "And straight am nothing"“(l;'ﬁd). The conclusion
appears inevitable;" |

'
A



" pleased by having nothing (or losing everything) till'r°*¥ .

v But whate er I be, "%ﬁﬁ»;, @ .
"Nor I, ‘nor any man that but man is, . T ? »
With nothing shall be pleas'd, till he be eas'd - R
With being nothing. (V, V), 38-41), » w o

The play of sound in this utterance helps give the imPrESSiéng@f»

»finality; of a secure'understanding of human affairs. The impression

M o
. - ; R A P

is of the enriched moral style, of aphoristic wisdom polished to.‘fﬁa o

urbane eloquence. The balance of '"Nor I, nor any man' makes it appifrﬁ; .

that the initial'comparison of the soliloquy is being summed up.

o

What's more, the»play on 'nothing,"which some editors regard as a
tarigle, couE& be a characteristically Shakespearean quibble. < Stanley

Wells gives the alternative readingS' "The first nothlng may be part

of a.double negative: shall be pleased by anything till he has been

granted the "ease'" of death’; or it may mean the opposite. !shall be

1\!135 If

the quibble»is intended, it lends_the utterance the final'ty of all-
T - . ,

inclusiveness. In any case, the utterance has every appedrance of

complete resignation.

But*it‘is not tragic reSignation. In the first place the

attitude announces itself as something achieved after death (and,

‘therefore, pretends to know what it cannot know), whereas tragic e

_resignation is something achieved in this life .Secondly, though the - -,

two meanings of nothing are, in gne sense, opposite, they are alike ~

- in another semnse. Richard concludes his investigation of what is in

a

honour due tohim by considering the question of what‘has,or has not
. ' 4 f

been given to him, what has or has not happened to him, rather than by

considering what he is. He'supposes the ‘latter queStion irrelevant

("But whate er 1. be") partly because he supposes that man-is a fixed
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i

s

and known item ("nor any man that but man is"): hence his incuriosity

" and his lack of feeling. 'To be pleased with nothing is- no emotion.

Tragic resignation'or catharsis is not the abandonment or the negation

of thought and feeling. It is the recognition of-thing reached the

L.

limitsubf thought and feeling and of understanding that they are the

e
limits. In a sense, Shakespeare’s invention, too, fails his cause,

for instead of a catharsis of wonder he‘substltutes blank incuriosity,

and instead of a catharsis of woe, nihilism. >In the absence of both

[y

wonder and woe; the moral.style is deflected finally from the line of

’ truth and reason. v

As a result, the last part of the soliloquy offers senti-

mentality in place of serenity, or tragic calm. The'introduction-of

_music a{ line 41 invokes the question of sensibility that is an A

essential element of justice.” While the first part of;the soliloquy
investigates the matter-of_honour (that;is,dthe matter of-one's

standing in the order of the universe), the’ second part investigates .
sy '
the matter of justice (that is, the matter of. the fitness or rightness

of that standing). The introduction,ofvmusic also provides Richard
with a new principle of invention and with some impressive‘iines.

: Music do I hear7 o
Ha ha! keep time -~ how sour sweet music is )
When time is broke and no proportion kept'
~ So is it in the music of men's lives.
- And here have I the daintiness of ear
To check time broke in a disordered string;
But for the concord of my state and time,
Had not an ear to hear my true time broke: S
I wasted'time,\and now doth’time waste me. (V,cv, 41-49)
r
The main principle of invention here, argument based on similarity

or analogy, is augﬂented and sharpened by - topics based on etymology
and on- conjugates in the multiple meanings of such words as
. ; . v o - . : . L4
\ ‘ C .

N \

L
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'proportion,' 'disordered,' and 'time.' Besides being quite 1ovely,

.

these lines are moving towards a‘perception of'tragiciwaste."But_here
Shakespeare's style fails, and the enormous potential of "I wasted

time, and now dosh time waste me" is dissipated in the fantasticv
comparison of Richard 'to a clock (ll 50-60), which does nothing to
show what the waste is, how it happened,.or what its_impliCations are.\;
" The elaborate development of thiS'figure and the concentrated disgust -

: ) _ &
of its conclusion:

But my time - N
Runs posting on in Bolingbroke's préud joy, RN
While 1 stand fooling here, his Jack of the clock, (11. 58-60)

9

)suggest that'Shakespeare‘is searching for the style that I have called

Shakespearean intuition. But the language of most of the latter part

of this soliioquy, instead of being-central; brief, and compendious,

is eccentric,iwordy, and diffuse. And even in the energetic lines

)
above, instead of the perspective consciousness of :

Join with the present sickness ‘that T haye,
- And thy unkindness be like crooked age, .
To ¢crop ‘at once a too long wiﬁhered flower,,'vf'

<

'RJchard is left with a simple contrast between Bolingbroke 5 personality

& i Y ~
and his sense of his owm mechanical nullity ‘ Given this expression of

A
’i

his character, Richard's interpretation of . the music as "a’ sign of”

B ‘J

love (1. 65) cannot but be sentimental, the mere projection of

personal longing. He abandons the question of Justice, the problem of

5%

aligning sympathy and judgment, for self—centered sentimentality
"love to Richard/ Is ‘a strange brooch in this all-hating world " And

for an understanding of the values that‘give_order to human existence

-- love, truth, justice, and honour —- we -turn ‘in this play not to

@
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Richard but to Gaunt: '
Love they to live that 1ove‘and honour have.

L

The moral style Shakespeare uses to characterize Richird is finally

deflected because it is mnot Shakespeareah enough.
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F. Tragic Doings,»Political Order, and the Closed Couplet
But whatever our appraisal of Richafd's character is,

Shakespeare's intention is clearly to dramatize tragic doings. The

Tragedy of King'Richard‘the Second, as it is titled in the Quarto

editions, is called, in the First Folio, The Life an& Deéth of King

.‘Richard‘the Second. To understand some of tﬁ;breagbns why Shakespeare's
- SRR PE .

early editors exhibit this'différence of opinion and to demonstrate

that the Quarto editors offer a titletmore nearly. appropriate for "

1

designéting'Shakespeare's intention we must examine an element of

style that assumes a peculiér importance-in this particular play --

8 T

the heroic cguplet.‘,J.W.H. Atkins, commenting on "Dramatic Criticism"

" in English Literary Criticism: The Renascence,; makes ;he~following

pronouncement:

The truth was that Elizabethan dramatists were
empiricists first and last, with experiment and
practice engaging all attention; and their art was
no haphazard growth but an independent creation,:
developed along.definite‘1ines"dictated by the native
‘genius and traditions, by popular taste and stage
J/ conditions .of the time. Irrespective of orthodox doctrine,
* “they shaped their practice, and also their unwritten -
theory, in accordance with what they deemed to be
psychologically necessary for rendering their stories
attractive to popular audiences on the Elizabethan stage;
and here, if anywhere, lies the key to. the understanding
of Elizabethan dramatic art.l : ' ¥ ’

Atkins, no doubt, bverstateé the case somewhaf. PsychologiCal nicety
, s . "o

and;pdpular appeal in t#agic drama were bonéidéréb;ytsharpened and
deépened by\the re—discovery, %h the Renaissance, of certain ancient.
principles of tragedy. The medieval notion of De casibus tragedy, ’

perfectl§ consonant with the Doﬁétan-;raditionYinvolving the fall and

death of illustrious- personages, was invigofated by a consciouéf
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applicatioﬁ of the notion of wonder as outlined in Aristotle, Cicero,
Quintilian, St. Albert the Great, and St. Thomas Aquinas. And some of .

3 » -~
this ﬁork,'as Cunningham demonstrates, was done in explicit statements
of theory: by Pontanus, Fracastoro, and Minturno, as well as by Sidney

and Shakespeare among others. Yet Atkins' claim, in aniimpérfaﬁﬁ geﬁse,

St

 is true. To appreciate héw new Richard II in itself i§,§ifiié T }.-:3;T

- necessary to observe the way in which Shakespeare ékﬁerimeﬁ;s&witﬁ 'li“:* ‘

existing forms. The closest thing we have to a manifestd of o e

19

Elizabethan tragedy 1is to bebfoundvin Marlowe's proiogué to

Tamburlaine, Part I:

. From jygging vaines‘of riming mother wits, : ,. et e

And such conceits as.clownage keepes in pay,

. Weele leade you to the stately tent of War: = .. i

. Where you shall heare the Scythian Tamburlaine, '

'Thrqﬁﬁffwg the world with high astounding tearmes

And'fwuggging kingdoms with his conquering sword.
View but’his picture in this tragicke glasse,
And thén applaud his fortunes if you please.é

Cunningham's comment on this passage is admirably to the point:

Though these lines have often been quoted, they are .

" "worth noticing again, for they are packed with critical
doctrine. ‘They are a manifesto. The first two-lines
constitute an explicit rejection of the old theatrical .
tradition of the fourteener -with its rhyme.and its marked - -

- regularity of metre ("jigging veins'); of the uneducated, @
unartful writer ("mother wits'); and of the tradition of
the irresponsible clown. In its stead is proposed the ,
modulated and rhymeless line, shd the wholly serious play. /
This play involves a high subject, war, and by implication
and the enjoinment of decorum a stately style, a high and |,
" royal style. The effect will be largely one of language
and of rhetoric, for there ''you shall hear," and you shall
hear what is grand, or even grandiose, a "threatening’the'
world," expressed in 'high astounding)terms." (CE, p. 85)

For Sﬁakeépeare's fascination with the bombastic rhé;oric of blénk

verse we have ‘the evidence of the first tetrdlogy, Titus Andromicus,

and King John, as well as the testimony -of Robert\Gfeehe.' Shakespeafé

\
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clearly tried his hand at Marlovian tragedy, and'in the similzrity. of

Richard I1 to Edward II jf see a kindred attempt/to coordinate the
multifarious demands of chronicle history with the single-mindec
insistence of De casibus tragedy. But Shakespeare's play introduces
a verse technique that is quite at odds with.ﬁarloue's.manifesto. ln
‘Richard I1 "astounding terms" are\frequently'marshalled within the"

\ confines of rhyming\decasyllabic couplets, In Richard II the heroic

.couplet is one of Shakespeare s main instruments for reconciling the

v claims of history and tragedy and, as a result, for opening into that

heightened and deepened perspective on human action in which history
is ultimately subsumed by tragedy |

. Explicit references to tragedy in the first ‘tetralogy are
1nearly all comparatively simple, but it is possible to see Shakespeare's
idea of tragedy maturing even in those plays whose date of composition
likely,precedes that’of_Richard II. Cunningham, in an austere |

conclusion,'cites only.three'plays -~ Hamlet, Antony and'Cleopatra,

’Coriolanus -—’as firm examples of an explicit intention to evoke the

emotional effect of woe and wonder (CE P 96) Yet when. surveying the

early plays, he finds,them almost wholly congruent with the Donatan
tradition
In brief, the tragic atmOSphere and the anticipation of
_ the tragic catastrophe is fearful; the catastrophe woeful.
The process by which the catastrophe. comes about involves
intrigue hypocrisy, '‘political conspiracy and treason, acts
- of sin, ‘and 1s conducted by responsible agents. . These are
. the connotations of tragedy. The denotation is violent
unexpected death — murder, deg h in battle, suicide
To thesé is ‘added rape) (CE P ﬁO)

- To be sure, references to ragedy throughout the three parts of

Henry VI and even in Richard III correspond to this description.
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Tragedy is a "scene of death" (3'Henry Vi, V, yi}“lo) or’"untimelyA '
death" (2 Henry vl, II1, ii, 186 and 3 Henry VI, V, vi, 42) "contrived"
a "fatal hand” (1 Henry Vi, I iv, 75-76); it is violent death
'(Richard 111, II ii 39 40) that drives men, to distraction madness,'

and terror (ﬂichard 111, III, v, 4). ' We may even say that whatever
else they offer, these early plays are scarcely thore sophisticated in o
their idea of tragedy than Cambises,ffor example written in the
‘1560'5' The killing of Cambises "by sodain chaunce exhibits the
Stoical moral of the instability of all sublunary affairs, .and. "HIS
' ODIOUS DEATH BYJGODS JUSTICE AEPOINTED”“illustrates Qhristian’

. reﬁribution for sin. 3 . As Madeleine Doran claims, 'these two Qays of

regarding tragic catastrophe, the Stoic and the Christian, are both

- to be looked for in Elizabethan tragedy.

,

But in at least two plays, Titus Andronicus and King John,

{/‘

‘Shakespeare seems to be striving after a more satiafactory evocation
of wonder'and hence, a more profound COnception,of tragedy. Each

play is called.a 'tragedy in its first appearance in print The

first Quarto of Titus Andronicus concludes with the words "Finis the

Tragedy of Titus Andronicus,' and King John, like Richard II and

Richard III was first called "The Tragedy of . . ." and then_renamed

"4
by the First Folio "The’ Life’and Death_of . ."5

Titus Andronicus makes the more concerted effort 6f the_two to

E}

embody the "affects" that Sidney describes as "admiration and
commiseration.” When the plot laid by Aaron and Tamora begins to take
Sy s .

~effect, the response of Titus's sons, Martius and Quintus, to the

'dead'body of,Bassianus might appear to represent,small advance on the
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.fear and tremblinﬂ(that marks the "deep tragedian in Richard III (III,

i

in a "blood stained hole'" with the body;

v, 1-11). Marti
" Quintus remains Qﬁ’h " ' R

hEe
ﬁ”aprised with an uncouth fear,'

Quint. Iml ,
A chillingf{”éat o'er-runs my trembling joints:

e

My heart sus égts more than mine eye can see..
Mart. To prov@ ‘thou hast a true-divining heart,
" Aaron and thou look down into this den,
And see a fearful sight of blood and death.
Quint. Aaron is gone, and my compassionate heart
Will not permit mine eyes once to behold v ‘
The thing whereat it trembles by surmise. : T
0, tell me who it is; for ne'er till now .
Was I a child to fear I know not what. (III, iif, 211- 221)

But notice that Quintus's heart is at once "compassionate"'and "true-
divining ; that it trembles "by surmise"; and ‘that he fears "I know

not what Somewhat later, both Tamora and Titus are more explicit

yet in declaring that the emotional effect of tragic events is not -

only fearful, "but also an incentive to thought. Tamora pretends tgw

~
-

the appropriate emotion. » : ’

Then all too late I bring this fatal writ,
The complot of this timeless tragedy;
.And wonder greatly that man's face can fold - -
~-In pleasing smiles such murderous . tyranny. (II, iii, 264f267)
Titus's feeling is real.

~

What whall we do? let us that have 6ur’tongues

Plot some device of further misery, : : ‘
To make us wonder'd atrin time to come. (III, i, 133-135)
In a sense Lavinia who has been raped and then deprived of
her . arms and ‘tongue, represents a type of woe, incommunicable and
insérutable, that frustrates wonder, and, insofar as its cause is
'imperfectly understood frustrates sympathy as well "Thou map of_

"7Iitus calls her,: attempting to decypher her’ suffering

Speechless complainer, I will learn thy thought, ST
In thy.dumb action will" I be as perfect '
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As begging hermits in their holy prayers:
« Thou shalt not sigh, nor hold thy stumps to heaven,
Nor wink, nor nod, nor kneel, nor make a sign,
But of these I will wrest an -alphabet,. - .
And by still practice learn to know thy meaning. (III, ii, 39-
C , 45)

But as Marcus comments, woe threatens to overpower Titus's abil.ty to

<

think.

Alas, poor man! grieffhés sQ wrought on him,
He takes false shadows for true substances. (III, ii, . -80)

' And Titus cbrroborates‘thé’suggestion that his wonder is subverted.

Come, boy, and go with me: . thy sight is young,
And thag shalt  read when mine begin to dazzle. (III, 11, 84—85)

Titus means that his sight will be confounded when he readé to Lavinia
"Sad stories chanced in the times of old."

Titus Andronicus, in its resolution, anticipates certain-

important developments at the end of Hamlet. Aaron, a major cause of

‘{%conquion in this play, is apprehended by Lucfﬁé, to whom he pleads

S;for the life of his son. v B ) S S

LT

. Lucius, save the child
' And bear it from me to the empress.
If thou do this, I'll show thee wondrous things
That highly may advantage thee to hear. (V, i, 53-56)

"I1'11 show thee wondrous things“‘means not only 'I will  say things that

will cause you to ﬁondér,' but also. 'I will explain things about which
you have élready~wondefed.' In using the wdrd"advangage,' Aaron

himself is being ironic, but to understand what happened is a moral

’ advantage:and proves to be of practical advantage to Lucius-.before the

end of the play. . Aaron then proceedé to‘give a close general summary

of the tragedy that pa;allels the close general summary given by

Horatio at the end of Hamlet (v, ii, 380—387)

-
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'Twill vex thyisoul to hear what I shall speak;

For I must talk of murthers, rapes, and massacres,

Acts of black night, abominable deeds,

.Complots of mischief, treason, villainies,

Ruthfull to hear, yet piteously perform'd;

And this shall all be buried in my death, }

Unless thou swear td me my child shall live. (V, i, 62-68)
When Lucius so swears, Aaron offers a complete'explanation for each
of his generalizations, specifying the murder of Bassianus (1. 91),
the rape of Lavinia (1. 92), the massacre of Quintus and Martius
(ll 104-105), the mischief of the forged letfer and the hidden gold Y,
(ll 106 107), the treasonous alliance of Aaron and Tamora (l 108),
and the villainy of duping Titus to cut off his own hand (1. 111).
~ And these are summed up once more as the "heinous deeds" of a "black
dog" (ll 122 123). Then Just in case this explanation of the cause'_
of woe in the play does not seem'entirely credible,gShakespeare
provides Aaron with anothef'speech (ll.‘124;144) in which he declares
that he has done similar "dreadful things" in the past, and the list

, : N . .

is specified once more: murder, rape, treason, massacfes, mischief,

and villainiee. Clearly, Titus Andronicus aims,vas.Hanlet does at’a'
kind of'catharsis of wonder.
Actually, the play fails ‘because of over—emphasis The .

explanation is insisted upon too much and most other elements in

Titus Andronicus a:e similarly\heavy—handed. Yet, it remains ‘
invaluable forvrevealing some of the most important elements accruing .

to Shakespeare's early concept of tragedy. Stressing its anticipations

of Othello and. King,Lear, J.C. Maxwell concludes that

Romeo and Juliet is on almost every count, a.vastly superior
play to Titus, but it could be maintained that Titus is

'« strictly speaking more Bromising. The author of Romeo -

- and Juliet could conceivably have gone in that play as far
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as he was destined to go in tragedy - and indeed
: Shakespeare s tragic development does not exactly
proceed through Romeo and Juliet -- but the author of
‘Titus was obviously going somewhere: though it was not
yet certain whether he would steer clear of violent
‘episodic melodrama on the one hand and exaggeratedly
VkOvidian narrative dialogue on the other

lf Maxwell s argument for a chap-book source for'the play is correct,
Shakespeare 8 changes in the material exhibit, especially in the
first and in the fifth act, his typical concern "with civil order and
the forces which-threaten to o‘verthrowvit."7 Despite thesegChanges,

however, the dominant impression of the play is not that individual
o :
actions have enormous implications for politics, society, ‘and history,'

80 that one is forced to agree with R. M Sargent "The play '

o
’wr

deliberately obscures the ‘clear-cut nature of the foreign-native '
conflict for power .+ . the vendetta between the Queen and Andronicus

assumes'more'nearly the status of an inter—family feud. n8 The passions

of rage, grief and even wonder seem so purely personal as to appear,
. \

finally, as only idiosyncratic and extreme. By not invoking securely

enough the presence of history, Titus Andronicus is also less than

‘ fully tragic 9.. o o BN r .

By contrast King JohnyattemptS'to grapple with a miscellaneous
assortment of events from chroniclephistory and to bindﬁthem in tragic
unity. Besides‘the'evidence of the.title,vwe havevthe report
v(amplified»from Holinshed) ovarthur;s deathwas it”arfectshthe common'
people; | o ‘ |

Young Arthur' s death is common in their mouths:
And when they talk of him, they shake their heads
And whisper one another in the ear; '

And he that speaks doth gripe the hearer's wrist
Whilst he that hears makes fearful action,: :
With wrinkled brows, ‘with nods, with rolling eyes.
I saw a smith stand’ with his hammer, thus,
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The whilst his iron did on the anvil cool, ‘

wWith open mouth swallowing a tailor's news; , " 195

Who, with his shears and measure in his hand, -

Standing on his slippers, which his nimble haste

Had falsely thrust upon contrary feet,

Told of a many thousand warlike French o :

That were embattailed and rank'd in Kent: - . . 200
- Another lean unwash'd artificer = o :

cuts off his tale and talks of Arthur s death. (Iv, ii, 187-202)

s

Sudden, unexpected death arouses. wonder There are two additional
'points to be made about this speech. By dwelling on the reception of
Arthur ] death among ‘common people, Shakespeare seems to be striving :
ifor the verisimilitude that he handles so masterfully in Henry W. . -

'Parts'I and 11, and in Henry V. The actlons of . the great affect all

z ails recounted in lines 193 through
200 comprise a kind of dra “y;?i' ‘ . The smith/and tailor,v
neglecting their tasks ‘and ,:“f' d -- the one with open mouth, the
other with slippers on the wrong~feet, appear, at first, to. be part
of the general astonishment at Arthur's death But, as it turns out,
their wonder is focussed merely on the news og the French army in
Kent. "Another lean unwash d artificer" intervenes with news of
Arthur's deathg and since hlS news takes precedencelover the earlier
,tale, he heightens the wonder thereat In this way the claims.of
"tragedy (Arthur s death) subsume the claims of chronicle history (the "
bFrench wars) . ' ' - o ' o \J . /:*. '
Not all of King John however, is this successful at
‘reconC1ling tragedy and history For one thing, the plot is too
ﬂepisodic for an} clear focus of attention to emerge. For another,
there is no character (or characters) substantial enough to bear the
‘weight of tragedy The Bastard, ea31ly,the most energetic figure in

the play, has numerous admirers for his forthright, if somewhat crude,
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°Iimited, common sense work rather against than for a semnse of tragedy.

‘King John and his adversaries are too>small§minded'and whimsical to be

tragic. Much of the action 1is organized around the passive Arthur,

: ﬁhose_supposed claim to the English throne provides an excuse for the

early oonflicts between the French and the English, and whose death

demoralizes the English nobles and accompanies the general decline of

aimost'eVeryone's.fd%tunes in\the'iatervstages of conflict. There
séems to be fittie of 'causative charééter':here,rand the events of
historj roll on almost as if,ﬁithout responsibie agents of any sort.
That—Shakespeafe is intent upon maintaining.somEthing of the emotional
effect of tragedy is ev1dent, perhaps, from the number of appearances

-

of thwarted wonder,'or amazement ~joined with woe late in the play, "
o)

am,amaz 'd, methinks and lose ‘my way/ Among the thorns and dangers of

" this world” (IV iii 140~ 141) says the Bastard to Hubert.~ And again

Y
to John.: "Your nobles will not hear you but are’ gone/ To offer

serv1ce to your enemy / Aﬂﬁ ild amazement hurries up and down/ The
little number of you doubtful friends" (V i 33-36) "Doubtful" in

thlS context means apprehen51gf, f*ll of fear.' A similarly, Lewis

-

-> to Salisbury, who 1§ weeping: "This shower, blowm P byftempeSt of th

'

) soul / Startles mine eyes, and makes me more amaz' d/ Than had I seen -

N P

“the vaulty top oi heaven/ Figur‘d o Ter with burning meteors (V, 1i,

t

‘“‘ 50~ 53) . But ‘the very number of these‘references andr{heir‘lack of

P \ L . N

_ resolutlon\d1551pate the” effect and'Shakespeare‘comes, eventually, tc

e

rely on'another-play‘and anotherMStrategy'to attempt a reconciliation

>tragedy and historysvdri‘f s o -

|
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In Richard II Shakespeare avoided a number of.problems

attendant on King John and Titus Andronicus and faced{many more that
were alien to those plays. To begin with, the deposition of Richard

represents one unifying act with enormous repercussions for subseguent

history, and flowing £rom this point is the fact that hardly any
personal action by either RicHard or Bolingbroke is totally devoid of at
least the possibility of extra-personal significance. As well, the

character of Richard, as he is presented in the sdurce material, Hall,

. ‘Holinshed, Froissart, perhaps the Traison, as well as ]be Mirror for

'-Magistrates, Woodstock, vand.Daniel's Civil Wars,;‘f0 provided Shakespeare

in a general way with the sort of ‘figure that Aristotle suggests

"
.

appropriate for tragedy —- a mean between extremes —-— . a man not

pte~eminently'virtuous and just whose misfortune, however, is brought
11
ll

:fupon him not by vice and depravity e e Howevér, in returning to

>

a perioﬁ of English history, the later stages‘of which he had already

4 dealt with at some length and projecting perhaps already a more

. extended treatment of the earlier stages, and taking up a subject

about which there were conflicting accounts from the past and diverging

-

‘opinions in the present, a‘subjectpwhich, as numerous references show,

ar

could still provevhighly inflammatory ‘in contemporary politics, and in

2

dealing more directly than‘herhad-ever done before with the problem of

personal qualifications and political office,.Shakespeare raq;the risk.

Y ¢

: of losing his subject in the diverse ramiflcations of its" potentiality.

A good part of the reason he;did ‘not lose it is to be found in his use

-
. x

of.the heroic couplet. Richard II is the only exanple in the whole

’t - &4

Shakespearean canon composed entirely in verse, important aspects of .

3
.
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. . /J . ) ; Lo
the subject are jhighlighted by an extremely flexible and sophisticated

use of verse. /The added discipline of the heroic couplet offers

a

éimultanéohélyia way of checking and placing tﬁevdynamism of individual
thought and fqéling,aéd of alluding to tﬁe'soéial and politiéal
conséqueﬁces of indiﬁidual action without digressing or di;fu;ting unity.
A.P, Rossiter;'for orie, thinks that the play ", .o is seriously flawed

S

¢ , . , .
by its peculiar dependence on Woodstock: peculiar because Shakespeare

not onl&ﬁtéok itémglfrqm it,; but also left behind in it explanations
badly needed in_hié.ﬁiay,‘items taken for granted, or‘as read, which
prodpce puzzles that camnnot be cleafed up_without reference to the

earlier play."12 But Rossiter_igﬁores the way in which poetry; d?d

especially the heroic couplet, is capable of filling in, by suggés;ion,
S . ! - L. /

enough of the necessary background to make its meaning -or its action

selfésufficient and intelligible.ls

Before proceeding directly to the play, it is perhaps worth

cohsidering why the heroic coﬁplet, of its- very naturé, is the instrumen

~ most capable'qf'réconéiling diﬁerse and-éometimes discordant claims on

the attention of the poet. The best explavation'is to be found in Yvor

~ \

Winters's gsséy, "The influénce of Meter pﬁlPoetic'Convention."

.. The heroic couplet, all things considered, appears to be
" the most flexible of forms: it can suggest, by discreet
imitation, the effects of nearly any other technique .
conceivable; it can contain all of these effects, if .
- What, then, makes the couplétvéo flexible? - The answer
can be given briefly: its seeming inflexibility. That is,.
_.the identity of the line is strongkr-in rhymed verse than..
{n unrhymed, because a -bell.is rung af the end of evety S
« second line; the identity of the-lime will be stronger in
the couplet than in any other stanza becau55 the couplet is
the simplest and most obvious form of stanza 'possible.. ~This -
mathematical and- almost mechanical recurrence of line aqd
stanza prqvides an obvious substructure and core of

1
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connotation over which poetic variations may move, from
which they derive an exact identity. . . .

In spite of this regularity of basic scheme, there is
np confinement of variation. The secondary rhythmic
relationships of the couplet are ‘unhampered by the
rigidity of the primary, and the resultant set of
relationships (the tertiary) between the constant element’
and the.varying element, will be therefore‘unlimited, at
the same time, however, that the constant element is
providing a permanent point of reference,; or feeling of
cohesion, for the whole. The poet may move in any
direction whatever, and his movement will be almost ]
automatically graduated by the metronomic undercurrent of
regularity.

In the couplet we may have an entirely free play of
thought over a rigid metrical substructure.

The heroic couplet, of course, is the characteristic form of such masters
as Dryden, Pope, and Churchill, but as W.B. Piper demonstrates in The

Heroic Couplet, the decasyllabic couplet was by no means a rudimentary

form when it cameuto_Shakesgéare s hand. Chaucer had used it

Neh about 1585, © . &

~‘"Elos§p Buplet evolved by and large from the efforts
of many’ Elizabethan poets (among'them Christopher Marlowe,»
Sir John Harrington Michael Drayton, Thomas Heywood,
-Joseph ‘Hall and, of course, Donne and Jomson) to
reproduce in English the effects of the Latin elegiac
distich, especially as it had ‘been employed by Ovid in
his Amores . and Heroidés and by Martial dn, his Ebigrammaton

- .
It was Shakespeare s genius to discern something pf the potential of the

mo COuplet for the drama ' The ‘core of'connotation to which Winters

refers -and which is provided by the metrical substructure can be

Qindicated in. a general-&ay as %he feeling appropriate to such items J;

@

clarity, balange, reasonable and definitive judgment and, above all

N - /IR ) - . . «
PR order.

ok

+ ’5~

<y "such feeling; of course;ihas an‘obvious ﬁl&ce'in the‘dramatiia—

tion of hlstory, and should be enough, in. itself Eo:alert us to the

.o

p0551bility that Shakespeare intended to make the couplet work for a

1
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critic- to point out the way in which the couplet works in Act I. He .
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'larger design. Many critics, beginning with Pope (1728)Aand.with

Samuel‘Johnson (1765), who said of vV, 111, 23-134, "This whole passage

is such'as I'could well wish,away,"l6 have found the couplet writing to

v be generally inferior.' E.M.W. Tillyard delivers a blanket condennation

~

of Shakespeare's couplets in Richard II with the tautological remark
that, ". . . to account for the indifferent quality, one may remember

that he was never very good at the couplet."l7 But aside from ignoring

the question of what the'couplet might be intended to do; this

Judgment dismisses the possibility that different stretches of couplet

writing might be successful in varying degrees Piper was the first

-

speaks of I, 1, 152-205:

; We find assembled here the ingredients for an elegant
interlude in closed couplets, that is, for an elegant
 dramatic tableau:” two antagonists and two peacemakers with
balanced pleadings and professions.’ But the ceremonial
pattern of utterance, inaugurated by ‘Richard, gives way,
< with wonderfully expressive effect, before the energy and
passion of Bolingbroke. Richard loves kingly show but
§  not kingly,exertion, the forms but .not the stresses of
. royalty. ' The, closed- couplete with‘which the passage opens
- and the closed—couplet situation Richard attempts to - .
. prescribe declare his plans: he will calm Mowbray, and. Gaunt
will calm Bolingbroke in.beautifully’ mirroring attitudes of
" command and obedience.  But the vewxy first application of
this inappropriately aesthetic impulse, his and Gaunt' s
antiphonal commands of peace (11. 160- -165), fails when the
- two foes, whode motives are deep and complex, resist. -
Theif resistance s, of course, reflected in the breakdown
~ of couplet closure and balance. Mowbray comes, finally, to
. submiit’ to the king's mode .of utterance, that is, to the
.. “king's. wishes (11, 178~ 85), but not Bolingbroke. ‘His o
_,ﬁfptpowerfully epjambed speech (1l1. 187~ 95) undersdores his ' -
o recalcitrance -Richard's /apparent ‘recapturing of this S
ov situation,ksignalized by.his reassertion wof closed-couplet v
- uttérance after a brief lapse into blank verse (1I% '196-205)
Do :ie’ﬁollow, the antagonists, or at least one of them, have not:
¥ sybmitted and will not submit. to play parts in Richard's
"~ royal: puppet show. Shakespeare s handling of the couplet-
v throughout this" passage, then, underscores the inadéguacy
of Richard as a king and the fragility of his rule

I *
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iPiperls alertnessthxthebflexibility of'couplet practice'in this
passage is enormously helpful-to anyone interested in understandin;
Shakespeare's style, but the conclusionsﬁhe draws from his analysis are
a bit too simple. 'lt is true that Bolingbroke's strongly enjambed I
couplets at I, i, 187—195.emphasiie‘his individual energy and his

antagonism to the king. Bolingbroke is threatening the world in high

'nd”astounding terms, and by having him rum roughshod over the normal

......

“Jrhymeless line that critfcal theory deemed the appropriate medium

PR T
K v%‘ ®

o ,,qfon aspiring minds.‘ But though they fail to observe what Piper calls

°

.
‘

”thg hierarchy of paiéfs ' of @%e clos-jlelmiit _— strong pause at-the

: rthe end of the first .line,

and tertiary pauses at mid line points - Bolingbroke 5 lines are

i

~ couplets, so that they acknowledge implicitly the very norm they seem

té violates. The couplet disqyeetly imitates the effects of another

.(

techrique whiﬂe retaining its’ g%n identity, and Bolingbroke 8 challenge

is not simply an Opposition to regal authority nor is it only an

‘expression of impatience with a, royal puppet show : It is an- attempt

to makey@he representative of order. and justice live up to his
"responsibility.

¢
a Similarly, Richard s mode .of utterance is cétemonial and"

elegant, amd his attempt to impose order is inappropriatelx aesthetic J/“'

;and~facile: ’But:though-it iS'inadequate;‘it%ig_an attempt‘to impose\itf".
N X - . - - ! -l -L o

order. ’

“a o,

" - This we prescribe, though no physician; - -. -
. Deep malice makes too deep incision. :
Forget, forgive, conclude and. be agreed: . R
Our doctors say this is no month to bleed. (1,1, 154-157)
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Richard attempts to avail himself of theJcouplet'a powers of
assimilation, to lay claim to both the moral style and the eloquent'
style, by making a thoroughly traditiponal analogy of king as physician,

proffering moral advice, and by wittily retracting the analogy even

* while punning on the two meanings that the analogy lends to the vefb’

'to bleed.' The ¢Suplet balance gives the advice epigrammatic point,

and it emphasizes the wit of simultaneously assuming.and spurning the

e

' analogy. However, the'two'styles are - not really assimilated. The

eloquence does not'support, indeed is irrelevant to, the moral attitude.
As a tesult, the moral style is insufficiently supported by the concrete
particulars of experience'(What is the malice7 What would the incision

©
be? Why would it be too deep”), and degenerates to attitudinizing

K

Richard-s-handling of the moral style here is not at all inconsistent;

as we have seen, with his character or with his attempts in other '

e

i . . .
passates to achieve moral attitudes ~ Without claiming undue merit for -

the couplets in Act I, we may say, at-leaat;’that Shakespeare is elearly

using the,couplet to work out an adjustment ‘between the temper or tone.

of individual chgaﬁcters ahd the theme of political stability and order;
Furthermore we may take Piper s method of. analysis to other |

parts of the play =-- the end for example.‘

L]

Bol. Carlisle, this is your doom:
? " Choose out some secret place, some" Te
More than thou hast, and with it,joy thy life.
So as ‘thou.liv'st in peace, die free f 'strife;<'
For though mine enemy thou hast ever been
- .High sparks of honour in thee hawe 1 seen..§

rend room

T  Enter Exton-with the coffin.~'

Exton. Great king, with'in this coffin I present - » .
Thy buried fear: herein all breathless lies ‘ :
The mightiest of thy greatest enemies,
- Richard of Burdeaux by me hither brought.
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Bol. ‘Exton, I thank thee not, for thou hast wrought
" A deed of slander with thy fatal’'hand =
Upon my head and,all” this famous land. .
Exton. ,From your own ‘mouth, my lord, did. I this deed
Bol.. They dove not poison that do«poison’ need
Nor/do I thee. Though I did wish him dead,:
I hate the murtherer, love him murthered.
The’ guilt 6f conscience take thou for® thy labour,
But neither my ‘good word nor princely favour;
With Cain go wander thorough shades of night,
‘And mever show thy head by day nor light.
Lords, I protest.-my soul is full of woe
That blood should sprinkle me to make me grow.
Come. mourn with me for what I do lament,
And'put on sullen black incontinent.
© 1'11 'make a voyage to the Holy Land,
To wash this blood off from my ghilty hand.
March ‘sadly after; grace my mournings here
In weeping after this untimely bier. . (V vi, 24-52)

Here it is Bolingbroke who tries to prescribe the standard mode of

) utterance, again the closed couplet; And again thevmaterials are at_
,hand for an’ elegant tableau: majesty at its mostvmagnanimous,
dispensing pardon and commendation, savouring power for an instant in‘_
the sinistervimplications of thegpordg&doom picked up from the

: previous line, but essentially relaxed and confident in the exercise_
of benign intentions In the balance of the couplet and with respect _
to Carlisle Bolingbroke finds judgment , justice, and mercy happily
:.congruentt But with‘the entrance of Exton/and-Richard s coffin, the

mode of utterance is disrupted Instead of the closed-coupl;t hierarchy

of pauses, the mid—line pauses are frequently as: ‘strong as the. end-line
mpauses andvoften more emphatic. The.syntactic thrusts'that overrun
coupletlclosure at line 325and linel34_create'heavy emphagisihn "Richard
of Burdéaux" and "A.deed,of slander,flthe yery;elements that'will
disturb Bolingbroke's rule to the end. As'well, Exton;s opening lines

| carry some_of'the\eXultant energy of the bombastic line, even though
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only the5first is unrhymed. Each time‘Exton speaks-Bolingbroke is
;forced away from the closed couplet norm and returns to it only with
difficulty,ﬁand even after’ the norm is re—established at line 41 to the
lh end, the influence.of Exton s intrusion remains. Bolingbroke 8 couplets«
. are no longer crisp and confidentg but limp and wistful The feeling
! created largely by means'of the diction, of course,. but partly by

means of the rhythm in the almost toti& absence of caesuras in the

'\)1 : :

last twelve linés and in the plodding sé%&acouplet movement, is the
feeling appropriate to an impotent gestuﬁé toward moral ;ectitude

| Shakespeare seems to regard the closed couplet/as holding the
promise of moral and political'stabllity; but, withvgoe exception, no

”character fulfils that promise in Richard II. Neit .Bolingbroke nor

3gly intelligent .

moral perspective, though -each lays claim to moralf; f ﬁg; which, in
the absence ofvthought, is but attitudinizing. Nevertheless, the
couplets'egamined‘so far_are'moderately successfnl'at indicatingh /
something of the momkﬁtmos and impersonal significance that flows.of
‘neCessity“through the individoal beings who'areithe.indiséensable
,:-focnses of’experience. Shakespeare's.useAof'suchktechniqhes!is part of
‘hi; attempt to fuse'history into tragedy.- In a way, the promise of
“ordef that the coupletveeems to offer and the intrusions that thwart -

that promise are analogous to the disparity between the __elligence:

and will demanded of the protagonist by hlS circumstances anfi the

flimited intelligence and will he can muster.—SSthe 51tuation that

Coleridge says produces.the deepest effect in~drama . Both Richard and

Bolingbroke are pursued by .an ineradicable guilt that is at once their
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own doing and. the legacy of history and the‘larger community. Just so

'much does Shakespeare need from the chionicie histories and Woodstock;’

!
'

and" just so much does the heroic couplet allude to. To refute

Rossiter, the circumétances of Gloucester;s.déath’need no further 'ﬁ;&

- ..

specificatioh'ianichard I1 beyond What‘they;ieceive in Bolingbroke's

-

S

energetic prbsechtion of the matter as defined against his father's

-y

The exception, of course, in realizing the potehtial of tHe

heroic couplet in this play is John of Gaunt. Before his son's

B

banishment will expire, he says: - - - ,\ ' .

My oil-dried lamp and time-bewasted light
Shall be extinct with age and endless .night,
My inch of taper will be burnt and done, \
And blindfold Death nmot let me see my son. ;
Rich. ~Why, uncle, thou hast many years .to live.
.Gaunt.~ ‘But not a minute, king, that thou.canst give:
Shorten my days thou canst with sullen sorrow,
And pluck nights from me, but not lend a morrow;
Thou canst help time to furrow . me with age,
- But stop no wrinkle in his pilgrimage; ,
' Thy word.is current with him for my death,
But dead thy kingdom cannot buy my. breath
Rich " Thy son is. banish'd upon good advice,
Whereto thy tongue a party-verdict gave:
©  Why at our justice seem'st thou then to lour?
.Gaunt. Things sweet to taste. prove in digestion sour.
. You urg 'd me as a judge but I had rather
You would have bid me argue like a. father _
0, had it been a stranger, not my child, : S
To smooth his fault I ghould have been more mild
A" partial slander soug% I, to avoid, ’
And in the sentence my -own ‘life destroy'd.
. Alas,” I look'd: when some of you should- say
I was too strict to make .iiné own away; .
" But you gave leave to my ‘unwilling tongue ' -
vAgainst my will to .do myself this wrong (I iii 221-246)

‘The heroic couplet here is able to suggest by discreet imitation the
effect of elegy and lyric, partly through the use of feminine rhymes, ‘

partly through flexible placing of the caesura and partly thrbugh
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_lightening the end-line pauses. Yet the identity of the closed couplet

remains intact; indeed, in each interchange, Gaunt holds Richard to'thev

. couplet form (Richard tries to turn to blank verse at 11. 233-235 and

possibly at 1. 225 as well). - Gaunt rebukes the,king within the form

originally prescribed by Richard himself. Despite the elegaic "feeling,

- the hierarchy of pauses is employed throughout to accentuate rational

and moral.distinctions. In line 228, for example, concluding the couplet '
that compelled Johnson s admiration, the caesura falls in the middle
of ‘the third foot, dividing the line” exactly in half and weighing the

greater power to destroy; against the inability to foster, life. The

J
o0

caesura simultaneC“:ly'marks and mellows the distinction as the intense

)

mono—syllables are modulated by the graceful mid—line pause; the -

ascending degree of accent at the beginning oﬁ each half line falls

-away in the unaccented syllaéle preceding the caesura and again in the

feminine ending. In this way, a clear.recognition‘of the existing_order
of things becomes tragic resignation. /

Lines 239 to 243 have been thought repetitiousfby a numger.of

readers, including presumably the editors of the First Folio who omitted

" them, yet Johnson, after glossing' partial slander" as the reproach of

partiality," comments: "This is a just picture of the struggle between
19 c
||

principle and affection Indeed the couplet in which "partial '

_"slander and sentence are placed in opposition is- wholly necessary

.‘because it deepens the simple antithesis of "judge" ve' 'sus "father" by '

‘s

'_introducing the cost Qf presuming to correct for an emotional bias

A man ignores his true feeling at his own peril\ In. realizing the

-potential of_the heroic couplet, John -of Gaunt does not discover a’
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- radical solution to the questions of crime and punishment that
,abeleaguer Richard II, but he attains a fuller recognition than the
otherslof the truth-that principles and affections (judgment and ~

sympathy) are both essential elements of justice and that a state which-

. ignores this truth is less than civilized. Gaunt 8 couplets are, at
once, more charged with personal feeling and more fully cognizant of
the things that -make for civilization‘than are.the couplets of either

Bolingbroke or Richard. And in having him abide by the demands of the
u&
closed couplec, when both Richard and Bolingbroke fail Shakespeare ~

brings him closer than either to giving the historical conflict tragic
/-v

significance. M”;

Samuel Johhson,‘supported by Winters and Piper, thus provides a

way of understanding the superiority of one stretch of c0up1et writing
to others in Richard Il and a way of " linking that stretch to the
..passage I have already argued for as,the*standard il the play. We may .\
now turn to a passage that Johnson found to be generally inferior and
notice the part it plays in Shakespeare 5 experiment with the couplet ST
in Richard II. The scene (V iii) is another animated tableau ~
consisting of.a series of contrasts. Bolingbroke 5 difficulty with his
: wayward son, Prince Hal is mirrored by York 8 diféiculty with his son,
Aume . The opposition of York and his vife with respect to “their
son':ig

ransgression represents once more the struggle between principle

and affection

Duch. © king, believe not this hard-hearted man!. 85
Love loving not itself none \other can. '
York. Thou frantic woman, what dost thou make here?.
Shall thy old dugs once more.a traitor rear?
Duch. Sweet York, be patient.ngear me, gentle liege.
Bol. Rise up, good aunt. A . :
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Duch k B " Not yet, I thee beseech 90
~For ever will b ‘walk upon my knees, o
And never see the day the happy sees . :
Till.thou give joy —-= until thou bid me joy, -
By pardoning Rutland my transgressing boy.
Aum Unto my mother's prayers 1 bend my knee. * 95
York Against them both my true joints bended be. _ .
) Ill may'st thou thrive if thou grant any grace. - S
Duch ‘Pleads he in earnest? Look upon his face ‘(V iii, 85-98)

The style of the couplet in this passage is what Piper has described

as the medieval couplet, composed essentially in one—line units and

characterized by ‘an irregulsr stiffness, with heavy stops at the ends -

%

of first lines (11. 85, 87, 89, 95, 97) and incidental mid -line pauses

of great’ weight (11. 87 89, 90 93, 98) It, furthermore, coniiigi////;/

.of "a sequence in serial order ofsententiae maxims, proverbs, or

propositions of a 31milar kind" (ll 86, 88, 91 94/ 95, 96, 97) which

o

' 0
m-@rm:sonstitu%e wg»cumulative experience of serious insistence u2 The

'metrical stiffness of the couplet here contributes to the stiffness of
the scene and gives to each of its several speakers the effect of a
strictly one-way communication whose truths| are perfectly“determined;

of a speaker, to put*its'effect another way,, who' has reached a

perfection of wisdom and is no longer responsive to --= mno longer
dependent on -- experience,iwhoris not oper to new arguments OT new

impressions.”

-

Insofar as York is concerned, the ffect ofrthe medieval couplet

is perfectly consistent with the presentat on of his, character in‘II, i, o

1—146 where, as ve remember, he 15 charac erized by the native plain
style un-enriched by the semsuous particulars of experience.' His,stead—

fastness there and immediately following Gaunt‘s"death (especially.ll,

\
A

\ - : o -
i, 163-208) has\earned him the admtration of many readers. As well, he

v \
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performs a kind of choric function designating the emotional effects
of woe and wonder at II ii, 98-120 and at III 111, 68 71 and exhibiting

those effects in a bewildered state at II iA1i; 83-170 and at III iii,

,d
7-17, so that-the reader has all the more difficulty in viewing him - (l

¢ *

dispassionately But there can be little doubt that Shakespeare .

intended to portray in him, to use doleridge s phfﬁse, 'a‘man of no °

strong pdwers of'mind but of earnest wishes to do right," and to show

A

N

that earnest wishes are not sufficient to surmount the full complexity
of political action.22 By Act IV Ydtk has almost unwittingly become a
kind of tool in Bolingbroke 5 hands, and there and in Act V he not. S -
infrequently drops into a:parody of the bombastic style (IV i, 107- |

112 and V, ii 7- 40), In his zealous desire to impeach his-own son he'

As Newbolt o

idn when that’ tradition itself has been dislocated

medieval couplets with Gaunt s Renaissance urbanity
w .
' - The presence, then, of a good’ deal of couplet writing 8 not

'without dramatic‘point both for- the purpose oi characteriza

)

the significance of the plot. It represents an experiment n'style L

« that was essential to Shakespeare’s intention.. It,is not/ét all

. . B . . RN . /
-~ . . . . . /

conclusive evidence for the existence of an.old play written entirely

in rhymed verse .and belonging to a period when the English drama was not/

- ,yet;usiagrblank verse.' Rather m9re111k¢1Yii§;th¢_n°Fi0n,th?t /

s ) . i
v ’ s !



Feuillerat concludes, that "the historical events essential tp a pi
on~Richard I1" dre to be found inthe sections of couplet vritiﬁk'
'comprising over 500 lines of rhymed‘verse, though there seems 1littl

-‘reason to suppose that these.represent the "skeleton" of a more
N o

primitive play" when they 80 clearly are, in Shakespeare's hands,
economical way of alluding to the historical significance of his pl
'without distracting attention fromrthe primary focus on individual
action.' ‘1f some couplets are inferior in quality ‘to others there 1
need to.invent a predecessor who may have understood something of

L
theatre but who was not&a poet. 24- Stretches of inferior poetry ms

‘i;something the dramatisticln hardly escape since some of his charac

‘lmust be inferior in intelligence to others and.fome must be more. al
"v;fless intelligent in different pa7{;of the play 2§ The same‘basic
that led Shakespeare into hi exciting experiments with the couple
:‘I i; V, vi; and I, 111 led him into the mannered stiffness of v,
| .Moreover, the experimentvis not unique to Richard II.l |

Attempting to accommodate history-and tragedy, Shakespeare tested

couplet as early as Henr& VI Part 1. and drew on the resources he

discovered as late as. ing L r. The figure most nearly approachi

-

'tragic stature in the earlier play is Talbot vhqgf death immedia

following the death of his son, marks the decline of the English
fortunes in France. A. S Caimmcross remarks that the stg;g of the

scenes is "deliberately made more - formal (cf the rhymed couplets,

o ~

stichomythia, and word patterns) as fitting the- more poetic emotic
' e ,
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and treatment."26

(.,
Shakespeare uses stychomythia tied together by
‘closed couplets as’ Talbot tries to perapade his son to escape, and

) . .
John Talbot imitating’ his father 5 sense of ‘honour: and courage, avows

his intention to remain, making his point with the”’ emphasis of couplet
i

closure (1v, v, 18w21 and‘34-43). In the next scene Talbot tells of

AR

v

rescuing his son: o T

R

-,

The ireful Bastard Orleans, that drev blood

From thee, my boy, and had the maidenhood

Of thy first fight, I soon encountered, '

And, interchanging blows, I quickly. shed ,
Some of his bastard blood, and in diagrace L
Bespoke him thus: "Contaminated "base, : B, o
And misbegotten blood I spill of thine, =~ S

Mean and right poor, for that pure blood of mime . - x o
Which thou\did\force from Talbot my. brave boy.v (Iv, vi, 16—24)3

E3
¢

The threat to social and political order, implicit 18 the Bastard 8"

1

parentage and in his allegiance to the wrong side and explicit in his -
‘ wounding of John Talbot, is heavily underscored by this powerful series
of enjambed couplets. While cOntinuing,to;suggest the stable values of . i

' proper lineage, English patriotism, and family affection, the heroic:

couplet allows Talbot to. lay claim to, the vaunting, energetic style

‘“I. .. N -
. appropriate to his fighting spirit. Faoher ‘and son’ then proceed to

:1fjreaffirm\¥heir mutual condern and essential unity in a series of closed

."»5couplets (IV vi, 28~ 57) And in the final scene Talbot recounts the
'i:death of his son in four enjambed couplets (IV vii 9-16) bef%re

e . . ] o

*fﬁrsubmitting to his own death. He apprehends his own end beginning with

V'Ithe phrase "thou antic Death"" ,to anticipate Richard 1T III

14, 162 in a’speech that retu”
18- 32), as h is re-united wfth his son in death
: In‘ : g Lear the clgsed . couplet is’ made to stand for the same ’

sort of proper alignment amo'g personal feeling, social duty, and
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political order. Following his banishment for attempting to redress :

-

Lear s rage in the. opaning scene Kent, like Gaunt in Richard 11,
rebukes the king as- well as, Goneril and Regan and offers solace to

Cordelia in a speech composed in closed couplets (I i,-l792186)

The King of France adopts the same form later.in the scene when he takes “
'Q¥ up the,castaway Cordelia.

. Gods, gods! tis strange that from their cold st neglect

‘. My love should kindle to inflam'd respect. ‘ -
Thy dowerless daughter, ¥ing, thrown to my chance, :§§-

‘ . Is Queen of us, of ours, and .ocur fair France: .

_ - Not all the dukes of  wat'rish Burgundy

B . ‘Can buy this unpriz'd precious maid of me. _ o :
17 . Bid them farewell; Cordelia, though unkind: ¢ g
R Thou losest here, a better where to find. (I,7 i 253-260) .

The stately and emphatic rhythm of the closed couplet, along with the

.

choice diction of this passage, helps to affirm Cordelia 8. proper

el

station as.' Queen of us, of ours, and our fair France. Lear 8

answer, by contrast violates the closed couplet norm and: simultaneously

)
‘yi

. violates the deepest feelings that create human nature._

’ Thou hast ‘her, France; let hen be thine, for ‘we
o ' Have no such daughter, nor shall ever see o
. ' That - fabe of hers again; therefore be gone '
' . Withouy our grace, our love, our benison. =
Tet e ;-Come- ioble Burgundy (I,,i 261—265) . v T SR

. The radical deviation from the hierarchy of pauses in these two c&hplets
underlines the radically deviant judgment and’ feeling.' The . heroic -
' couplet holding out the promise of: order in its.closed .couplet- form,

becomes an instrument for measuring precisely the violation of that

‘;Aorder' fn-the drama ”thﬁ7deepest effect is produced when the fatqgis
\.\ _“Y‘<




_"primal elements - personal aocial political - that when morally

and spiritually well-ordered as in France 8 couplets, make for human

ufe28 L S

o . . o ST . g5 . : 4
','_‘},_ The heroic couplet, then, provides a- synthesis of indiviizal '
‘renergy and political order and therefore, helps to 1ay the basis for

“the great tragedies that follow Richard II. It alludes to the powerful

,vconnections between personal acts and univ?rsal significance and

therefore, helps to make possible the presentation of character and
laction in the.Aristotelian sense. We may say that Coleridge 8 intuition.l
”habout the Tnear alliance of historical‘drama .and tragic drama is.not’

4without cause and reason and ve. ;ay’saf that Shakespeare s discovery ;

~of this truth is, in part made possible by his experiment with the

o

:heroic couplet in The Tragedy of Kin g chard the Second. Some of the

‘;findings of this mode are available for exploitation in blank verse.
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G. - -}.stounding Terms : Bombast and Wonder

Beatrice began to speak pleasantly and softly PR and .
this is well said, for the divine style is sweet -and plain, j
not. lofty and proud as that of Virgil and the poets.

Valuable though the experiment with the heroic couple‘is;-.y} '}f
_ there is no denying that Shakespeare 8 main instrument is blenk verse 2.
- And blank verse, in drama as it developed in{}ngland in the latter part
of the sixteenth century is predominantly bombastic and arouses, '
primarily the kind of wonder or astonishment appropriate to bombast..“
.It is axiomatic that this development leadb to the great achievements of

' Elizabethan tragedy, but despite the excellent work done by_critics

~such- as Howard Bakerdin Induction to Trage y and. Wolfgang Clemen in

*ggglish Tragedy Beforé‘Shakespeare, it is not clear how the wonder

iappropriate to bombast becomes finally (to give what in some sense is a . E
:definition of tragedy) a kind of/yonder fully appropriate to woe. For'
lthis, something more than the bombastic style is needed In much of the -
blank verse of Richard II Shakespeare can be seen creating out of the
methods of-his predecessors a new high.style'that incorporates the
. sweet and the plain 3 | | ‘ -

| v For many of those predecessors one of the main attractions of
blank verse is the chance it giveswthe author himself to be wondered

at,’ to be admired “The most noticeable thing about the high style is
that it is noticeable Cit was, like free verse in our time, a- technique'
'1-on which to build a reputation As Baker points out, George Gascoigne ,

i ‘ . :
'gives this Teason for chodsvng the. medium "at least ten years before K

o

the prologue to Tamburlaine;:‘ﬁs
(
Glas" Gascoigne-asserts.that

n his prefatory poem to "The Steel

" .’.'there is a sort of fame ;f; ._$h9,b
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valles whereof are wondrous harde to clyme / And much to high for

ladders made of’ ryme " He must therefore use another technique” ZIZ L

-

"Such battring‘tyre this pamphlet here bewraies / In rymelesse verse,_ i

LTyl

which thundreth mighty threates.véﬁ And similarly, Robert Greene 8

L ]

famous remarks in the Groatsworth of Witte.testify to the prestige of '
blank verse. His castigation of Sh’kespeare as an upstart Crow,_

beautified with our feathers, that with his gzgers hart wrapt in a-

lazers hlde supposes he is as well able to bombast out a blanke verse

.as the best of you gives us oér first glimpse of Shakespeare s

reputation in London. -And his advice to Peele and the others is

B

g primarily aimed at protecting their own reputationS'”N never more
vauaint them with your admired inventions" (my italics) The wonder

S of blank verse was 2lear1y at & premium at & time when other elements o

)

- were oftem regarded

sireputations also in

" of- literature and thedtre (characters, plots, ideas, songs, and suenes)

Se

5 common property These remarks concerning

L]

_cate the oVerriding effect blank verse was thought

to produce in 1576 nd 1592

But the noficeable style does not have a monopoly on wonder aud |

to see this is to see more. clearly the developing complexity of
Elizabethan tragedy T‘_f
most;lucid Y

The effect of astonishment*or wonéer is the natural
correlative of. ‘unusual diction as it.is of thé unusual event.
»»The proper word satisfies by its. exactness; the unusual pleases

. or displeases by its startling’ effect. Upon.this basis,
B ~ which -thotgh obvious is not unimportant, together with the
© "+ doctrine.of the appropriateness of style to-suhject, rests
“*. the whole later theory of the kinds and charatters of style
. in all its elaboration. Hence, the theorists will ascribe
" to .any stj}e;which is noticeablée as such the quality of
. wonder. That style which is’ elaborated for ‘the purpose of
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charm or pleasure -- the genus floridum — will evoke the
kind of. pleasant wonder that the marvellous story does, = -
and wi%l be appropriate to such subjects: forinstpnce, the:
.Milesian style of Apuleius, for the effect of.wondjﬁn
ascribed in the passage cited above not only to thé subject
‘matter but also to the style. The high style, the forceful,. .
the .grand —- the style of Demosthenes and of Aeschylus --
will evoke that wonder which fs akin to fear, and will be
especially appropriate to tragedy. Yet wonder may be on a
lesser scalé than this: it corresponds to the displacement,
large or small, that initiates internal movement: with -
. ‘respect to the intellect, inference, tHe processes of .
. 'logic, and learning; with respect to the irrational part of
the soul, feeling and tion. Hence style can evoke ‘emotion
- in the audience and at/ the same -time by the law of decorum
the degree of unusual iction should be propoqtdonate to -
. -the height and intensi y of feeling inherent in the subject
- matter.; -Again, to wonder at style is to regard it highly,
N to approve of it, ¢o dmire in the modern sense, but this
’ fattitude, ‘though not unaccompanied by feeling, nevertheless
hade of emotional coloring (CE, pp. 64, 65)

n . - » .
. Cunniingham here out inesithexthree'levels of;style according to

| classical rhetoric: the ddle style (thevgenus floridnm) and theihighv;
“style are'mentioned’ekplicvtly,’hut wonder on a lesser scale is the’
e'province of the olain style - of both the native plain style and the
;;classical plain style _ It is the province of.inference; logic, and o
';learning and- also ‘the province of the feeling and emotion that make an
iintellectual experience an experience 7 The thre;‘levels of style, in
'.other words, may be examined by noting the sort - of wonder they evoke,
_-together with the strategies of language %y which the evocations work.
I have alreadyjdiscussed at length the workings of the ‘plain and the
yleasant styles’ in Richard II. It .remains to turn our attention to the
' high style and to its relationship with the other two and thereby to.
specify the shades of emotional coloring in the play 8 o : 9 o '_’ hf/

First howe%ir, it is useful to look briefly at the high style ‘rﬁ\
.in ‘some earlier Elizabethan plays where ‘the emotional coloring is - ™y

(- " "_~

.Often, by contrast, a simple matter. Gorboduc may serve as a’ typical Ny /)
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'example since, "as Wolfgang Clemen observes, "The history of rhetorical :>

n9

tragedy in England opens with Gorboduc. The unusual event in this

play is death: the death of Ferrex at the hands of his brother

Porrex, the stabbing of Porrex by his mother, Videna, and the deaths of o
. .
both Gorboduc and Videna king and queen, at the hands of the incensed

Hpeople The ultimate cause of these deaths is Gorboduc 5 mishandling

"~

of the succession to- the throne, and Sackville and Norton use’ the
v . -

o
obvious results to impress upon a young Queen Elizabeth in 1561 the’ dire

)
congequences of leaving the succession uncertain. ~

Loe here the end of Brutus royall line.
.-And loe the entry to the wofull wracke
And vtter ruin of this noble realme'10

The adjectives that fill out the decasyllabic line are here proportionate

to" the height and intensity of feeling inherent in “the subject matter

'The repeated exclamation invites us to wonder at the simple fact of woe.

\ : -

;
/

vseriousness of - the - events, the striking deaths of noble personages with

instant implications for the nation and emphasizing too the authors

.didac%tijyﬁentions.

. Two of Shakespeare's more immediate predecessors,fMarlowe;and

f-Kyd have .more complicated intentions that call for a more . pomplicated

- version of the high- style. Though Tamburlaine with its astounding

terms" contains numerous synonyms for- the sort of wonder characteristic

'_jof the grand style, thereéare interesting indications of other‘.

influences at work. Clemen has already noted that the panegyric on
Zenocrates' death (2 Tam , II, iv, lrf ) "o exemplifies ‘the ease
and naturalness with which lyrical forms could be absorbed by the

drama, nil Another interesting sign occurs in some lines at the death of

o

. - g A:. }an/v



B T ”}.»f .19

. N SRR
ngidas, a very minor figure. Uﬁlike most of the characters in the . play',

“Agidas dies not, 8o much because he opposes Tamburlaine 8 political -
ambitions but because he ridicules his amorbus amhitions. In a speach
"'overheardbvaamburlaine Agidas warns Zenocrate that Tamburlaine is one

tho when he shall embrace you in his armes,
Will tell how many thousand men he slew.

And when- you: looke for amorous discourse, - csi.‘ )
Will rattle forth his-facts of war and blood. R

Too.harsh a. subject for your dainty eares. (1 Tam., III iii
B o . ' g 42-46) 2

\>\//Agidas dies,»one might say, for pointing out the absence of the
~pleasant style in»Tamburlaine. ‘His apprehension of his impending death‘
outlines the major effects of the grand style.)

Betraide,by fortune and suspitious love, °
- Threatned with frowning wrath and jealousie,
Surpriz'd with feare of hidecus ggvenge,
.1 stand agast: but most astonied - :
' To see his choller shut in secret thoughtes,’
And wrapt in silence of his angry soule.
' Upon his browes was pourtraid ugly death,
S Apd in his eiles the furie of his hart,
‘ - That shine as Comets, menacing revenge, , :
And casts ;a pale complexion on his cheeks. (1 Tam., III, ii,
' ’ - ‘ ' o 66-75)

Here~the‘iorehoding5'of‘woe_euoke.that wonder which is akin to fear;
‘<d‘Agidas'f lines are a good‘illustration:of:the_suelling,rhetoric that
characterifes'thefplay:’ grandiloéuent adjectives, strong Iines with;,
k ‘fheavy pauses‘at'the-end néar coincidence of‘netriCal and‘Syntactical
(units,'and the strikingly novel expression of ideas that remain -essen~
';1tially the same through several repetitionsd The verse is padded'
b Jv_that is, it is bombast. L _ HA v‘"ﬁi ,':H:,fdfk‘
, But since in this case Tamburlaine is not threatening Agidas
-withfastounding'terms but-with»an ominous silence; Agidas 5 {éaction

~

takes an interesting turn.
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He needed not with words confirme my feate,'
For words are vaine where workin? tooles present Y
The naked action of my threatned end ’ S

It saies, Agydas, thou shalt surely die,
And of extremities‘elect the least. (1 Tam. III iiy 92-96)

Here is wonder on a lesser scale corresponding to the displacement that

. e ) § - "L.
initiates internal movement. - The inference that Agidas makes is only

plain, and the action of his death is naked " that is, unrhetorical
internal movement does, however, allow him the possibility of
ersonal choice, the chance to elect the least of extremities, which

as far as he is concerned is suicide -and it allows him to make that

-choice with the appropriate feeling and emotion which he“hopes will be _

oa kind of catharsis of wonder and woe. "free from feare oitTyrant s
: — TooE T

rage" (l 102).
Thus, in this short scene depicting the death of a very minor

character Marlowe alludes-to all‘three styles: the grand the sweet,

and the plain. Agidas 'is not very important to the overall actioﬁ of

»is, as Howard Baker-says, pride oratory,

~ the play, but the. verse he is given to utter reveals something Marlowe

could have used more extensively In its simplest terms, Tamburlaine B
" 3 and it is most successful
when the aggressive individualism of . its hero is on the upswing,

making tragedies for other charaqters and avoiding his ‘own. With the

pdeaths of Zenocrate and of Tamburlaine himself in Part 2 Marlowe has

need of a style that can better show the intercomnections of the.

individual and the nation in order .o make the tragedy something greater
N :

'than the mere exhaustion of mechanical energies Finally,‘at his owm

,death Tamburlaine 18 left without a’ style, since prideloratory" is

14

foEviously inappropriate. . o }';i;*\--:«~

1 . :'- {\3 ’
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Th°ma5 Kyd's PrOtagonist in 'I'he Spanish Tragedy, by contrast,

v

‘_has ‘a. style even in the scene of his own death and 1t represents an.

finteresting modificatﬂfn of the Elizabethan high style Both Wolfgang .

. ~

2\Clemen and Howard Baker have commented on the strongly personal quality
of Hieronimo 8 expressions of grief blank verse seems no longer merely
bombastic but is a necessary filling out of an_ individual sense of
'rgrief. Clemen accounts forwthis primarily as’ a new flexibility in the'.
: use.of the .set speech. When Hieronimo discovers his murdered son :
’ Boratio, for example, his soliloquy is not only’spoken, but also-actedﬁ
.and the Speech "accurately neflects what Hieronimo is experiencing.f 15
Baker shows that as thefdisaswer of his son s murder takes ever more
,complete possession of Hieronimors mind Kyd is able to. turn some of the;‘
Iconventions closely associated with-blank verse, such as the‘Virgilian
-descent into hell (from Surrey s translation of Book II of The Aeneid),

‘.or the tragical complaint of a ghost (from Sackville B portrait of

- Buckingham in The Mirror For Magistrates), and make them, in Hieronimo 8

"_ imagination, lively images of grief Thus, both‘Clemen and Baker

C

v"offer valuable/insights into the way in which The Spanish Tragedy :

o~

' widens the expressive powers of blank verse. R .l- fis_:

' But bombast remains bombast even if in some ways the stuffing

‘ is justified and Kyd especially in the resolution of his play, shows ]N S

some hankerings after another style even to the point of setting up:a -
' kind of pfbtense ‘at ‘the plain style A brief survey of the word E
R resolution as it is used in the play will help to sketch 4n something

'of Kyd s procedure. Shortly after discovering the body of the murdered

Horatio, Hieronimo receives ‘a letter written in blood from Bellimperia ";ﬁ5~

'finforming him that Lorenzo and Balthazar are responsible for the murder

S ‘»'.



But Hieronimo worries that the 1etter migHt be a trap 1aid by the very

persons who took Horatio s life& ' -".' o .rk‘.h . .' ’

' Then hazard not thine owné, Hieronima, -

. But lieu t'effect thy resolution.«;‘ R

- I therefore will by circumstances trie, - o 17
Wha& I can gather to confirm this writ (111, 44, 46-49x

"Resolution appears to have at-least some of the meaning that the

OED says. was possible before 1644, that is, ,;he removal of a’ doubt on
f—\/

~some point from a person 8 mind." The removal of doubt,.of course, .
.calls for inference and the proces§es of logic, though Pedringano s
__letter indicting the murderers confirms\Bellimperia 8 charge before
ineronimo takes any steps of his own. ‘ijffﬁ.ihff‘jﬂffv~ f<{h~:j“fﬁg{‘.—

Hieronimo 5. next use. of ‘resolution‘ comes;inzangutreranceﬁ
h'declaring his firmness or. steadiness of purpose..ﬁib;v? 11 }i fl,&v T
| Strike, and strike home,nwhere wrong is offred thee,.h

For euils- vpto ils conductors be, - RN
: d death 8 the worst of resolution (III xiii 7—9)'”'

"hat Boas offers on line 9 is' resolute action'can at the o

" worst end in dea{h" but. the‘word also acquires a’ peC‘ ar'resonance ind

.this context because of//ts Jriginal root meaning 'death(or dissolution,

e

"v;pthe process by which a materi l thing is reduced or separated into itsn"

i-'component parts or elements And«something of: this meaning lingers in
| i .

'5ifhis final use of _the word when he takes Bellimperia into his.:

‘ confidence, even though the primary meaning is 'fixed determination
) And heere L vow - so you hut giue consent,-o '”*'\<,_ :
.- And will conceale my resolution -~ oo o

I will ere long determine ‘of their deathes

That causles thus haue murdered .y sonne. (IV, 1, 42 45)

,‘Now although the suggestion of solving a doubt or difficulty
» L
L B—

, in the word resolution might seem to call for the plain style, the '

primary meaning of the word 'fixity of purpose unyielding temper,,r

~ .
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v-, is,perfectly congruenf\\§:h the high style, and it must be admitted :

. : L -
that this is the 8tyle K uses throughout. Our survey might seem .

without point except for the peculiar way that Hieronimo sets up tﬁE\,
a ok

resolution of his -own - play about Soliman and Perseda, which is also u~°d

o effect the resolution of The Spanish Tragedy. The peculiarity that o
Hieroniﬁo insists on is that each actor must speak his,part in a f_'

- & _
different language, and to Balthazar 's objection, "But this will be a .

o mere: confusion 7/ And hardly shall we all be understood b he replies._,

' fz,' 1It must - be so, for the conclusion :
S ;§hall proue the intention, and .all was good
- And Imy- selfe in an Oratiom, -
- _«. And with a strange and wondrous shew besides,
o That I haue there behinde a curtaine, -
. Assure - .your selfe, shall make the matter knowne : a
. And ‘all shalbe concluded in. one Scene, .’ , S Y/
. For there s mo. pleasure tane. in tediousness. (IV ii 181 188)

-

A The strange and wondrous show behind a curtain turns out to be the

S o £
dead body of Horatio (IV iv, 88) v Hieronimo 8 resolution, therefore,»

makes everything plain, and yet its effect continues to be one of

utter astonishment.f Nor is his style out of keeping with ‘the spectacle

e he gnVeils.- Through the device of'making the/aétors speak in 'unknown

¢ ’

languages Hieronimo elevates the style of his play within a play and

: makes his own following oration, explaining among other things that

Lorenzo and Balthazar really have been killed appear plain in style
,even though in fact it is not.‘“

.Heere hreake ve off our sundrie languages, R SR
- And ‘thus conclude 1"in our vulgar tung. _— S :
" Happely you thinke (but booteles are. -your thoughts)

That this is fabulously ¢ounterfeit, T
"iAnd that e doo as all Tragedians doo. (IV iv, 74 78)_, .
;"Our vulgar tongue," following the elevated passions of Hieronimo s-

‘e

ﬂay, purports to make everything cieai and simple even though the

| T, R ".v K .o e R "-’ : P o p
R Y - N | . e ¢ . . [ s
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‘verse remains essentiallyfbombastic: "The hopeless father of.a>

rd

hapless son/ whose tqngue is tun'd ‘to tell his latest tale." In this

J

<

way Kyd manages to incorporate some apparently plain-style effects
(clarification the processes of learning, the simple truth).without
ever abandoning the grand style. The net effect of the tragedy-(its
resolution) is just what Hieronimo had earli;r predicted it would be.

.

w Assure you it will ‘prooue most passing strange, A ‘
And wondrous- plausible to that assembly. (IV, i 83, 84)

Drama that would be astoundingvand at the same time plausible has need
‘of ‘some sort of adjustment between the grand style and the plain style.

s-=The Elizabethan grand style, then, even in two of its purest

.and- most influential instances,. Tamburlaine and The Spanish Tragedy,

n

" shows some tendency to accommodate the uses and pressures of‘other

styles.. It does so in part, .at least, because the development of

English tragedy toward'something greater than Senecan self-assertion
or Stoic resignation needs such an accommodation. In "Seneca in
Elizabethan Translation T.S. Eliot voiced in 1927 what in some

» Tespects remains the accepted View of the subject: . . Dante “for

instance, had behind him an Aquinas and Shakespeare behind him a

. M e
Seneca. 18 But whatever is to be sa1d about Dante, Shakespeare had

beﬁind him a Seneca and an Aquinas; And the influence that we may

L4

associate with Aquinas has (like the influence of Seneca) some very
important implications for the use of language.

One of the great achievements of Scholastic1sm, of course was

to assimllate to Christlanity ‘some of the best that was thought and

known in.antiquity, including thought abou; ‘n oric ¢ the ‘art of

¢ bl

discourse; Erich Auerbach in his essay, "Sermo Humilis," gives‘f

. . X /
! . § . - ’ -

’
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valuable account of the development of the Christian form of the

sublime which modified the classical doctrine of three leveaggbf‘style:

.. the style of the Scriptures throughout 1is humilis,
lowly, or humble. Even the hidden -things (secreta, recondita)
are set forth in a "lowly" vein. But the subject matter, v
whether simple or obscure, is sublime. . The lowly, or humble,"
style is the only medium«in which such sublime mysteries
can be brought within the reach of men. It constitutes a
parallel to the Incarnation, which was also a humilitas in

- the- same sense, for men could not have endured the splendor’
of Christ's divinity. But the Incarnation, as it actually
happened on earth, could only be narrated in a lowly and
humble style. The“birth of Christ in a manger ird Bethlehet,
his life among fishermen, publicans and o6thér common men, the .
Passion with its realistic and "scandalous" episodes -— none
cf this could have been treated appropriately in the lofty,
ora-orical, tragic, or epic *style. = According to the Augustan
esthetic, such matters were. worthy, at best of the lower

literary genres. But the 1owly style of Scripture encompasses
the sublime.l9

~

<

As-a result there'is often in Christian literature "a midture'of.

[

o -

sublimity, popular rhetoric, and tender caritas, forcefully didactic
and dramatically_alive, addressed'to a general and indiscriminate

‘audience.f Auerbach draws out a further consequence‘of‘this'mixing of

the high; the low, and the middle: - . ) 4
And the sermo humilis; as I am trying to describe it;here,
has: other features besides vulgarisms -and the like: one is
its implication of direct human contact between you and me,
a2 note that was lacking in the sublime style ‘of Roman
antiquity; another is its power to express human brotherhood,
an intimate bond between men: all of us here and now. 20’

From the Christian sermo huuilis;to Shakespearean tragedy may
appear to be a large‘.eap,‘but there'is,an intimate connection that
~helps to illuminate Shakespeare;s:practice especially“in Richard II.
Shakespeare s audience is. similarly general and indiscriminate" in the -
sense that it contains both masters and servants, the aristocracy and.-
the grOundlings. "Direct human contact" and "an intimate bond.bet&eeh

men'" are explored in Richard II with a persistent interest in the

/



| . . . ‘
/ religious and mgral sanctions that foster human well-béing and with-a

- .
persistent interest in the lack of them that thwarts human well being.

The leap from Bermo humilis to Shakespeare is not, in‘Eact, 80 large,
for it was a style available in Renaissance England)and was, practised
‘ by Spenser in, g%r example two of his Foutre Hymnes, "An Hymne of |

Heavenly Love and "An Hymne of Heavenl Beavtie " At an rate, the
y y

e 3

. grand style of Richard 11 undergoes a number of modifications, some of o

3

which are best understood in_ternwvof Anerbachﬂs descriptionQZl
The'play opens in the grand style without modification:

0Ld John of Gaunt, time-honoured Lancaster,
Hast thou according to thy oath and band
-+ Brought hither Henry Herford thy bold son,
~ Here to make 'good the boist'rous late appeal,
Which then our leisure would not 1et us hear, .
,Against the Duke of Norfolk, Thomas Mowbray? (I i 1- 6)

" The blank verse - of Richard s opening speech is. essentially balanced

>Howard Baker's general characterization of the heroic ‘medium’ fits these.
’lines precisely; "the mighty‘line is, 1 believe, in its narrowest -
forn'a balanced'line.in-which the.first.part plays.against‘the last
partjeither verbally.or.alliteratively and often in-both‘nafs.ﬁzz B
’Richard ‘then, in:this’opening scene'uSes this-medium in his attempt:to o
set ‘the emotional tone accentuating dlgnity, gravity,?:nd'decornn As
v o ,
_opposedﬁto the boistrous late appeal f proceedings here are to &0
‘according to oath and bond ! that is, in appropriate 1anguage, spoken
'1,and written. s 'f: AU | K ,
. And Bolingbroke and Mowbrh\\in their accusations and counterw
.accusations .at. first try to observe Richard's sense of decorum,vMowbrap

jeven making explic1t mention of the kind of wonder that ‘he supposes o

should govern his speech on- this occasion.

[

.fi203hv' .
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First, the fair reverence of your Highness curbs me

. From giving reins ‘and spurs to my .free speech, S 413
Which else would post until it had return'd ..

'I’hese terms of treason .doubled down Wis throat.‘ (I i 54 -57)

”"Impatience With the constraints of - style tied to, reverence, or
pretending to be so tied moves Bolingbroke to action and to a, wic uing
of the terms of the quarrel ‘"Fear," he says,_not "reverence is what
causes Mowbray to take exception to my high blood s royalty, “and ‘1in
- order to forte this "guilty dread" out into the open, he challenges
Mowbray to arms,.discounting in the process his own kinship with the
king The challenge leads directly to. Bolingbroke s making clear
vexactly what his accusations are. Before replying to the explicit
accusations, Mowbray bids his sovereign 'a 1itt1e while be deaf " ahd .
iﬁRichard in turn grants Mowbray "free speech and fearless.

A Clearly, the nature~of the quarrel demands sotte modification of
the style that Richard tries to establish at .the outset. Some of
Auerbach's remarks on Augustine help to clarify what modifications are
needed and wh%f Shakespeare actually. does.

In this conception of the ‘three traditional levels of style

(the sublime, the intermediate, and the low, or lowly) he
follows Cicero (in particular Orator 69ff.). For instruction
and exegesis he recommends the low style, which according to
Cicero, should be unadorned but neither slovenly nor uncouth;

for praise.and. blame, admonition and dissuasion, the (
intermediate (tegperatum), in which rhetorical figures have"¢
their proper place; while for arousing the transports of

emotidbn that move men to action, he advises the sublime,

lofty style]) which does not ‘exclude rhetorical ornament’
but has no need of "it.

. . £ /
In- order to blame and admonish Mowbray Bolingbroke has need of the
1ntermed1ate style, though "since he also w1shes to arouse those

transports of emotion that move men to action," he needs to retain the

' sublime. That 1s, to make the point in another way, he needs to arouse
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wonder at the peculiar facts surrounding the death of the Duke of

‘Gloucester, and at the same time, he needs to move men with his sense”

.of disinterested allegiance acting out. of patriotic motives. . ,Since

S

" Richard, using the high style narrowly:conceived\as an'instrument'of

patriotic férvour (in much the same cast as the style of almost all of
£ n o g | 8

o

_ ,Gorboduc), has set a tone that encourages only‘eipressions of loyalty

vto‘his'oﬁn,person Bolingbroke is-forc d to introduce modifications

.o

After charging Mowbray with embezzlement and then general knavery at

inciting treasonous plots over a period of eighteen years, he makes his

' most telling accusation., - ' ' , S SR -

-

Further 1 say, and further will maintain
- Upon his'bad life to make all this good .
That he did plot the Duke of Gloucester s death, 100
Suggest his soon-believing adversaries, _ . ‘
And consequently, like a traitor coward, ., .
Sluic'd out his innocent soul through streams of blood,
Which blood, like sacrificing Abel's, . cries _
Even from the tongueless caverns of, .the . earth R 105
To me for justicé and. rough chastisement' ' R
"~ And, by the glorious worth of my descent, : ‘
'This ‘arm -shall do it, or this life be spemnt. (I, i, 98-108)
The balanced half-lines and the generous%use of\alliteration.sustain
\\\‘ : 0
‘the feeli?g of the grand style while Bolingbroke emphasizes the height

and transport of his disinterested emotion in the allusion to Abel

reinforcing as it does,Gloucester s innocence and the universal
- ;

;implications of his death.‘ght the same time, ShakeSpeare~introduces-

into the speech withlstriking effectivenesd techniques for‘avoﬁing and

insinuating blame. The image ‘of atrocity in "sluic'd out" and the image .

of'desolate pity in "tongueless caverns" are both, in their contrary

ways, an appeal to the poignancy and.tenderness appropriategto the

aeﬁent and ‘an arousal of hatred for the cause. »Thoﬂgh‘l have'diSCUSsed
. . i v AN . . R :
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'energy in- these 1ines goes

.the intermediate style 1argely in termh of the golden style of love

'_lyrica, it is not too difficult to see that the same style will be

\

effective for expressing hate, the techniques of praise and compliment

u.are near relations to those of blame and admonition. - ’&K

‘More important than the direct accusations agéinst Mowbray are

the insinuations implicating Richard., The allusion to Abel as Dover

"Wilson has noted, carries with it the suggestion that Gloucester s

murder, like Abel's, is the responsibility of a near kin.24 ‘The compact.

accusation of line 101 "Suggest his soon—believing adversaries

includes a note of contempt for both- the person doing the prompting and

. the persons being prompted. Finally, the syntactic thrust of lines 104
to 106 requires in the handling of metre a kind of. subtlety foreign to

the heroic medium - The: suspension of the verb . cries" from its object

8

"to me'' plus the s%rategic P acing of these words at the end and

vbeginning of the line create an emphasis that fully justifies _ '_'\f

‘Coleridge 8 comment: "ala rjing, pregnant with meaning " ? Thedpersonal' '
th the sense of personal engagement that

' obtrudes oanolingbroke s patriotic disinterestedness; even as he

attempts to amalgamate the intermediate and the-grandvstyle,;
That he'is not completely suhcessful at. retaining-the range of _1

feeling appropriate to the grand style is most evident in ‘the oath with

which his speech concludes. "An oath is a formal declaration calling to

.

witness the bond between the individual and- an external order: king,

%ﬁkbry, God. The oath _may be said to be characteristic of the grand

_ style as Richard tries to establish it at the beginning of the scene.

5

'3
It is’ noteworthy in this»opening scene that Mowbray swears by either



does not.

v\\

God (1 68) or the king (1. 78), whereas Bolingbroke swears by "mine \
. honour s pawn" (1. 75) or by ' the glorious worth of my descent" (l 107).

The pattern here‘is similar to“the one that \W.B. Piper describes so well

with respect'to the heroic counlet at the end of the scene; that is,

| Mowbray conforms to Richard’s mo&efof utterance, whereas Bolingbroke

1 o . 1 ) . A\
\

Ry

And just as-Bolingbroke comes himself tz invoke that mode

unsuccessfully‘in the heroic-couplets at. the end of the play, so the

‘ characters at the end of Act IV invoke without success the dignity and -

‘

gravity of the high style. The first half of Act IV is obviously

9.

‘intended‘to counterbalance the opening scene of the play,.returning as
}it does to the question of'Gloucester's'death and breaking down even
 more quickly into a series of personal vendettas. Shakespeare gxce more

‘1eﬁploys 'high astounding terms,' but in the absence of any discernible

motives beyond pure self—interest,'thenhigh style seems curiously

etiolated and mean-spirited. 'The followingulines by Fitzwater are

typical:

If I dare eat, or drink, or breathe, or live,

I'dare meet Surrey in a wilderness,

And spit upon him whilst I say ‘he lies, -

“And lies, and lies. There. is my bond of faith

To tie thee to my strong correction. ‘

,As T intend to thrive in this new world,

Aumerle is guilty of my true appeal (IV i, 73 79)

/

One notes especially the phrase that serves as\\\substltute for an oath:

"As I intend‘to thrive in this new world." Like'Bolingbroke in Act-I,
Fitzwater‘has a number of substitute“oaths: "By that fair sun which
shows me where thou stand' st" (. 35) and’"Now by my soul" (l 42),

which characterize the ‘use of astoundlng terms without sanctions. One

207 .

A
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of the most prominent wordsiin this speech and throughout the hearing

3]

A(if\;:at'is what it is to be called) is 'dare,'bstanding for a‘pure act
f

¢}

&l

will{:glt might be compared &ith 'courage,f d quality of mind
{that stiffens the resolution. Instead of courage, honour, duty,vand

.allegiance: the high style herefconveys~brawado,dOpportunism, and self-.

w/;ggzégg. The hearing demonstrates Bolingbroke's efficiency and perhapsg

T dwen-Ris goodwill, but it demonstrateS'also a'narrowing of the range of
;o . ' ' - B

'whatlcan be said that he himself is partly responsible for. Certainly‘
he is no closer here’than he was in Act I to making "justice.and/rbughv
chastisement" his own personal prerogative, for the announcement of
Mowbray 8 death which concludes the hearing, suggests that vengeance is:
the Lord's.. Carlisle s account of ‘that death (IV i, 91- 100) attributes
to Mowbray the virtues of honour, duty, courage, and- allegiance in

heroic style. o _‘ ' e )

To return for a moment to Bolingbroke 8 original accusation with

’ his accompanying vow that-the murder cries out "To me for justice and

rough chastisement," Coleridge continues his comment that the "to me"

is "alarming, pregnant wit meaning by saying Yand so- felt by Richard ~-!
| How high a pitch 'is resolution soars! .
Richard's reacgtion is, foremost, an expression of wonder'fQ.wonder'at
_ high astounding terms impregnated with specific accusations and
in81nuations and with a strong sense of personal engagement -- that 1is,
wonder at a high style more resonant than his own. The word ‘resolutionV
here carries some . of the ,same sorts of complexities that it has in The'

ﬁSpaniSh Tragedy,» It is not .only Bolingbroke [ ambition, his fixed

determination, but the full act of clarification at whichvhe'aims that

' Richard marvels at. To suggest with Chambers that at this moment™"on
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stage the actor might raise his hand to the crown as he. speaks the

zsv

line" is to oversimplify It is true that Richard feels threatened by

Bolingbroke, but he is also puzzied} and the nature of his puzzlement

can be seen most clearly in the final scene of Act I.

vThis‘scene represents a general lowering of tone, consisting
largely of snide conversation in.the intermediate_style;» Aumerle, for .
ekample,vreports using the Petrarchan 'speaking silence':(I, iv, li—lS)
to'counferfeit grief at his parting with "high Herfordt" And Richard's -
remarkshon the dying‘Gaunt are positively callons. But at the center -

of §he scene is still the relationship between Bolingbroké and Richard.
Ourself and Bushy : T
Observ'd his courtship to the common people,
How he did seem to dive into their hearts . ) 25 .
With humble and familiar ceurtesy; ‘ .\
What reverence he did throw away on slaves, ’ . '
Wooing poor craftsmen with the craft of smiles
And patient underbearing of his fortune,
.As twere to banish their affects with him. , 30 ‘i
0ff goes his bonnet to an75§§ter—wench '
A brace of draymen bid God speed him well,
And had the tribute of his supple knee,
- With "Thanks, my countrymen, my loving friends" -~
" 'As were our England in reversion his,
‘And he our subjects next degree in hope (1, iv, 23- 36)

This is the native English grand style marvelling at the appearance of

the Christian sermo humilis. Actually, Shakespeare uses some of the

techniques of the latter in order to - register Richard's astonisﬁq\nt

at the way ‘that Bolingbroke combines  the high and gthe low. Peter Ure
concludes .a long note on this passage by remarking that "this speech
_describes how Bolingbroke behaves to'the'people Vith a ﬁealth of
,imaginative detail quite independent.of7the:historical sources." hut it

is not”only the realistic detail of . the 'oyster-wench' and the 'brace of

draymen,' nor the incongruity of the whole proceeding, 'what reverence
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‘he did’ throw: away on slaves,' that registers the astonishment but also

the inference to be drawn about Bolingbroke 8 motive. He seems.to be

doing this in’ order "to banish their affects with him " By throwing

away reverence on slaves he invites them to reciprocate in kind- and

especially to marvel at his patience and enduranee in misfortune. Ure's .
1

note on line 30' 'ag if he were trying to carry away ‘into exile with

him the affections which the people ought to have for me as their king,'"

kJ
though helpful, needs clarification itself because-the'emotions

Bolingbroke would arouse are wonder on a grand scale as well as pleasant
affections. Richard's conclusion, therefore, "As were our England in

reversion his," is not merely a snide comment on pretentious ambition,

but a puzzling over this odd combination of the humble and the sublime.

He puzzles over Bolingbroke 8 grand manner, which incorporates "direct
human contact" and "an intimate bond between men: all of us here and
now. " e “

Shakespeare s interest in the dramatkc potential of the sermo

humilis seems to me indubitable in the. scene which mirrors, in some

‘ and in Richard a plcture of nobility and magnanimity in

»

ways, Richard s picture of Bolingbroke 5 departure from England namely

York's description of the entry of both Richard and Bolingbroke into

‘ London at the beginning of Act V, scene ii. York presents in

Bolingbroke a picture that combines grandeur and humility simultaneously

humiliation He employs vulgarisms —-- the 'greedy looks of

'-old"~and the "tedious prattle" of the unfortunate'actor whO'must follows:

™ | /\ N .
a well graced one --*and in an earlier attempt to. tell the story, he has

—

I

bﬂiﬁiﬁ off weeping\at ,he—spectacle of Richard' s humiliation. In other

' words, here is that "mixture of sublimity, popular rhetoric, and tender

N

-
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caritas, forcefully didactic and‘dranati .lly alive) that‘Auerbach

'describes,as characteristic of sermo humilis. Because ofutherbalancedg

picture oflthe two principals, the only didactic message’that York is
_able-to'infer is something of a deadlock: '"But heavenvhath a hand in
these events,/ To whose high will we bound our calm contents (V ii

38—39) Shakespeare has not yet begun to use the sermo humilis to

explore the deep interconnections of human action and human responsibility.
)

In fact, »neither of the principals is ever given a speech that

-

could be accurately described as sermo humilis. The only major speech

e : _ : ‘
worthy of the name is by the Bishop of Carlisle at the moment - "'- S

. Bolingbroke offers to ascend the throne.

Marry, God forbid! :
Worst in_this royal presence may I speak 115
Yet best beseeming me to speak the truth. v
Would God that any in this noble presence
Were enough noble to be upright judge = .
Of noble Richard! then true noblesse would »
Learn him Forbearance from iso foul a wrong. - 120
What subject canjfive sentence on his king? . \
- And who sits hére ‘that is-mot Richard's subject? - '
‘Thieves are not judg'd but they are by to hear,
Althaugh apparent guilt be seen in them,
~ And shall the figure of God s majesty o 125
: His captain, steward,’ tdeputy elect, o
’ Anointed, crowned, planted many years,
Be judg'd by subject and. inferior breath,
- And he himself not present? O forfend it, God,
' That in a Christian climate souls refin'd 130 ,
Should show so heinous, black, obscene a deed! /
-1 speak to subjects, and a subject speaks,
Stirr'd up by God thus boldly for his king.
My Lord of Herford here, whom you call king, S
1s a foul traitor to proud Herford's king, Y135
\\And if you crown him, let me prophesy ~—-: g ’
The blood of English shall manure the ground,
And future ages groan for this foul act,
Peace shall go sleep with Turks and infidels, -
> And, in this seat of peace, tumultuous wars 140
Shall kin with kin, and kind with kind, confound.
’Disorder, horror, fear, and mutiny,
'Shall here inhabit, and this land be call d :

IS
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The field of Golgotha and dead men 8 skulls -
0, if you raise this house against this house, ‘145
It will the woefullest division prove SRR -
"That ever fell upon'fﬁis cursed earth. - : >0

Prevent it, resist{it, let it not be 80,
_Lest child, child-t children, cry against y0u woe. . (IV i, 114—“
Lo . . _ E _ . 149y

s

The force and grandeur of Carlisle's utterancecis the result in large:'

~part of/its strict adherence to the form of the classical oration.27-'lt
4is worthwhile to sketch in briefly its structure Lines 115 and 116
bare an exordium, catching the audience s attention and setting out” the
peaker's'right to‘be heard. The. narratio (11. 117—130) outlines in*i

. general the. facts of the case, or rather, since the verbs are in the
subjunctive mood, the facts that would be necessary for the case to }
proceed and, being absent,.present an impediment. ‘The explicatio
idefines the texrms of the case in the rhetorical questions of. lines 121

| aand 122 and opens the issue in the analogy of lines 123-129. ‘By

. stating exactly what is to be proved the partitio clarifies\the points

at issue (11. 129 131), it is what we would today call the thesis,

and Carlisle states it here in the form of a prayer though he has also

stated it succinctly in his opéning line as an imperative "Marry, i

God forbid‘" In the amplificatio (ll 132 135) he sets forth the

‘proof by a definition of his own character and the character of his'

audience generally and by a specific characterization of Bolingbroke,t.., -

'whom he mentions explicitly for the first time : The refutatio (ll
vl36 147) is devoted wholly to the prophecy of: civil war, the probable
consequences of ignoring Carlisle s thesis Lines 148 and 149 offer a .
'peroratio intended to stir the audience by ﬁeans of a compact and

‘forceful restatement of ‘the thesis and. the prophecy 28

\



Yet, iﬁ addition to the obvipus force and the impassioned tOne,

the style is also 1owly Carlisle begins by deprecating his own -

g -
,,

worthiness to speak and yet -avowing his dedication as an ecclesiastic
to speak the truth; His speech exhibits not only that wonder which s~ "d -
‘ akin to*fear but also wonder on a lesser scale corresponding to the
displacement that initiates internal movement In fact he,uses many .
of the preacher B devices for instruction and exegesis. 'he'plays on _,f
the variouﬁ'senses of ‘the word noble in order to bring out the true

2

'imeaning of nobility, he conducts an imaginarﬂ dialogue with his
' a,ﬁience, in his series of three,questions,‘in order that‘they may see'
’clearly the precise stages of the action they ‘are about to take or to‘:.
ondone, he draws \\nnalogy, which, in the great disparity between
A"thieves" and "the figure of God s majesty,”lclarifies how- momentous
‘the actionais and: he shifts easily from an address to God in the
- prayer or thesis ¢ forfend it God" to. "I speak to subjects"bin order )
that his hearets may feel . the full interconnections from high to 1ow.
| Here, finally, is a high style capable of evoking the grandeur'
of‘momentous political action while registering simultaneously the
vsubtleties of thought and feeling in the individual sentience that is
l'Vthe indispensable focus of political action.-‘The significance of the y

_</;istian sexmo humilis for Shakespearean dra is not’ necessarily that

it is Christian but that it allows for the depiction of a character o
T

whose sense of nationality guoa his country, iskequal to the sense of F}

individuality guoa himself — i e., subsensuous, central inexclusive,‘:
etc. Carlisle s speech ‘as Derek Traversi remarks, represents ”a .

i

community of style with ‘the patr-otic utterances of Gaunti" 29

Carlisle
is a porbmayal»of man in his causative character,"even though he is

/o



o arrested immediately following his speech by~ Northumberland In fact,.'
fhe is man in his causative character especially because he is
'arrested \for his arrest shows that he puts reasoned judgment ahead of

_personal safety Northumberland is represented very early in l Henry IV
' {in the kind of paralysis that is the antithesis of "causative charactet

The relationship of Carlisle s prophecy to the later history fi‘""

'.uplays, in’fact has suggested to some commentators "that Shakespeare had

. o . v -~
'already conceived the whole series as one drama n30 And it is true that
£

the prophecy is one. of the strongest 1inks between Richard I1 and the * .

N i 2 —_— T
following plays of the second tetralogy as well as, in a general way,

the later. events dramatized in the first tetralogy In addition, itwisa

' ;also true that the sentiments of Carlisle -3 speech are very close to‘.

the sentiments expressed in Tudor homilies warning against the evils tof,

be expected from rebellion.q;b It might seem, then, as. we,reconsider‘the

‘relation between tragedy and history with which ve opened our
| :discussion of Richard 11, that Shakespeare is thinking primarily of

history and thinking of historical drama as a separate genre,.poSsibly E
_ . : £ ot RS \ @ 88 4 seps 8404y

E N Lo RS , s e
as a 'mirror' of'Elizabethan‘policy:in‘the special sense of"mirror‘»
defined so well by Lily B. Campbell Arguing for the classification

provide by the editors of’the First Folio, who designate several of

PR

' Shakespeare's plays, including Richard II, as "histories," Miss -
Campbefl concludes her chapter "What are 'Histories'7" as, follows

i . a history play must be regarded as a literary medium
‘for history. If it is understood. that a history play is -
.concerned with politics, furthermore, the point of its
divergence from traged& becomes: clear, for the. divisions of
philosophy known as ethics and po litics were familiar from
.~ . the very titles of Aristotle's works and represented- the
. accepted :approaches to the study of human conduct.-
. Tragedy is concerned with the doings of men which in
philosophy are discussed under ethics; history with the

doings of men which in philosophy are discussed under pglitics 32
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Migs Campbell buttresses these remarks with a qualification that W.D.

Ross applied to Aristotle and she applies =. “hakespeare: - "be does

. B

not forget in the Ethics~that the individua. man is‘essentially a~member

of society, nor in the Politics that the good life of the state exists

only in the good lives of its citizens "33 ' 4 I

But however much we -ay wish to applaud the idea that Shakespeare
deals with both ethics and politics, Professor Campbell s "accepted
-approaches to the study of hué;\\conduct" fails to recognize poetic
‘drama as an approach that is distinct from both history and philosophy

4

The distinctive feature of that drama is its poetry, its measured
1anguage, its styles - the means by which the dramatist creates thought,-
character, and’action. And in Richard II in each of the styles that
we havehgohsidered:' the moral and the golden, the metaphysical and the
"Shakespearear, the heroic couplet, and the grand style, Shakespeare 5
intention is to represent a sense of individuality and of nationality at
the samevtime. Even the reductions and deflections associated with ‘the
characters'of,Bolingbroke and'Richard'are not really dlfferent in kind
in this respect. Mer uave their being, the1r specifically human being,
in language, and it is the aim of poetry toAmeasure that being, to
apprehend as’ many aspects of reality as possible, simultaneously It is
because “the poetic approach to the study of human conduct is to grasp

)

the ethical and political life together, and to evoke the feelings

appropriate to both, that Richard II is an apprenticeship in poetic
-tragedy | ‘

Even Carlisle's prophecy, where the political 1mplications are’
_strong,‘has a balancing sense of ethical responsibility. In fact,. the §

24

.prophecy, Carlisle's refgtatio, consists of essentially two parts,
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(11. 136-144) "And if you crown him" and (11. 145-149) "0, if-you rdise
this house against this house," in which the emphasis falls first on

ethics/ﬁnd then on politics. The two parts make”contrasting use of the-

verbs 'shall' and "will.' In the second and third persons 'shall'

expreSses_deternination; it is aBso used, according to the OQED, in all

persons, for prophetic or oracular announcements of the future, and for

sOlemn assertions-of the certainty‘ofln future’event. 'Will' in the

second and third persons is used as an auxiliary expressing mere

-~ futurity. On a personal level (“And if you crown him -« - +/ The blood

of‘English,shall manure the ground/ And ; . . Peace shall go%sleep’

.M Carlisle_speaks'of necessary consequences, of what must. follow;

" on the national level of the houses. of York-and;Lancaster (“O, if you"

raise this house against this house,/ It will .. prove . . .") he
speaks simply of what will happen. Nationaiity in each individual is
equal to the sense of individuality.

' The whole of Carlisie's speech'exhibits thisfinterplay of the

'personal'and the extra-personal As a set speech it illustrates the

flex1bility that Wolfgang Clemen describes as characterizing the
development of drama-in England in the late sixteenth century. By
having Carlisle speak at precisely fhe'noment that Bolingbroke ascends
the throne Shakespeare sets up a resonance not only with the distant
future but with the immediate dramatic present For one thing,
Carlisle s arrest the instant he conclgdes provides atvonce a‘piecedof

evidence confirming the prophecy. For another, "in Holinshed,

Carlisle s speech occurs after the abdication and is directed against

", 34

the plan that Richard should be tried fbrqgis crimes by hav1ng him

speak before the abdication and against both the trial and the

o -



217

oronation of Henry, Shakespeare makes~thé’§peech comment Onvthenwhole
proceeding(:: a fact emphasized when Carlisle repeats part of hi
peroratio at the end of the scene.

’Abbot. A woeful pageant have we: here beheld.
Car. The woe's to come; the children yet unborn

. : Shall feel this day as sharp as any thorm. (IV, i 321-
s L _ . S 33)

-

These choric comments following the 'pageant" of the abdication suggest

the emotional/péfeq_s\gf,woe and wonder that the play as a whole seems‘

v

to be striving for.

v L5 8 representative of the perspecnive consciousness that was
\ .
earlfﬁ%‘t&»the play associated with John of Gaunt Carlisle also

'provides a standard against which to measure the utterances'of
Bolingbroke and Richard in the deposition scene. Bolingbrohe sﬁfirst
words after Carlisle s arrest-are ° \ . A ‘
| Fetch hither .Richard, that. in common view
He may surrender; S0 Wwe “shall proceed
~Without suspicion. (IV i, 155 157)
_Who, one might ask could be more suspic1ous than Carlisle has just
_ been? Would Bolingbroke, in this*style, recognize a suspicion if he s
saw one? The plain,.blunt manner is once more being used to evade
" moral issues. | |
Wit§ Richard the case is ‘more complicated because Shakespeare {
endows him with a grand manner that at times seems to approach sermo
humilis. . ‘The public ceremonial nature of the deposition calls for the .
grand style, or sone variation of it, and Richard, upon entering, seems.
l!«to promise as much. | |
Alack, why am 1 sent for to a king
Before I have shook off the regal thoughts

Wherewith I reign’'d? L. hardly yet have learn'd _ _
“To insinuate, flatter, bow, and bend my knee. \'
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Give sorrow leave awhile to tutor me F
To this submission. (IV, i, 162-167)
In addition to some bitterness.of feeling and some realistic penetration,
- - - \
Richard seems to offer that combination of "regal thoughtswiand :

"submission," of sublime subject matter and humble bearing, that is

typical of'sermo Eumilis.» Like Carlisle he attempts to imbue his

utterances with religious significance, especially in the allusions
A'to Judas, Pilate; and Christ’, finding himself analogous to Christ,dwho
uas-also betrayed;‘and[to Judas and Pilate, "myselfra traitor withvthe‘
rest." Indeed atdthiS'most crucial point in the plqtfof Richard 11
-Shakespeare has portrayed Richard in such a variety of styles and
‘attitudes that ‘the scene reads like a pastiche of several of the styles:
we have considered-in the play. The incongruity of the pastiche'
probably explains why 80 many readers have found the scene to be an odd .
'-combination of exquisite suffering, realistic understanding, and “
histrionic indulgence. The attemptvto‘bring the'§¢ylesutogetherp
probably'represents an intention to'develop something lihe thelggrmg
humilis, whichfin.itsefinalwdevelopment ﬁill becdme_the ShakeSpearean
style.35. . |

I have already commented on the moral style‘vhich erpresses
. : S e _
forcefully Richard's reply tolﬁorthumberland’s‘request that hefread
'out a list ofihis "grievous crimes.” The golden‘style isipresent

throughout the scene -and is especially evident at the very moment of

abdication, introduced by paradoxical statements that register the
ambivalence of Richard's feelings anﬁ his near despair: "Ay, no, no, ,

ay, for I must nothing be/ Therefore no no,'

for I resign to thee
‘ Throughout, the speech employs balanqed lines that evoke the formality

and zravity of the high style but are at the same time full of tender

-
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caritas. For example.

‘With mine own tears 1, wash away my balm,

With mine %wn hands T give away my crown;

With mine own tongue deny my sacred state .
With mine own breath. release all duteous oaths. (IV, 1, 207-10)

e </— . . .
.The Petrarchan conventions that are ordinarily”uéed”to pledge allegiance
to a loved one are here used to undo a pledge, as the personal pronouns,

the repetitions, and the intimate items record ‘the intense feeling of

- the moment. "Regal thoughtsﬁ and "submission' are both almost wholly

-~

-

, preoccupied with.exquisite feeling.
. Elsewhere in the abdication scene at least three images have a.
metaphysical or.a Shakespearean look about them, though the promise is -
not finally fulfilled. The comparison of the golden crown to a deep

well that "owes two buckets" seems. to offer heterogeneous ideas yoked

- by violence together, but the ideas do nmot stay together because there»

is no neceSSary'relationship. Though modern commentators attempt to
‘justify the figure by explaining that buckets and well derive from the'

‘medieval figure of Fortune,s buckets, Samuel Johnson 8 comment is still

essentially ‘correct: "This.is a“compariSOn not ea51ly,accommodated to
i the subject, nor very naturally introduced n36 The.figure does not

‘ clarify the nature of the crown, and it does not. evoke wonder about
what ig causing the exchange of the crown on this particular oceasion.
Its raison d etre 4s once more the expression .of almost pure feeling,

as the moralistic device of Fortune s buckets allows Richard a senti—

mental comparison "That bucket down .and full of tears am. 1,/ Drinking
= my griefs;" ohnson s. comment on the development ‘of the figure (1. 186)\’
is again worth quotgng "The best part is this line, in which he makes

the usurper the emptv bucket
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The figurevofuthe "modﬁe;; king of snow" and the figure of thel
"looking-glass" do raise metaphysical questions of essence, the latter
_especially,vin a speech showing how'nearly'Richardoapproachesdégggg '
humilis. |

Give me that glass, and therein will I read
No deeper wrinkles yet? 'hath sorrow struck
So many blows upon this face of mine
And made no deeper wounds? O flatt'ring glass,
Like to my followers in prosperity, 280
Thou dost beguile me. Was this face the face o
That every day under his household roof
Did keep ten thousand men? Was this the face
That like the sun did make beholders wink? o S »
Is this the face which fac'd so many follies, , 285
That was at last out;fac d by Bolingbroke? ‘
A brittle glory shimeth in- this face;
As brittle as the glory is the face,| -
[Dashes the glass against the ground ]

" For there it is, crack'd in an hundred shivers. , _
Mark, silent king, the moral of this sport == 290
How soon my sorrow hath destroy'd my face. '

Bol. The shadow of your sorrow hath destroy'd
The shadow of your face. o

" Rich. ‘ ’ ‘ - Say that again.,l ?
The shadow of my sorrow? ha! 1let's see —— -
'Tis very true, my grief lies.all within, , 295

And these external manners of lament
Are mz;ely shadows to the unseen grief.
That swells with silence in the tortur'd -soul.
- There lies the substance. And I thank thee, king, 300
For thy great bounty, that not only giv'st : '
. Me cause to wail, but teachest me the way

How to lament the cause. (Iv, i, 276-302)

This passage evokes wonder on. a grand scale exciting admiration and
sympathy, - and wonder on a lesser scale, pointing a moral and drawing
inferences. The repeated questions recall the grand manner of

Christopher Marlowe especially in ‘the echo of the speech about Helen.

,from Doctor_Faustus, and there are certain’signs of padding out the -
bombastic line: \”Was this face the face," for example, or "Say that
again.'" At the same time the lines display a syntactical and metrical

,',fldidity that far surpasses the early English grand style and surpasses
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Marlowe as well. The rhetorically parallel questions, which if kept
strictly parallel in form would seem more purely bombastic; deployed_

at various places in the line and in syntactical units- of varying

v

‘length represent a. genuine. effort of thought and emotion to come to
understanding. And in the movement from the past‘tense'of "Was thisn'- o
the face/ That like the sun did make beholders wink?" to the present A

tense of "Is this the faceuwhich fac'd so many follies,/ That was at

e

last out-fac'd by Bolingbroke" Richard comesvvery close to holding

"the mirror up to nature; to show virtue her own feature, scorn het own

+

’ image, and the very age and body of the time his form and pressure

He is helped in. this effort, of course, by the traditional uses of the

looking-glass, thekdouble edged symbol of vanity and truth—telling,"37

which explain in part the moveuent from "nglattﬂring glass" to "the

moral of thisvsport." But the'structure of this movement is more '

closely governed by one of  the typical: devices of sermo humilisg_as

Auerbach describes it.‘-”At an early date the Christian sermon began
to'develop on the model of the diatrihe, or moralistic deéiamation,n”
in which/the Speakerbreplies,-the whole thus forming a.dialogueif38
Richard's diatribe has significance both for his own personal case and
for the new public, which is his audience as represented especially

by the "silent king.

Yet even as oné notes the signs of sermo humilis in,this'

passage -~ the conceru for public and private well -being, the concern -
i .

‘»with moral ‘truth and with rhetorical heightening — one is aware of a’

histrionic quality that seems to undermine it. Unlike‘Carlisle 5,

‘ Richard's oration is not governed by any very stabl¢ external form or
purpose, and, as his use of Bolingbroke's interruption makes clear, he,
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proceeds mainly by way of association. Peter Ure offers a fair enough.

paraphrase .of lines 294-299: :
. : . A .
) “Richard develops the well-loved Shakespearian. contrast
between shadow and substance (cf. II ii. 14 and note), L
implicit in Bolingbroke's remark, and in 1. 297 deliberately

alters the meaning which Bolingbroke had given to his first

shadow: "The shadow (= darkness) cast by my sorrow? Let's
see -- 'tis very true; my sorrow -- these external ways of
;lamenting ~~ are simply shadows (= unreal images) of the

~grief within . . ."39
-Ihat is, at this'crucial moment of the action of Richard'lI; Richard
resorts once more to the 1ibertine golden style and, furthermore,
resorts to.claiming thaththevrange'of feeling and attitude provided by

. ‘ i ) s ‘ '
that style, by -that way of looking at the world, is the only reality.

The true '"substance,"
grief that "swell with silence" in his free imagination As a result,
the moral with which he attempts to conclude -- not how to understand

the cause but "how to lament the cause" -- is deflected from moral

purposes. By using the 1ibertine golden style and the moral style

A "deflected.at this moment, Shakespeare‘empties,the sermo humilis of its
public import and replaces it with'the:vicevofphistrionic action,ithe
» definition‘of‘which‘is: 'acting out feelings and-attitudes in public-
while at the same'time\claiminé:that'their significance is wholly
priVate. | ¢ |

The sermo humilis, in order to be truly successful at this

crucial stage in the development of plot and character in Richard II
would probably have to draw upon the diction and thought available in
the styles that I have described as metaphysical and Shakespearean
.The presence of these styles in the utterances by John of Gaunt and in

3 related way by the Bishop of Carlisle indicates that Shakespeare has

aceording to Richard, lies in the real images of

i
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the resources. The experiments with various styles in the utterances
by Richard and Bolingbroke indicate that he has the desire to employ
these resources at the key points of his drama. It remains to bring

desire and resources together. As apprentice work The Tragedy of King

Richard the Second offers a clear'prognosis of a dramatist whose mature

style will be at once grand and sweet andwplain;

- <

v
o



Chapter III . ' L <o

Macbeth: Style and Form
P ‘ o

«

The analysis of style in drama is a way of cultivating attentive

reading, of increasing fidelity to the author s intention as that is

realized in language. Both Mustapha,and Richard I1 reveal a vig ;6us

—p .

use and development of the stylesiavailable, especially the'poetic'
etyles, in“late sixteenth—century England, and both’éreVill; and
Shakespeare disclose‘their intentions to evoke the emotions o} woe or
wonder, the two aspects of the single emotional effect Qf‘tragedy, the
A . v v . "
most fylly human reSponse to death. Greville 8 intention is more
explicit, Shahespeare's more snbtler The analysis of style is, in the
first instance, a way of emphasizing the reader's point of view Whatever
aspect of the drama the writer first considers, he must finally embody
is intention in language and the reader must realize that intention
from language -- even actors must first read their lines.‘ Yet speech
is.not merely a technique or a method subordinate to other things, it is
also, as George Whalley remarks, '"one of the principal resources’ of

human action."l It sho&ld be possible, tgerefore, to shift the analysis

--of style'to emphasize the

iter's point of view. What implications do
ShakeSpeare's styles ha Ifor the form of his drama?" To what extent
does poetic style determine'other elements,of'the,dramatic action? 1In

order. to open/;hese/ﬁaestions and, in order to test the approach that

I have develéped for Mustapha and.Richard IT1 1. wish to consider certain
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crucial moments in one of Shakespeare's greatest and most mature plays,

-

The Tragedy of Macbeth. . ' =

11

a
-

My’remarks do .not przguppose an Ideal Form of drama, or of

tragedy, and even the claim that the emotional effect of tragedy is

-

'single’ does not suppose that the effects of any two tragedies will be
vprecisely the same. Yet the persistent attempt in tragedies to work ontf
an adjustment of -woe .and wonder has a universal element that makes the
Aristotelian analysis perennially relevant. As George Whalley argues

_in "On Translating Aristotle s Poetics," Aristotle is not merely

classifying tragedies known to him deducing rules for the correct or
successful composition of tragedies, he is in the Poetics exploring

"the activity of man as a moral-creature and the ways in which ‘that

activity comes to be "final and normative

A tragic action correctly traced will 1ead to the end of .
recognizing at least something about the nature. of man,

the values that are paramount, the vulnerable centres that

we must at all costs preserve ~- which is the law, our law.
_Here, it may be, the old debate about what happens according

to nature (physei) and what according to law (nomoi) .comes

into ironic coincidence in Aristotle's mind when he seeS

the form of tragedy, when the inner law simply is our nature --
not "natural law" or "the law of Nature" but the law of

our nature.3s

The légtof'onr nature is not ‘a dispensationt it‘is neither.a system of
management nor .,an exemption from any obligation or fate It is a | |
responsibility. It ¥s a law that is created or discovered in the-actions
_lof»individuals and that exists-nowhere else and has no existence in the

drama prior to ‘the unfdlding of the action. The absolute.need to have

'it recognized is. what cduses Aristotle to regard plot as first in
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importance.

¢
N

When Aristotle says. that "the first principle of tragedy -
the soul, if you like -- is the plot, and second to that the
characters' he means this quite specifically, not
rhetorically: the soul is the "form" of]the person, and
prior to the body -~ the plot is the "form" of the tragedy,
and prior to the action -- the characters are the "body" of :
the action (will body forth the action): and ‘are shaped by, e
as well as generating the action. The person acting does ' ’
- not disclose or externalize his .character in actiom, as
though the character .existed before the action: the character
(in. Aristotle's view) 1is shaped hz_his actions, and in
tragedy we see the protagonist, as character, being shaped
by his choice and his actions.5 : ' B ’

.One of Whalley g central goals for achieving the right translation of

the Poetics_is to get for English-speakers an apprOpriate,sense of the

N

word mimesis. Mimesis, he argues, 1s emphatically not the same as
'imitation,' as if tragedy JEre'something merely\copied out of nature

and the theatre a kind of‘showcase where'characters display themselves H
- for:a time. Mimesis'should'meangthe"activity or proceas by which the :.
action and the poem, or tragedy,-are'brought‘intoAbeing;_ Since the

nature in question is our nature,'the process - is conducted in language
. , . . .
and is fundamentally exploratory

<
‘\

Our peculiarly modern difficulty in trying to imagine thev

protagonist as one who has character only insofar as it is shaped by his

~.
~

~

. choice and his actions is related to the problem of defining

findividuality.. Iad'Robinson in The Survival of English has some lucid

remarks on this tOpic, and what he says helps ns to’ get a clearer view‘

of the relationship between plot and style.

Partly the difficulty in thinking abo t. the question of
individuality and speech is that our individuality isn't
quite of the kind we like to believe. From the fact that
we are all unique it does not- follow that our uniqueness
always expresses itself (as we may fall into assuming) as
difference from other human beings 'When .she knew that:



2---y -(x+y) (x-y) then she felt she had grasped
j,isomething, that she was liberated into an intoxicating
©..4ir, rare and unconditioned.' Ursula's knowledge is here’
an {ntensely’ individual experience which depends, however,'
-, on precisely the same knowledge being available to other

individualsi

-~ Further, T ndividuality itself has to develop within

'.-a common verbal language which we share ‘with others
(however individually we use. it) and which differs from .
other ‘languages in“ways not explicable by individual whim.
on the one hand or tha prescribed physical limits of human
beings on the- other.5 .

vRobinson puts his point in a more‘emphatic way, and in some sense}a more
‘ old-fashioned ‘way, near the end of his book: '"The common language '
enters 80 deeply into us . that 1t becomes part,of the material of which
the soul is made, conversely, when we manage to speak from the soul we'
make the common language n6 The activity of making that Robinson
frefers to here corresponds closely to what Whalley understands by
mimesis because both are concerned with recognizing at least’ something
'iabout the essential nature: of man. In tragedy the concern. may become
‘more sharply defined because it confronts the death of those

' individuals who have best learned how to- speak from'the soul Tragice
action, like the individuality of Ursula in The Rainbow, depends upon
knowledge that is’intensely individual and yet widely availabpe to
others. Lenguage is an indispensable resource of human action because
: it is our most highly developed way. of finding and recordlug knowledge.

AR
Actually, the language provides several ways, for, as. Robinson

}also argues, the ' common language comprises several 1evels of style,
These are related‘both-to-the emotional effect and to theiform'of tragic
.action which is'shaped crucially by the'interplay of recognitions and’
mistakes, the interplay of the known and the uuknown George'Whalley

N

makes clear this interplay and its- relation to form and feeling when he
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comments On'Aristo&ge's’central definition of'tragedx;

"Tragedy is a mimesis (process) not of men simply but of

an action, that is, of life."  To achieve the precise end,

& precise action is needed. We could think of the tragic
action as a sort of traJectory traced by a projectile, :
implying a certain amplitude, direction, velocity, momentum,
target, and that in every moment of flight all these terms
are implied; and the nature of the projectile matters very
much, because it is a man” who, being morally strong, makes
'choices, determines the flight, is not simply propelled,

- is. not a mere victim. Aristotle, 1 suggest, is: showing us -
the tragic action as though it were a pure abstract motion
traced out with exquisite precision, the precision that
is needed to impart the force of necessity to an dction’

~ that can at no point be altered or deflected: it will at

- once feel both inevitable and free. The plot,.the sequence
of evénts that specifies the’ action Aristotle says, has
to be conceived as a schema, an abstract motion, and you
put in the names afterwards, bdt the schema is not simply
a locus of dramatic points or'a flight plan, for the: ‘points
are not so much intersections in ti‘and space as events,
each momentous, crucial, chosen, foMtive.. Yet the

. tragedy is inside the protagonist and is of his own doing;

~and if he’ did not know, he could have known, perhaps should:
have known -- which is why knowing and not-knowing is crucial
to' the ‘tragic actiom. ‘Recognition (anagnorisis) is mot a -
device of plot structure, but an essential crisis in the
action; and hamartia”a mistake rather than a sin, a

.distinctipn_that was clearer to Peter.Abelard and other

-subtle Fathers than it seems to be to us —- hamartia ts an *
ignorant act, and in tragedy (as in The Ancient Mariner)

.. ignorance is no excuse, for in these matters the plea is"
- ' made not to a court of external law, but is argued in the
 inner‘dialogue of moral choice according to thelaw of our
'1nature. And these things have to be declared outwardly, - 7

- presented openly in action, so .that they strike us not only
with the frisson of horror and pit but with the shock of *
recognition we too must be drawn. into that intricate web .
‘of knowing and not—knowing And that is the peculiar pleasure
of tragedy, B ' D3 - 3 o SRR

-"That intricate web of knowing and not-knowing" is what we mean by
'wonder.' ! Like Cunningham Whalley finds it necessary in his account :b

.inoludé "the shock.of recognition," the wonderful as part of the
emotional eifect of " tragedy along with pity and horror And the variodsf

'kinds of wonder, the various modes of knowing and not—knowing, are
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especially_relatedgto language, for, as we noted earlier in our
discussion~of Cunningham, the several levels of style are different

strategies for eyoking different kinds of wonder. - Thus, even if the .

r
r .-

plot "has to be conceived as a schema, an abstract motion, and you put

. t

in, the names afterwards,"‘the names,and the‘language willﬂdetermine the
exact'particular motion by specifying the-kinds of wondervthat |
~culminate in the essential‘crises in‘the action. The.range of styles a
dramatist has at his tisposal the richness of style ‘he is able to bringh
to bear on the tragic action, defines the action to this extent. Even .
if, as Aristotle and Whalley say, the plot is prior, and if, as Ian
‘Robinson suggests, language and individual character are co-existent,
the styles of the dramatist determine the other elements of dramatic
action to the extent that they shape the recognitions, they create the

contours of knowing and not—knowing that are cruc1al to tragic actiom.

II1

HaV1ng thus borrowed from the most impressive argument available:
on behalf of the Aristotelian analysis of tragedy, I wish now to turnv
_.to theimost serious challenge to the prestige of tragic drama. ln
"Problems for the Modern Critic of Literature Yyor~Winters devotes a ﬁh“”

- good deal of his attention to considering the potentialities of various

-

_ literary forms including poetic dramd. Using Macbeth as a test case:

for the very reason that its greatness as- a\ ay\and as a work of

~~

literature makes it possible to. consider ptﬁblems due neither to
carelessness and: haste nor. to limitations in subJect matter, but which

| "may be unavoidable in the medium," Winters concludes that the form of

»\,4

T
L7

e
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poetic drama is -inherently‘flawed'8 .His conclusion is especially
relevant to consider here because it follows upon a close scrutiny‘of
"the verse of the play; and Winters s analysis of poetic style in general
is one of the important models I have used in developing an approach_to
Mustapha and‘Richard II. : - i | |

Winters 8 argument is roughly as follows. vAlthough‘Macbeth is

not merely an imitation of an action but also a moral judgment of the
' action, and although what makes the play a living simulacrum and a |

living Judgment is the emotion resultfsg\from the rational grasp of  the
theme, the demands of imitation present almost insoluble problems We -
'might grant that the principle of imitation is not simple because the
poetry of ‘Macbeth sharpens,‘accelerates, and heightens the perceptions
and thoughts of all the characters. We might also grant. that this
.sharpening, accelerating, and‘heightening introduces the intelligence of

Shakespeare beyond the intelligence of‘his‘characters and that, there-

fore, the imitation stands at one removeiat'least: not a literal =
~ imitation, but "a plausible imitation of an imitaction." Nevertheless,
_the principle of imitation demands that at various points in. the action h
the dramatist must represent "the speech of a’character_of moderate
intelligence in a situation of which the character .does not in any
. serious sense,understandfthe meaning." .
o ST ' T
If a poet is endeavoring to.communicate his own best
understanding of a human situation, that is one thing.
If he is endeavoring to communicate approximately a
plausible misunderstanding of a situation on the part of
an imaginary character much less intelligent than himself
- that is quite another. He can only guess at the correct
measure of stupidity which may be proper to such a
character in a given situation, whether the character is
-offered as an imitition or as a plausible imitation of an

imitatioh; and whether ‘he is successful or not, hé will.still
be writing poetry which as poetry will be of an inferior kind.

(
.
4

< . ) -
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Dramatic form demands that ne dramatist make partitular characters"
speak as they ought to speak at particular points in the action, and
“this demand produces inferior verse in two major ways: the poet is

forced either to express an understanding' of the’subject far inferior

[ 4

to the understanding.he'is capable of expressing, or to”surrender‘the
‘form of his statement to the formlessness of his subject—matter.

In the dagger speech, according to Winters, ‘shortly before the
murder o duncan, Macbeth is a competent but rough opportunist, somewhat.
,more intelligent than Most men of his kind but far less intelligent
.than he is destined shortly to become.--Because Macbeth's feelings are

terribly aroused but his understanding is imperfect, the situation

calls for a powerful statement made by a defective intelligence The
first seven lines of the speech Winters says, are, fine lines, plain in
style,'and definitive of Macbeth's perplexity, but they are somewhat

quiet and speculative,‘and Macbeth is -on the brink of murder. Winters_h

then comments on the way the speech continues (II i 40~ 49).:

The subsequent lines about the dagger add little to what

has been said in the lines just quoted [II, i, 33- 39}, but

they come closer to "imitating" the distraught state of

mind and they give the actor an opportunity:to. "ham" it.

The imitation resides partly. in the -redundancy, partly in

- the broken rhythm, partly im the violent detail at the end

’ the - -gouts of blood. ' Now these ‘lines may .transform the: passage

.. into-a’ plausible imitation of an imitation of a second rate '
intelligence in a distraught. condition or it is possible . -
that they fail to do this -1 confess that I am unable to
say. But they are ‘not very good poetry

‘In the redundancy, the broken rhythm and the- violent detail,: Shakespeare
surrenders the form of his statement to the formlessness of his subJect
matter. It is no use replying that this procedure is an essential part

of,dramavand is therefore justified,‘for ‘that .is to grant Winters' s‘ a
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argument:” dramaficgform sacrifices form‘in the interesté of drama.

Toward the end of‘the dagger speech Macbeth shiftsﬁabruptly
from the.daggér fo ;he theme‘of'"midnigh; horror." | Winters comments as
follows on the seven lineé beginniﬁg “Hatufe seems dead,‘and wicked
dreams abuse/ The curtaiﬁ‘d sléep" (11, 4, 50356):

/ !
It seems unlikely that Macbeth in real life would have .
spoken anything so elaborate, but had he done 'so it would
doubtless have been violent; and it would certainly have
been composed of stereotypes, because at  this 'stage of
his development he had only a stereotyped understanding of
what he was doing: he would probably have found this speech
satisfactory in a play. But the fact remains |that it is a
more or less standard huffing speech, containing something
- of Marlowe and a little of Pistol; and although it contains
a little of Shakespeare in addition, it is far below the
great speeches in the play . . . once again, it is not
very good poetry. ’

‘ And here again~Winters's Criticisms are unAnsVerable within ihe terms
of his argument : :;he bombasﬁic style»of the.la;tgr part of the dagger
speech is far inferior t§ the styles of'the-greét séeecheﬁ_in the play.
Dtamatic formvis inheigntiy flawed to the éxt;nt that it iﬁposés such
infériofity on ghe df;matist and go the extent‘that.if impoées the

/
. ‘ /.
surrender of form.

Iv

1
One‘might bégin to ans@er Winters's cfiticisms bi‘challeﬁging
ﬁhe'terms of his afgument. The argument rests. too heavily onithe
suppésediy Aristofelian'nzﬁion 6fv'imitafion;' Winters diéCussés‘thg
'Chlcago critics, R. S Crane and Elder Olson, in 'Problems for the

" Modern Critic of Literature,' and his views of imitatioq are very. close
tohtheirg. _But the\Afistople of Crane and Olsdn,iS‘iéssAsatisfggﬁoryV

~ than the Aristotle of Ceorge Whalley. Here is Olson, for_examgle:ﬂ

.
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'"Since the actor is imitating an action, it is obvious that a play

is, first of all and essentially, an imitation of an action In order:
"to contrive such an imitation, the playwright himself must be an
imitator, assuming the persons of the characters of his play and

speaking as if‘he were they." n? Mr. Olson's assuming assumes that

the charactersbalready have person% before the playwright comes alon&.

It is as 1if the nature of ‘the - characters is already given in the story
and the playwright is limited to duplicating that nature adequately
Winters's "plausible imitation of an imitation," which introduces the .

intelligence of ShakeSpeare, avoids this mistake, but the emphasis on

imitation still does not. allow enough scope to the way in which the
playwright makes his characters. It is not for nothing that George
thalley insists on replacing 'imitation with mimesis. =

How, then, dé@é Shakespeare make the character and the action

of Macbeth7 The plot, of course, opens with a rapid succession of

events. messengers report Macbeth as performing frightful deeds of war

in the service of his king, they commend his valour, and Duncan honours

him with the title, Thane of. Cawdor. The witches then make their -

prophecy, a strange intelligence," with no explanation of where it
Qcomes from or why they offer it, and Macbeth learns of the honour that

Duncan has conferred on him. This conjunction of events precipitates

the first crisis in the action as Macbeth and Banquo ponder what to make‘
. of the "strange intelligence 3 Macbeth asks Banquo if its partial ,
v‘fulfillment does not raise in him a hope that his children shall be kings

-.Ban. | o I That, “trusted home, 120
Might yet. enkindle you unto the crown, :
'Besides the Thane of Cawdor. But 'tis strange',

And oftentimes, to win us to our harm,
"The instruments of Darkness tell us truths;

Y
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Win us with honest trifles, to betray's - 125
- In deepest consequence. - B
Cousins, a word, I pray you.
- Mach. : [Aside.] Two truths are told
" As happy prologues to the " the swelling act
0f thé imperial theme. -- I thank you, gentlemen. -
[Aside.] This supernatural soliciting _ 130
Cannot be ill; cannot be good: -- -
If 111, why hath it given me earnest of success,
Commencing in a truth? 1 am Thane of Cawdor:’
If good, why do I yield to that. suggestion
Whose horrid image doth unfix my hair, : 135
And make my seated heart knock at my ribs,
. Against the use of nature? Present fears
_Are less. than horrible imaginings.
My thought, whose murther yet is but fantastical
Shakes so my single state of man, . 140
That function is smother'd in surmise, 4
And nothing i{s, but what is not.
Ban. Look, how our partner’s rapt. (1, iii, 120- 143)

Banquo's last remark is a guide to the emotional effect of Macbeth &
thought ' Macbeth was also rapt" immediately after hearing the- prophecv
(I iii 57), and in the letter to his -wife he says, "I stood rapt in
the wonder of it",(I,_v 5=6). In Banquo s opening remarks the two
words "strange" and "harm" suggest the emotional effects of wonder.and
woe. , The relevance of Banquo s-warning both to Macbeth s immediate.
.predicament and to the entire play is obvious, but it is not mere
-perverse ambition that prevents the warning from taking effect It is
not "that Macbeth hears but prefers to reject Banquo s assessment

because it is not. .convenient. to him, ll but that the warning, uttered

'»;in a plain style that borders on the proverbial is too. brief and too

general tOobe immediately persuasive.‘ Even if one grants that the

" powers. of Darkness win us with honest trifles:to ‘betray us in deepest
consequence, one still must decide whether the truths offered are trifles
and if they are, whether they are the sort that will lead to betrayal.,

In attempting t0.decide whether "this supernatural soliciting is good

L
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or ill, Macbeth is, in fact, taking up Banquo's warning.

‘The first sentence of Macbeth's speech islinvthe swelling
rhetoric of the grand style as Macbeth aspires to "the sweet fruition of
an earthly crown.'' . But although this first aside does convey sbme of
the wonder of bombastic ambition, the second aside is wonder - on a lesser
scale attempting to follow through the processes of logic and inference
"If ill why . . . If good, why . . . 2" Logic and inference, however,
soon give way'to "suggestion" and "imaginings," and the following
sentence "Present fears/ Are less .than horrible imaginings" is not a
conclusion or an answer to the parallel logical questions "If . . . why,"i
but a statement saying that the logical questions, the present fears"
that ‘the supernatural soliciting might not be good lead only to the :
yet more fearful suggestion of murdering Duncan "My thought" in the
neat sentence “echoes "present fears" as "fantastical murther" echoes_
"horrible,imaginings." ‘Shakespeare‘is clearly employing'the libertine '
‘golden style, the method of induced imagination showing forth the

movements of a mind discovering images as it goes, fantasizing while

it spéaks. If it seems inapposite to call images as fearful as Macbeth's -

golden,’ it should be remembered that the goal of his desire is, as
‘ Lady Macbeth puts it, "the golden round,/ Which fate and metaphysical
aid both seem/ To have thee crown 'd withal." The imagination is
induced in the same sense that it is when Bacon’speaks of induced:
knonledge. The members of Macbeth s periods from line 134 and
following violate at will the predetermined plan of his logical

investigation and the images they introduce, though they arise in his

imagination and are therefore his responsibility, also segfi.to come from

something out81de of him, beyond his control
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Macbeth's speech, in other words, offers a fairly clear example

of all three styles, the grand the plain, and the intermediate,

'd¢'registering his high aspirations, his morals, and his desires.

Shakespeare brings the styles together in this way in order to outline
the contours of knowing and not-knowing that are crucial to the action
of Macbeth. The conclusion of this first crisis in the action ‘is really
a statement of the central problem in the play. The word function
(1. 141), as Kenneth Muir explains, is “the intellectual activity which
is revealed-in outward conduct' but the word is applied to action in
general whether physical or mental. "12 MaCbeth's intellectual -being
- and his conduct his action, are smother d in surmise ‘—-3suspended
we might also say, between the conflicting claims of various kinds of
wonder’ It 1is premature to speak of Macbeth s character at this point
for even though we know a number of important things about him, his
character is, in an important sense, still in the process of being
shaped, of being made. The crucial question to ask then, of
v Shakespeare s mimesis is, What kinds of wonder accompany ‘the action7
Some of the most profound kinds of wonder make up Macbeth 8
.soliloquy at the opening of Act I, scene vii.
4 If it were done, when 'tis done, then 'twere weikl

It were done quickly: 1if th'assassination

Could trammel up the consequence, and catch

With his ‘surcease success; that but this blow

Might be the be-all and the end—all - here, .5

But here, upon this bank and shoal of:-time,

We'd jump the lifeto come. —- But in these cases,

We still have judgment here; that we but teach

‘Bloody instructions, ch, being taught, return o _

To plague th'invento this even-handed Justice . 10
Commends th' ingredience of our poison'd thalice

To our own lips. He's. here in double trust:

First, as I-am his kinsman and his subject,
Strong both against the deed; then, as his host,



Who should against his murtherer shut the door,
Not bear the knifé myself. Besides, this Duncan
Hath borne his faculties so meek, hath been

So clear in his great office, that his virtues
Will plead like angels, trumpet-tongu 'd, against
The deep dammation of his taking-off;

And Pity, like a naked new-born babe,

Striding the blast, or heaven's Cherubins, hors'd

Upon the sightless. couriers of the air,
Shall blow the horrid deed in every eye,
That tears shall drown the wind. -- I have no spur
To prick the sides of my intent but only .
Vaulting ambition, which o'erleaps itself
And falls on th'other —_ (1, vii, 1-2
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This speech, of course, has commanded an enormous volume of commentary,

much of it devoted to interpreting.1ts’extraordinary imagery.

J. Dover .

Wilson regards the soliloquy as the'supreme expression of Macbeth's

"visual imagination."

the "key to Shakespeare's conception"

13

A.C. Bradley, discussing what he takes to be

of the character, conferring on

him the imagination of a poet, explains that "Macbeth 8 better nature ==

to put the matter for clearness

.sake too broadly - instead of speaking

to him in the‘overt'language of'moral ideas, commands, and.prohibitions,

ineorpOrates itself in images which alarm and horrify.

'His imagination

43is'thus the best‘of him, something usually.deeper'and higher than his,

"._conscious thoughts, and if he h?d obeyed it he would have been safe

And Kenneth Muir, though quit<

tiear about not confusing ‘the powers

of -expression possessed by Macbeth with the powers of‘Shakespeare

-«

himself," remarks that "the imnpvry of the speech shows ‘that Macbeth is

haunted by the horror of the deed,.and impresses that horror on the -

audience.

mind.

by F.R. Leavis,‘who wants to get for literary criticism, a more com&lex

nlS

. we may say his imagery expresses his unconscious

But the most important analysis along these lines is offered

a
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sense of 'imagery' and to define, for poetry, a kind of thought that

is antithetic to the logic and clarity of goodlexposition' Shakespeare's
imagery includes "tactual effects" evoking different kinds of effort and
movement not adequately to be described under a heading such as ''visual
imagination. After quoting lines 2-4 ("if th'assassination'. . ;"),

Leavis comments on the “incredulity" of the 'ifX:

The incredulity is conveyed in the vigour of the'
imaginative realization: .the assassination can't
conceivably trammel up the consequence, and the
impossibility is -expressed in the mocking sense of an
instantaneous magic that turns the king's 'surcease' into
-assured final success No one would call this kind
of more-than-stated 'as if' (an effect much used by
Hopkins) an 'image,' but, in its evocative immediacy of
presentment, it replaces mere prose statement or
description with a concreteness intimately related to Cw

. that of 'trammel up the consequence, which anyone
would describe as metaphor.l ’

‘In addition t0‘effects such as this, the speech exhibits shifts of

: imagery which are "1ogically non~sequentia1" but which complete
"dramatically relevant" perceptions and thoughts. The closing lines
("1 have no spur . . "), for example, move from suggesting avrider
mounted on‘a horse to suggesting one who is vaulting towards the saddle.
In doing 50 they convey to us that Macbeth though without a sense of
purpose or will'to.spur him on and 'indeed' without,a sense of any

other control nevertheless still entertains his appallingly dangerous

A

ambition. Macbeth' perverse self—contradictions are,thus;vividly
exposed in Shakespeare's poetry. In such "non—logicalﬁ shifts and inh.
‘such concrete effects of effort and movement Leavis discovers a mode
of thought he believes is peculiar to poetry.’
If we say that the complex tension has had its analysis o
in Macbeth's speech that is to recognize that Shakespeare B .

poetry is the agent and vehicle of" thought. .That Shakespeare
50 obviously can't have first stated his thought explicitly,

-
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"clearly': and 'logically' in prose, and then turned it
into dramatic poetry doesn't make it any the less thought.

17
.Bi concentrating on the poetry,.on the Vay the language works, Leavis

" is able to show the distinction between Macbeth's character and * -
vShakespeare'svanalysis-or it, the persistent contemplatjon of the horrid.
deed eren thoogh contemplation is repelled‘at every point. In this way
the wonderfully Qigoroos exploration of themevis attributed not to the p

-poetical imagination of‘the.character-or to his un:onsciousemind but to
the quality of.the author's making.

Yet, though one might agree that Shakespeare's.language in
ﬁacbethfs soliloquy is’fundamentally exploratory, it is not eXploratory
in quite-the way.that‘Leavis‘says it 1is. ’To begin with, the structure'
'of‘theAsoliIOQuy as a whole'isAnot only clear.and'logical, it is
syllogistic.’ |

If it were done,‘when 'tis done, then 'twere well
- It were done quickly '

. ‘ y -- But in these cases, .
We still have judgment here

. - [Therefore] I have no spur
To prick the sides of my intent

The incredulity of the 'if,' though it is supported by the sort of
'imagery' that Leavis talks about, is primarily ‘the kind of wonder -
appropriate to -the syllogism. The speech opens with a plain statement,
.an explicit condition contrary to fact which by all grammatical rules
amounts. to the assertion that 1t will not be done when 'tis done. 71n o

other gprds, .by means of the subJunctive the major premise offers not a

more—than—stated 'as if' but a mere statement in plain style, and we

led from the beginning to expect a conclusion that denies the

possibility conditlonally asserted in the opening 18 -
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~‘The conclusion, of:course,'is not'inﬁroduced by the word
'therefore,' but the complex metaphoricalvdevelopment of,the‘soliloquy
and the absence of the clear syntactical pointer must not be allowed to
obfuscate its ‘force7 The syllogistic structure will carry a certain .
. momeritum however the conclusion is expressed. Furthermore, the~force'
of the syllogism, an emphatic recoil from the idea of murder, carriesn
over beyond the soliloquy into the first few exchanges with Lady »§
Ma:beth where Macbeth twice exprqsses himself in plain, emphatic
‘:language | |
We will proceed no further in this business (1 31).
‘ | Pr ythee, peace. ,
I dare do all that may: become a man, _ T
Who dares do mors is none. o .(ll.-45-47)

And the middle section of the syllogism is also stated in plain

language.r The Arden editor glosses "have judgment as receive

sentence," which makes it seem that Macbeth 'is only developing the note

of inexpediency, and in the metaphorE;following, "bloody instructions

raises the fear of further rebellion and "even-handed Justice" the fear

r'of the reprisals that gﬂght ‘be taken by legitimate authority But the
.plain style lines which continue the development of the minor premise
' make it clear that "have judgment" ‘does mean simply "receive sentence"
but is an emphatic recognition of the human foundations upon which

"sentences arevbased.lgn o

| . » He s here in double trust )

First as I am his kinsman and his subject,

Strong both against the deed; then as his host . . .

. The sanctions here are all—inclusive'- personal political and social;

and Macbeth himself is presented as capable of Judging from a truly

human perspective, a moral perspective. To reply to Bradley in his own

ein
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terms vMacbethls”better nature clearly does speak to ‘him iZ'the overt‘
language of moral ideas, commands, and prohibitions.“

Part of the difficulty of.perceiving this overt language lies
in’ perceiving correctly the rhythm of the first line’ and a half 20 The -
- mervous energy accompanying Macbeth s medjitation 1s brought out by the

-powerful cOmpression and by the rhythmic organization -- by the quick
’monosyllables, by the use of repetition, &-d by the caesuras. (The meter
1is. regular except for the standard inversion. in the first position
(the fourth foot is iambic despite/the caesura and the heavy stress of
‘the unaccented syllable) “
v If it/were done /when 'tis/done, then/ ‘twere well

j It were/done quick/ly _ : LT h' SR t
\TheAaccent falls on the syntacticallpointers; 1f, then, and the word
:'done, though it appears three times in short space, receives the
accent only in the first instance.~ The more narrowly circumscribed

"actions that aré referred to in the second anﬁ £nizd appearances of the

verb 'to do ‘are thus made’ subordinate ‘to action in the fullest sense,

' _embracing the complete range of moral and spiridyal sanctions 21? It is ==

-'this rhythmical subtlety, characteristic of the cla sical plain style

I3

developed in England dn the 1590 s, that allows Shaké\peareito registey

'Macbeth 8 complicated attitude within the framework of the ogical ,
structure. At any rate the plain style is fundamental to the , : \\\ '

{
exploratory nature of Shakespeare 's mimes1s

' But Macbeth 5 soliloquy is not simply in the plain style, and
‘some account of the -other elements is needed In fact, a fundamental.

part of Shakespeare s procedure involves quick alternations between the

plain and the eloquent styles. The customary complaint, of course,
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brought against the syllogism is that the conclusion i8 s0 absolutely

predetermined by the premises that the language seems not at all.

exploratory, especially if the premises:do~not take sufficient accounti
of. the flux of human experience By having Macbeth utter the major

premise twice, once in plain language, and then in an elaborately

metaphorical way ("if th assassination/ Could trammel up “the consequence

-

. We'd jump the life to come"), Shakespeare portrays him as trying
to get out from under the constraints of his logic. The procedure ' R
,speech where the libertine golden style vidlates at will the predetermined

-~

. plan of logical investigation. Certainly images and metapho s such as

seems to be something similar to what we. noticed in Macbeth's earlier

"our poison'd chalice," "bear the knife myself " and "trammel up the e
’ consequence keep- thedidea of murdering Duncan emphatically _present in
aMacbeth § mind But the imagery, instead of violating the: premises,
' works mainly to support and develop them making them richer and deeper.'

Whether ‘he pursues the wonder of his own imaginings or the wonder of 7

logical connectives, he arrives at the same conclusive moral prohibitions.
‘ ﬂy .

the world‘ of discovering or’ creating reality, are brought together in
o
,__-ui_dgnt,upion. The plain realization' that in these cases we, still have

<

judgment here is yoked to the imaginative realization that such’ judgment
~is also, and at the.same time, eternal The libertine period beginningv

“in the middle of line '¢ . th ‘the loose connective "Besides" introduces .,

a moral description of Duncan 5 character and suggests essential

o

religious qualities Duncan 8 faculties,or»ppwers which.are yet borhe

i — o
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meekly and the greatness.of’his office in which he has yet been clear,

or free from stain, demonstrate the integrity and vitality of a self'

AP}

subservient to larger purposes in a way that is’ essentially réligious.»

In the succeeding metaphors, the trumpet tongu'd angels and heaven s
e d
s

Cherubins, Macbet@ § attention veers from the essence of religion to the
paraphernalia of religion. But the heart of the matter lies in the
justly famous Shakespearean figure T .

And Pity, like a naked new-born babe,’
Striding the blast ... . .

Whatever this figure is, it is not primarily an image It has, in fact

' several of the characteristics that James Smith discerns in the

i

metaphysical conceit: it seems’ impossible that pity should possess both

'the innocent vulnerability of the babe and the awesome power implicit

in striding the blast", it seems impossible that it should not possess

o

both. The difficulty, in other words, springs from essence., F.R,

r : ’ -
Leavis, commenting on the oddity of the figure, remarks "that 'pity,'
whatever part it may play in the total effect, 1s certainly not at the

centre -~ certainly doesn t represent the main significance. w22 The

explanation for this, I believe, is that the figure brings together two

,things pity and fear, and makes us feel that they are one. . The result

is a problem either deriving*from ‘or closely resembling in the nature of 4

its difficulty, the problem of the Many and the Oné. -
What Macbeth discovers at this point is that sympathy and

judgment are terms of the same . der. ”Judgm it here," founded on the’

o .«

_bonds of kinship and on political s social-obligations, is also

external judgment because it sori- s from nature -- nof "the law of

Nature" or "natural law" but the "law of our nature,' the law which

9
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’discloses the vulnerable centres that ve must preserve at.all costs.

'The murder of Duncan would bring simultaneously the birth of a“

fearfully avenging'pity; that it would be done when "tis done ‘is
absolutely impossible The emotional effect of pity and fear that would
spring from such an act of woe could not be more emphatically present to
Macbeth 5 wonder The emphasis is the creation of wonder at every level.

By having Macbeth describe Duncan as "so clear in his great officef

H
Y

‘that at the report of ‘his murder ''tears shall drown the wind "
Shakespeare is obviously intent. upon "stirring the affects of admiration
and.commiseration. At-the same time, it‘is also true that he has made
a character who- understands human nature profoundly and who understands,
‘as well, the full implications of the action he contemplates.23
But if this is so, we may well want to raise, along w;th é;bert

Bridges, the commonsense objection that a man with such "magnificent
qualities of mind, extreme courage, and poetic imaginatidn" would not
' have perpetrated the crime. 24 As Macbeth himself recognizes, there is
nothing in his thought - logical imaginative .or metaphysical -~ that
’can provide him with a motive or a reason to act but only 'vaulting
ambition." It is the part of Lady Macbeth in the exchange following

the soliloquy to suppréss and supplant the wonder of Macbeth 5 thought
- in order to release this ambition. That she succeeds despite his
‘searching scrutiny of the whole problem 1s a measure of the terrible

_ intensity of his desire to be king, She succeeds by undermining logic,
imagination, and'metaphysics.v Following a Specious argument on. thg

distinéctions between cowardice and courage ‘and between beast and man,
0

o

she offers a shockingly imaginativerepudiation.of the pit:“

babe nursing at her breast. In so doing she denies that’ pity and fear



are'part‘of'the essential nature of humaghind.: Mscbeth's responsebat
;'this;point signifies the precise instant of his fall from gface (I,)vii,;
s9):
A B ’ . . v :f 1f we should fail7
| This question; 50 apparently close in form and meaning to the phrase
that opens the scene ("If it were done'), is in reality far more simple-
minded far less full of wonder ¥ Allowing his wife s false reasoning to
supplant his true reasoning, he re—opens the question in a way
suggesting that;reason has - already proposed a legitimate goal and that
- what'remains to do is to find appropriate means. The'means o<le tound,

‘Shakespeare-shows Macbeth‘rapt in wonder arnd admiration for the

bombastic ambition that he sees in his wife and settles.for_in himself.

<

Bring forth men-children only
For, thy undaunted mettle should compose
Nothing but males.
It is a powerful statement but it excludes from the nature of .men
eVerything but fearlessness. |
. B i If“t%é'éommon language "enters so‘deeply into us thatuit becomes
| partAof the‘mateﬂial of which the soul’is“made," then Macbethimurders
his own soul by cutting off or. denying almost all of the ways of
’. knowing and not-knowing what human nature is.25 When his protagonist
. is at the point of murderingvDuncan, Shahespeare has only one style left
in which to show Macbeth being himself, and that style is the bombastic
style | ;he criticism;that Yvor Winters brings against dramdtic form,
’ then is Justifisd 50 this extent: at certain points the dramatist will
be compelled to use a style less rich less wogigpﬂul than the styles

5
he 1is capabfe of using elsewhere There is no inherent reason, however,

—
-
gty

why, using the style that remains to him, the dramatist should not write

=l -
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the best poetry.he‘is capable of in that style. The ‘converse of Ian

‘Robinson's argument is that "when we manage to speak from the soul we
. 3 . ’ ) O -
" make the commonriaﬁguage," Macbeth at fhe most crucial moment of the
T, v\

>
2.

action, though bis soul is frighteningly narrow displays what Robinson

26
calls elsewhere a "momstrous creativity in murder."

-

‘ i Now o'er the one half-world
" Nature’ iseems dead, and wicked dreams.abuse
The curtain d sleep Witchcraft celebrates
Pale Hecate's off'rings; and wither'd Murther,
Alarum d by his sentinel, the wolf, :
Whose‘howl's his watch, thus with his stealthy pace,
‘With Tarquin 8. raVishing strides, towards his design
" Moves like a ghost. (II i, 49 56) '

In some'respects Winters s criticism of this passage as-a "mdre

or less‘standard huffing speech, containing something of Marlowe.and a
little of Pistol" is correct It alsoicontains, as Howard Baker -
argues, something of Sackville and a: little of Kyd, and by combining
'huffing with mental anguish brings the heroic medium to perfection.
The repeated combination of adJective plus noun that is characteristic
of the bombastic style is everywhere eyident' wicked dreams,"
curtain d sleep," "Pale Hecate 5 off rings," "wither d Murther,

ravishing strides "27 This is the medium of mighty

stealthy pace,
threats. (The other important commentator to agree with Baker and
Winters is Macbeth himself --‘"Whiles I threat he 1ives. ) But the
"little of Shakespeare" that Winters concedes to it as well is worth
rurther attention. In. the first place, it is a matter of syntax one.
long period divided into three maJor elements separated by the colon
and semi-colon. By placing the idea of murder last in a series of three

Shakespeare gives it a sense ofﬁinevitability, a sense that is

- strengthened by the long~suspension'of the subject "wither'd Murther"
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- from its finalpredicatg"Moveé like a ghost.'" 'Murder is hére'given
phrase ahd being. ) | v s -/EB>
The deéﬂness Of nature is not merely a themé\ofvmidnight.horror;
but a deadness in Macbeth's own nature, caﬁsipg him té’obey his ’Viéked
dreaﬁé' and to repudiaté'the knowledge he arrives at in a plain
" statement reﬁerring to the dagger 1mmediate1y preceding the passage
quoted: "The;e's no such thing/'It is fhe/blqo&y bﬁsinegg which
informs/ Thus to mine éyes.' It is also a deadness in his naturei;o
irephdiate thé other senses;in fa&our of.the e;es (11. 44-45). Macbeth
is équect to a kind of mental tyranny that Bees.what it Vaﬁts to see
and denies‘the'éubstgntiél evidence of the senses ané\q{ the mind.' The -
referénce to witchc:af§ is apposite in that Macbeth, habing ﬁndersﬁood
-ﬁhe supernatural sa#Ctiéns he QOntemélatés violating in I; vii, hére
empléys the language ;fi éupersti;ioﬁ' that is a debased and cotrﬁﬁted'
supérnatﬁral in which vipiatioh is the rule. And the allusion to
ffarquiﬁ éﬁd rape has.a'clinching efféct, beca#se rape is:the arqhetype
- of the mental tyranny that is a lust of thé eyes."‘hurder ié;indeed
'withef'd' in more than the coﬁventipnai sense-of.allegbrical
personification, and Macbéthié somnambuiism.is the sign of what his'
nature.has come to. In ?his'way, tﬁrough Macbeth;s speeéh,'sﬁhkesﬁeare
"mAkes, for the.comﬁon language,-a langqage of murder. ' ) \
bBecguse of the COntfast beﬁwéen what'M;cbeth's soul comes -to and
Qhat»it hés beéné he is able>to'fee1, in a way coﬁmensﬁfate'with onel of
Fulké ireville's gre?test shoft ﬁoems, the very depth of his iniquity:
,Thét ugly éentre of infernal spi;its‘ _ A "'; -
- Where each sin feels her own deformity

In these peculiar torments she inherits.

Withqut commenting on the'supefb recognitions that follow upoh the

o
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killing of Duncan, I will conclude by examining one small exchange very
'neat the end of the play. Macbeth's most famous speech ends by making
a claim about‘life:u _ ‘
v &%- : it‘is a tale o _ - i
@‘Told by an idiot full of sound and fury, B o é;?
Signifying nothing.
Whatever else thf§§claim is, it is a remark about language, about style,
and the style to which it applies most fully is the bombastic style, the .
style adopted at the‘crucial moment in the action of the play. gMacbeth'sr

attitude is jmmediately placed‘ for the next words in the text are

. “Edter a Messenger,' and the implication is - with a tale Macbeth
responds: "Thou com'st to use thy tongue; thy story quickly The’
messenger, however, does not proceed at once to give his story, or its
‘significance, but instead wonders how best to express it what style
to use. o o - : o

Gracious my Lord, . :
I should report that which I say I saw
- But know not how to do' t.

. He settles on the plain style.

Macb.,, o : : Well, say,. sir.
Messne*As I did stand my watch upon the hill,

Iflbdk d toward Birnam, and anon, methought

The wood began to move.
o~

This 1s wonder on a lesser scale than)the wonder of sound and fury, but
its implications for Macbeth are very great and he finds it impossible
~ not to discover significance in such a tale.
- To pull in resolution; and begin ,
"+ To doubt th'equivocation of the fiend
That lies like truth
In the end Macbeth finds it impossible not to wonder (to doubt), to

draw inferences,'and to'distinguiSh truth and falsity.
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' Shakespeare's mimesis defines character and action in Macbeth ,

by drawing, in language, the limits of wonder. This is}defiuition in-

e
-another sense from the definition of an expository poem such as

, Greville 5 "Down in the depth," bu &t is equally legitimate Wintersls

criticism of dramatic form,‘then, does not take sufficient account of

the fact that drama in a certain sense, is also expository, and that -
the distinction between'the imitative and the expository 1s a false

“distinction. It follows, however, 'that the appeal to imitative form

is bogus, and that Winters's criticism of that aspect of dramatic theory

and practice is correct. True art is not an imitation but a making

.On the other hand Leavis s account of the essentially dramatic or the

essentially poetic use of language does not take sufficient account of

the part played by the simple tools of exposition logic, clarity,vand

J

mere statement. How shall the dramatist make his art without recourse

to these. central ways of wondering7 Shakespeare s astonishing range
of definition in drama, that is, of form is the achievement of mastering
' an equally astonishing range of styles — at the center of which is the

e

plain style

A style is "a principle‘of selecticu and order." When a-

dramatist chooses a style he chooses a way of including and excluding
certain classes of ideas and expressions,_and in verse of certain meters

and metrical practices.,28 The choice is a conscious one, but it does

not fully determine the dramatist s intention for he ‘also chooses his

subject his action, which. may be conceived of as a pure abstract motion,

-
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-or form - The interinanimation of form and style results in the
i)

"embodiment of the author 5 intention.' When a dramatist's subiect is a
y ,
tragic action, ,his problem is to dr termine what can be thought -and

known about death, and his choicelof style therefore, rests. on

b

deciding which styles are capable of tragic effect; The grand style

. ‘and 'the middle. style are capable of nobility and suffering; but -

~

tragedy offers something other than'the nobly suffer§§§?selfu The
: . i N X - .
plainﬁstyle is germane to’poetic tragedy because‘it is a means'of

registering tragic impersonality and the . eﬂotional effect of woe or

wonder.: - : L o .
. Certainly, Greville in Mustapha, and Shakespeare in Richard II
and Macbeth make use of the grand and middle styles. The grand style is

bdr
the medium of high aspiring minds ;(f is well suited to.defining the kind

of wonder they evince. But "horrible periods of exorbitant passions among.
fequals" are not sufficiently plain by themselves to provide "a perspective
 into vice and the unprosperities ofuit.“ For one thing, the "equals,"
the leaders of society, are a very narrow segment, and the high style:“
does not show clearly enough how their‘ exorbitant passions" affect all
of us.here'and now. The middle style is the medium of praise and blame,:
. love and hate,and, especially as perfected in the golden style of lyric
poetry, is well suited to defining the wonder of private personal
feelings.. But isolated personalities,:however intense the isolation:or-
the.personality,_are not'theﬁwhole truth,about humap nature.

| lhe truth is”the‘province?of the plain style. -In the nativeiplain.

f

style it is emphatic, but limited; ig'the‘plain style of Greville»and

2

Shakespeare, improved by refinemgnts in the %hort poem, it is urbane and
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,igclusive; capable of sustaining wonder when confronted with thg/fact
of woe. Sidney provides a clear and succinct statement of the emotional
effects appropriate to ? agedy,“and he also suggeats two of the styles

N

,available to the poet, but %he drﬁ!tist, .in. orcae%o make his play, has

E) }‘, ; '., o] .
to sort out some of Sidné@ s equ vocai~i A e question of sty,ﬂ'
s ?;. 3 ‘
'\3‘5‘ . P

Greville and Shakespeare, Eaking 'a mimeéis}not of m*"-

_———7——‘ Y
action, that.is5 of life,P both have to depend’ more cedgtally on the v
images of life than on the images of wit. Both have to be more careful
to speak truly than to speak curiouﬁ}y It is not true that the
dramatist "nothing affirms, and therefore never lieth " He affirms

. g
something central about the true nature of man, the vulnerable center we

must at alllcostsﬂpreserve. He defines the law of our nature -~ the
. - .

~plain truth of our common language.



= FOOTNOTES
I. Sidney's Defense and Greville's Mustapha

leor Winters, "The 16th Century Lyric in England: A Critical
and Historical Reinterpretation,' Poetry, 53 and 54 (1939), ‘rpt. in
Paul J. Alpers, ed., Elizabethan Poetry: Modern Essays in Criticism
(Oxford: Oxford University Fress, 1967), p. 95.

2In Forms of Discovery Critical and Historical Essays on the
Forms of the Short Poem in English ([Chicago]: Alan Swallow, 1967),
p. 3, Winters repeats, with only minor alterations, his original 1939
description of the characteristics of a typical poem in the native
plain style:

a theme usually broad, simple and obvious, even
tending toward the proverbial, but usually a theme.of
some importance, humanly speaking; a feeling restrained
to the minimum required by the subject, a rhetoric _
restrained to. a similar minimum, the poet: being interested }
in his rhetoric as a means of stating his matter as - ;
economically aw@possible, and not, as are the Petrarchans,“
in the pleasures of rhetoric for its own sake. There 1is
also a strong tendency toward aphoristic statement many
of the best poems being composed wholly of aphorisms, or,
- if very short, being composed as single aphorisms. The
"aphoristic lyric, like the logical lyric, of which the
aphoristic lyric is usually a sub-form, is medieval in
its origins, but certain pogms by Wyatt, Gascoigne, Raleigh,
and Nashe probably represent the highest level to which the
mode has ever been brought. The aphoristic structure, o
however, is not invariable: Gascoigne's Woodmanship, for
example, is cast in the form of consecutive and. elaborate
exposition, and 50 are many poems by Wyatt.

3Lewis, though he does not exactly intend it, supports Winters
‘when he describes what he calls "Drab Age Verse"

The 1anguage is very plain. There is little aureation,
few metaphors, no stylized syntax and ‘none of the sensuous
imagery loved by the Elizabethans

English Literature in the Sixteenth Century Excluding Drama (Oxford:
The Clarendon Press; 1954), p. 222. And Hunter, i1f we make allowance
for modern prejudice in the words 'life-style' and 'persona,’ argues
cogently that choosing one, of the two styles is a matter of more than
literary significance. He comments on two poems:

\'252‘
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A careful reading suggests that neither style is a

version of thé¥other; each has as its aim a distinct
image of the world, and other features are explicable

in terms of this aim. What changes when poets move from
one style to:the other (if they move) is not only literary
style but aléo the life-style. of the persona, who emerges.
from the body of their work.

"Drab- and Golden Lyrics of the Renaissance" in Forms of Lyric, ed.
Reuben A. Brower (New York and London: Columbia University Press, 1970),
p. 7. ' <

4One of the important refinements that‘Cunningham’d/d Trimpi

. offer is to show how the native plain style was made urbane not only by
assimilating many of the experiments of Petrarchan love poetry but also

by absorbing‘isveral of the principles of Latin .verse as well as Latin

prose. As Cunningham says: in "Lyric Style in the 1590s" in The Collected

Essays (Chicago: The Swallow Press, 1976), p. 323, John Donne and Ben
Jonson achieve: '"a style that can_handle circumstantiality and detail,
can accommodate in poetry what we think of as the material of prose,
and yet without modula.ion of manner can strike through to the heart of
‘human feeling." This accommodation -is something that Trimpi discusses
at length, proceeding on the assumption that: :

The application of traditional rhetorical ¢lassifications
and descriptions of prose style to the poetry of the

' Renaissafce can be more extensively explored in Jonson's
case than it has been in the past in those of other poets,
.since his rhetorical statements are so consistent with his
own practise and since he has: left sufficient commentary on
ancient and modern writers to enable us to apply his '
theoretical comments to his particular literary judgments.

/ "'Once such an application proves valuable 'in ‘describing

" Jonson's intentions, it can be assumed to be relevant to
the interpretation of other writers. Although it will be
necessary to find explicit evidence in dealing with their
work, the type of evidence to look for and a way of applying
it shall have been indicated. : '

Ben Jonson's Poems: A Study of the Plain Style (Stanford: Stanford
University Press, 1962), p. 239. While Cunningham and Trimpi demonstrate
continental and classical influences at work in the development of the
native English plain style, .Douglas Peterson in h# book, The English
Lyric from Wyatt to Donne (Princeton: Princeton University Press, 1967),
shows that the courtly verse of medieval England provides many of the .
origins of the eloquent style and that, in most cases, 'eloquent' is“a
more apt descriptive term than either 'Petrarchan ’or golden.'

For example, two recent editors print an outline of the
Defence indicating that it has the seven parts of a classical oration —-
even though they do not quite agree on what the seven parts are. See
Geoffrey Shepherd, ed., An Apology for Poetry (London: Thomas Nelson °

%
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. and Sons, 1965) and Jan Van Dorsten, ed., A Defence of Poetry;(Oxford:

Oxford University Press, 1966).

V6The quotation is taken from Van Dorsten's edition, pp. 71, .72.
Subsequent quotations from the same edition will be noted parenthetically

"in the text. .

.79The’Two Voices of Sidney's Apology for Poetry{".Englishv
Literary Renaissance, 2 (1972), 83-99. ' v ,

: 8Despite the oddity of his conjectures, Hardison's conclusion
gives good. support to the idea that there are two distinct styles -
available in sixteenth century England.

Close‘reading'of'Sidney'sxAQologz leads inevitably,
I think, to- the conclusion that it speaks in two distinct
and’' discordant voices. The first is the familiar voice
of humanist poetics. - Its basic debts are to Plato, the
neo-Platonists, and Horace, and it is heard most clearly
prior .to Sidney in the writing of Boccaccio, Politian,
Daniello, and Tassd._ It results not only in a4 particular
content in the Apology, but also to some degree in a
- particular form -+ the pattern of the forensic oration,
using the poeta, poesis, poema schema attributed'to
~Horace. 1Its tone is affirmative and inclusive. It -
welcomes classical and medieval poems, mixed forms,
allegory and fable, and complex, sometimes obscure ’
diction. 1Its key ideas are inspiration, the superiority L
"~ of imagination to reason and nature, and the power of
poetry;’through its emotional appeal, to cause praxis
rather than gnosis. o R
The second:voice is that of ‘incipient neo-classicism.
1 Its tone is prescriptive, sometimes satiric or openly
scornful, :"It is exclusive rather than inclusive, fo¥r
it %;Pﬁﬁﬁb the critic to act as -a judge, censuring and
evers ¥¥dluding work which is flawed. It is suspicious
L offéllegory and complex diction, and it ridicules mixed
v, - forms. 1Its tbuchstonegyate the subordination of - o
% imagination to reaspun and nature, the need for artistic
" 'rules," the interpretation of imitation as copying.
masterpieces, afid insistence on verisimilitude —- with
- the corollary‘of the three unities —- .in drama. (p. 97)

For a discus@idﬁ,of the relétidnship,bEtween poetic styles in drama -
and the doctrine of imitation see Chapter' III,"Macbeth: Style and Form."

9.v. Cunningham, Woe or Wonder (1951), rpt. in The Collected
Essays (Chicago: The Swallow Press, 1976), p. 53. Most references to
Cunningham's work are from his collected essays, hereafter abbreviated

'
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0All quotations from Mustapha are taken frOm Geoffrey Bullough's\

edition of the Poems and Dramas, II (Edinburgh: Oliver and Boyd, 1939),
and act, scene, and 1ine numbers will be cited in the text. c

llSelected Writings of Fulke Greville, Athlone Renaissance
Library (London The Athlone Press, 1973) : '

12,
Rot.vin:Poems and Dramas, I, pp. 25, 26.

N —

3'F'Introd't.nc't:ion to Poems and Dramas, 11, p 58.

»

14Cunningham, CE, P 10

15The change is noted in Bullough's "Commentary,' which collates

the four major texts of the play, Poems and Dramas, vol. II p. 245.

16Cunningham,.g_l::_, p. 87. . .f. o T _a.

1Nowell smith, ed., Sir Fulke Greville's Life of Sir Philip
Sidney (Oxford: The Clarendon Press, 1907), Pp- 222-225. \The letter 's'
has been modernized A ‘ : _ 4

<

l8Poems and Dramas, I, pp. 180, 181 )

19Life..of-Sidney,-p -151

LY

- ~?OSee the Life of Sidney, PP- 155 157. Many of the arguments
for an R} inst tgs claim that the play used by the Essex conspirators
on February‘ was Shakespeare's are summarized by E.M. Albright,
"Shakespeare’ chard II and the Essex“Conspiracy," PMLA, 42 (1927),H
686-720. .

21

"Introduction" to Poema' and Dramas, vol' I1, p. 1.

“’?&% 22Similarly, Constance in Shakespeare [ King John apostrophizes
dﬁ%}h éy"Thou.hate and terror to prosperity" (III, iv, 28), and :
convertely, Achmat in Mustagha decides in the end that he must defend
§piiman, if only for the sake of the prosperity that his rule has
guaragteed An the past: he will ". . . stfive/ To save this high rais' d
Soueraignitie,/ Under- who§e wings there was Prosperitie" (v, i1, 112-
114)* In Paradise Lost Milton gives Satan a speech showing the two
meattings of 'prosperity’ (succéss and morality) pulling against one
another. - Satan argues that since in Hell there 1s "no good/ For which
to strive" the fallen angels with this "advantage"‘ an'

. _now return. .’

To claim our just inheritance ‘of old,

Surer to prosPer . than pridperity - :

Could have assur'd as; and by what best way,

Whether of opemWar or covert guile, . -
We now debate ho can advise, may speak. (II 11. 37-42)

LN

Though Satan ends by asking for advice about a. 'best way,' which

]
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presupposes. the ability to make moral choices, this contradicts his
earlier remarks about their prosperity”being more assured because of the
absence of any good for them to choose. Milton's perspective into the
unprosperities of. vice is, like Greville' s, traditional. The ‘quoted
lines are from Merritt Hughes's edition of the Complete Poems and Major
-Prose (New York: The Odyssey Press, 1957).

23Aristotle on the Art of Poetry, trans. Ingram Bywater (1909),
rpt. ‘in The Works of Arixtotle XI, ed. W.D. Ross (0xford: The Clarendon
Press, 1924), 1460b23-b26. : o ’ S :

p—

b}

24Cunningham,‘§§, p. 55.
Trimpi, pp. 68-70._ o R
26The ‘Poems of Sir Philip Sidn ey, ed. William A Ringler, Jr.,
(Oxford The Clarendon Press, 1962), p- 173 '

. 27Poems and Dramas,'I, P. 78. .Thom Gunn has an excellent
discussion of this poem in his "Introduction" to Selected Poems of
Fulke Greville (Chicago The_Universityfof,Chicago Press, 1968), pp.
21-23. R ‘

>

ﬁ' 28Qu0ted from Ringler's edition, p. 38.
9Unless otherwise noted quotations from Shakespeare are from }

The Complete Works “bf Shakespeare, ed Hardin Craig (Chicago: Scott,
Foresman and Company, 1961)

N

30Seven Types of Ambiguity (1930, rpt. Harmondsworth‘ Penguin ,
Books, 1973), P 59. -

3}Ringler, p. 148.°

R : . P

2 idney s Poetic Development (Cambridge, Mass.. Harvard .

University Press, 1967), p. 127 Lo 0 . , e
, 33For definitions of the terms in parenthesis see’ Cunningham,'
-CE, p 98. ! : X :

; ~

2 34Poems and Dramas, I, P- 84

5The Poems: of Sir Walter Ralegh, ed. Agnes M C. Latham
””TEambridge Mass.: Harvard University Press, 1951), p .50.

"The Axdible Reading of Poetry" in The Function of Criticism
(Chicago Alan Stallow, 1957), pp. 92, 93

37This phrase is offered by J V. Cunningham as a definition of

'imagery, "' CE, P- 167

©

38See especially ElizaHeqhan and Metaphysical Imagery (Chicago
' The University of Chicago Press, 1947), pp. 251-280. '
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39"Sidney pérfected most of the lyrical gracés,iand worked out

" 4in detail-;he relationships between elaborate syntax (that is, the forms
. of reason) arnd a variety of beautiful stanzaic and linear structures:
_ he-thus became the school-magker of more than a century of poets . . . ."

Forms of Discovery, p. 28. . oo

. AOThe phrase is cited in the OED as an.illqstrationlbf the use
of the word 'equipoise' and is attributed to Samuel Johnmson.

“lon_the Art of Poetry, 1450b18-b20.

ézﬁotton's remark in a letter to the Queeﬁ is quoted by Trimpi,
pP. 190.  Trimpi also quotes Edmund Bolton (Hypercritica, c. 1618),
an admirer of the plain style, who commends especially Sierulke Greville

for "his matchless Mustapha' (p. 115).

II. Richard II: Apprenticeship in Tragedy

1Among the earliest'tofiecogni;p»the sweet stylé in Shakespeare
are Richard Barnfield, John Weever, and PFrancis Meres. Barnfield's
praise in 1598 of’ Shakespeare's "honey-flowing vein" (Poems in Divers

Humours) 1is echoed by Weever, who in 1599 uses the epithet "honey-
~tongu'd" (Epigrams in the Oldest Cut, and Newest Fashion). Meres's

remark in Palladis Tamia, Wit's Treasury (1598) has become the most
famous of the three: '"The sweet, witty soul of Ovid lives in mellifluous
and honey-tongued Shakespeare, witness.his Venus and ‘Adonis, his Lucrece,

‘his sugared sonnets 'among his private friends." All three are

conveniently cited in S. Schoenbaum, Shakespeare's Lives (Oxford: The
Clarendon Press, 1970), pp. 53, 54. o

Zprancis Meres again provides apn interesting note, for after
claiming that, "As Plautus and Seneca are acéounted the best for comedy
and tragedy among the Latins, so Shakespeare among the English is the
most excellent in both kinds for the stage,” he cites Richard I as
his first example of Shakespearean tragedy. That he also cites

Richard III, Henry IV, King John, Titus Andronicus, afd Romeo and Juliet —

suggests that he saw no sharp division between history plays and
tragedies. For a:facsimile_reproductibn of Meres's remarks on )
Shakespeare see S. Schoeﬁbaum, William Shakespeare: A Documentary Life
(New York: Oxford University Press in associlation with The Scolar Press,

1975), p. 40. . - L . | _ -k

' 3Samuel Taylor Coleridge: Shakespéarean Criticism, ed. T.M.
Raysor (London: J.M. Dent and_ Sons Ltd., 1960), I, pp. 125, 126. The
translation of ‘the Greek phrase is taken from Terence Hawkes, ed.,

/-
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P“,

Coleridge on Shakespeare (1259; Tpt. Harmondsworth Pqﬁgﬁin Books \l969),

p. 241. ] _ : #
4On the Art of Poetry, 145lal6-al9. <o ; L “‘ﬁv\ ’; :
 %0n the Art of Poetry, 1450b8-bl2. °~ fa '
6Raysor, II, p. 231. ﬁ % . Af
7 ﬁi: f: e
The foregoing paragraph is congruent with an arg ;aput ‘ 4
forward by George Whalley, "The Aristotle-Coleridge Axis," Tg, az*‘ ECTE
(1973), 93-109. , "R R
V 2 S
8 ) B L\ 1)
Raysor, I, p. 126 ‘
» 9"Tragedy and the- 'Mediun,'" Scrutinz, 12 (1944), pp. 255, 256,
and‘258 | o - -
i 5 .

1Q"Tragedy and the 'Medium,'" p. 260.

o ll"Preface to Shakespeare" (1765) in Johnson on Shakespeare,-l;
ed. Arthur Sherbo, The Yale Edition of the Works of Samued Johnson,

- VII (New Haven and London:. Yale University Press, 1968), p. 7. «

: ‘ , A R
: \ o ~ - PR » . \"’ \ ra
B. The Standard: The Moral and the Golden % -

{

{
'

‘ lFor example,-in ‘the second book of "Of the Dignity and
Advancement of ‘Learning" 'he divides all human learning into history,
poesy, .and philosophy with reference to the three intellectual faculties,
memory, imagination, and reagon, but then is forced to dismiss from e
poesy satires, elegies, epigrams, odes and the like and refer them to
philosophy and the arts/of speech.” The Works of Francis Bacon, VIII,
eds. James Spedding, Robert Ellis, and Douglas: Heath (Boston Houghton,
Mifflin and Company, 1?57), pp. 407 and 439

Y

2"Answer to Davenant s Preface 'to Gondibert" (1650), in Critical
Essays of the Seventeenth Century, II, ed. J.E.. Spingarn (1908; rpt.
Bloomington: Indiana University Press, 1957), p. 59. 1In Leviathan
(1651), ed. Michael ‘Oakeshotit (Oxford: Basil Blackwell, 1946), p. 15
Hobbes discusses: the’"faculty of invention" in his third chapter, "of
the Consequence or. Train of Ihaginations," where he asserts that 'we
have no transition from one imagination to another, whereof we never- ‘
had the like before in our senses" (p. 13). The implications for poetry .
of this argument and its later adumbration in the associationism of ‘
John Locke have not:yet been fully explained.

3An interesting defence of this kind of critical approach to
literature is found in John Fraser, ''Stretches and Languages: A
'Contribution to Critical Theory," College English 32 (1971), 381- 398!
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4A.ppreciations, 4th ed. (1901, rpt. London: Macmillan and Co ,
1967). See especially pp. 202,.203.

~

5Mimesis, trans. Willard R. Trask (1953,‘rpt Princeton'

Princeton University Press, 1971), p. 322.

6Madeleine Doran, 'Imagery in Rlchard I1' and in 'Henry SAAR

"/ MLR, 37 (1942), 113-122, discusses the differences in the quality of
.imagery between Richard II and 1 Henry IV, vwhich she summarizes as the

différence between "enunciation and suggestion.' Her observations
support the idea that 1595-97 is a crucial stage in Shakespeare s poetic
and dramatic growth. .

7Unless otherwise noted, quotations are from Richard II,. ed.

~ Peter Ure, The Arden Shakespeare, 5th ed. (London: Methuen and Co.
1961). Act, scene, and line numbers will be given in parentheses after

the quotation.
8Ure,""Notes"'to Richard II, p.’48,

9Ben Jonson restates this Aristotelian principle succinctly in
"Discoveries" after outlining the main qualities of epistolary style:
brevity, perspicuity, vigour, and discretion: "The last is; Respect to
discerne, what fits your selfe; him to whom you write; and tpat which
you handle, which is a quality fit to conclude the rest, Because it doth
include all." Ben Jonson, VIII, eds. C.H. Herford and Percy and Evelyn
Simpson (Oxford: The Claremdon Press, 1947), p. 633.

1OUre, "Appendices III and IV," pp. 206-207.

ll"Symphonic Imagery in Richard II," PMLA, 62 (1947), 339-365.
This article takes as its starting,point Walter Pater's claim that:

. . . the play of Richard the Second ‘does, like a musical

" composition, possess a certain concentration of all its
parts, a simple continuity, an evenness in execution, which
are rare in the great dramatist. With Romeo and Juliet, that
perfect symphony (symphony of three independent forms {The
Sonnet: the Aubade: the Epithalamium] set. in a grander one
which it is the merit of German criticism to have detected)
it belongs to a small group of plays, where, by happy birth
‘and consistent evolution, dramatic form approaches to
something -l1ike the unity of a lyrical ballaﬁ, a lyric, a song,
a single strain of music Appreciations, pp 202 203.

Alcick combines these musical analogies with the idea that poetry is
essentially a matter of association: "In. Richard II we see the crucial
intermediate stage in the development, or perhaps more accurately, the
utilization of Shakespeare's singular associative gift" (p. 364). Where
Richard II is concerned, his atticle is more immediately relevant than

Wolfgang | Clemen's The Development of Shakespeare's Imagery (Cambridge, -
‘Mass. : Harvard University Press, 1951), and in fact Clemen, when

‘ ‘ ) [h3S
I : . b
|

| E)
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discussing this play, is indebted to Altick throughout Several critics
have followed Clemen and Altick in ascribing a dramatic. and/or a
musical function to the imagery of the play. See Arthur Suzman, "Imagery
. and Symbolism in Richard II, sQ, 7 (1956), 355-370 and K.M. Harris,
"Sun and Water Imagery in, Richard II: Its Dramatic Function,'" SQ, 21
(1970), 157-165. Karl Felsen adds a "fugue" to Altick's "symphony''

(both varYations on a theme from Pater), "Richard II: Three-Part
Harmony,' $Q, 23 (1972), 107-111.

12p1tick, p. 341, n. 6. | \
13 i Ay - -
Altick, pp. 341, 342. ‘

a1 eack, p.'342

”

Y

15The King's Two Bodies (Princeton. Princeton University Press,
.'1957), p. 24. Kantorowicz argues that Richard II ". . . is the tragedy
of the King's Two Bodies," and that, at some points, Shakespeare may
have been influenced directly by:Edmund Plowden's Reports of a dispute
over the Duchy of Lancaster, tried in the fourth year of Elizabeth I.
In Plowden's account, the crown lawyers rely heavily.on the argument
that the king has in him a "Body Natural' and a "Body Politic."
* 16Induction to Tragedy (1939; JYpt. New York: Russell and Russell,
1965). See especially PP- 56 57. \
, 17Shakespeare 8 History Plays (1944; rpt. Harmondsworth.
Penguin Books, 1969), p. 268. Matthew Black, commenting on Gaunt's
speech makes nearly the same claim: ". . . the.true protagonist in
's history plays is England," The Life and -Death of King,Richard the
SecOnd, ed. Matthew Black, A New Variorum Edition of Shakespeare
(Philadelphia ar1 London: J.B. Lippincott, 1955), p- 102 '

.

Quoted in Ure,- "Notes,' P 50 i‘ f' ,' B - v
. . ' oo '
» lgCunningham, CE, p. 97. - cop e
r 20 ‘ i i ! ; ' - '
Cunningham,,gg,,p. 19.
21"Medieval Idiom in~Shaﬁespeare,“chrutiny,.l7 (1950), 186.

22Cormican, p.'188.~ uﬂ

_ 23Cormican p. 200. L.C. Knights's chapter on Shakespeare in
Public Voices (London: Chatto-and Windus, 1971) uses Erich A. ‘erbach's e
‘term to support an argument that is something like Cormican's: “Perspective
consciousness, then, is not simply a matter of opening up and. filling
in something we can safely think of as 'background'; it is a steady
reminder that what political and social questions are, ultimately, about
is ‘the ways in which one person or group of persons affects another.
person Or group of persons" (p. 37).

24Cormican,.p. 187.
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C. 'The Standard:. The Metaphysical and the Shakespearean

1

o l"A Discourse Concerning the'Original and Progress of Satire
(1693), in Essays of John: Dryden, II, ed»W.P. Ker (Oxford The Clarendon
Press, 1900), p.-19.

?"Cowley," in Lives of the English Poets, I;_ed} George .
Birkbeck Hill (Oxford: The Clarendon Press, 1905), p. 20. :

3

"On Metaphysical Poetry," Scrutinz, 2 (1933), pp. 226, 227.

4Smith p. 228.

5??%,3- . 231-235, -

‘ WAMe ﬁgﬁyﬂical Baroque and Precieux Poetry (Oxford: The
Clarengon Pressy” 1953). : .
a, /
7Thom Gunn, p. 113. \ ‘

8

Poems andbDramas, I, p. 133.
"9Smith, p. 237. . C | £

lOShakespeare and Elizabethan Poet (London Chatto and Windus,
1951), p. 37.

ll"Introduction," to The Poems The Arden Shakespeare, ed.
F.T. Prince (London Metheun and Co., 1960), p. xliv.

]

12Prince P xliv

13Cormican, p 192

& 14Lectureéfhnd Conversations on Aesthetics, Psychology and
Religious Belief, ed. Cyril Barrett (Berkeley and Los Angeles

University of’ California Press, 1972), p. 8.
15

J

Smith, pp. 235, 236.
,‘;6See,.for example, Donald Guss, John Donne, Petrarchist (Detroit;
Wayne State University Press, 1966) and F.R. Leavis, Revaluation

- (1936; rpt. London: Chatto and Windus, 1962), pp. 1l-14.

IR

17Cunninghem, QE, p. 324.

: 18Herfotd and Simpson, VIII, p. 216. Cf. the last line of "To
Penshvrst": ". . . their lords have built, but thy lord dwells" (p. 96).
¢f. also, fdr an interesting account of the metaphysical content .0of the
distinction between 'built'“and 'dwells,' Martin Heidegger' s discussion
of Holder%in, ", . . Poetically Man Dwells . . . ,'" in Poetry, Language

Thought, trans. Albert Hofstadter (New York: Harper and Row, 1971).

[
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19Cunninghaﬁq CE, p. 168.

2ORaysor, 11, p. 144.
. e
~ lsmien, p. 235,
22John Donne, The Elegies and The Songs and'Sonnets, ed. Helen
Gardner (Oxford The Clarendon Press, 1965), p. 80.

23p1t4ck, p. ' 350.

24"Shakespeare 8 Poetry," in)A New Companion to Shakespeare.
Studies, eds. Kenneth Muir.and S. Schoenbaum (Cambridge: Cambridge
University Press, 1974), p. 104.

25

Kantordwicz, in discussing this passage, puts the point
somewhat tendentiously in.favour of Richard: "The fiction of the oneness
of the double body breaks apart" (p. 31). The word 'fiction' over-
simplifies thej problem of the king's:two bodies, and Kantorowicz,
looking at the play alongside more p(destrian historical documents,
.. overrates’ Shakespeare 8 treatment of it in Richard Il when he calls it
“"one of Shakespeare's "greatest plays" (p. 26). For an interesting modern
defence of the monarchy.as a poetic and religious institution see
Donald Davie, "Editorial," PN Review 5, no. 1 (1977), 1, 2.
’ 26Wilson s Arte of Rhetorique (1560), ed G.H. Mair (Oxford:
The Clarendon Press,. 1909), p. 204. The letter 's' is modermized.

27A Shakespeare Glossary, 2nd ed (1919; rpt. Oxford: The
Clarendon Press, 1941).

28

Ure, "Notes, p- 56

29A Defence of Poetry, P. 70 Demetrius's definition is quoted’
An. Trimpi ' "fngidity overshoots the expression appropriate to the
thought™" (p. 8

30"Tragic Effect and Tragic Process in Some Playséof Shakespeare,i
and Their Background in the Literary and.Ethical Theory of Classical
Antiquity and the Middle Ages," Diss. Stanford, 1945, p. 37. Ruth
Wallerstein presents a similar view of intuition when she says that
images in Milton and Donne are ". ..., the substance of a concentrated
intuition that draws thought and feeling inward to a center." tudies
. in Seventeenth Century Poetic (1950; rpt. Madison .and Milwaukee

The University of Wisconsin Press, 1965), pP- 140

‘ 31Stanley Wells, ed.; King Richard ‘the _Second (Harmondsworth
Penguin Books, 1969), p. 193

: 32Education and the University, 2nd ed (1948; rpt. London;“
Chatto and Windus, l965), p. 81. ‘ ' :
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34

263
33Cunningham, "Tragic Effect and Tragic Process . . . ," pp. 31,

Sherbo, I; p. 431.

35Tudor to Augustan English (London: Andre Deutsch 1969), P 123

36Partridge s discussion of some of the difficulties of the .

subjunctive in general opens ‘up in part the question of to ‘what extent
the plain style is inherehtly moral. He begins by quoting HiW. Fowler.

~Modern English Usage, pp. 574-78. Here are the more _»-'f

-

The modern situation of the subjunctive mood, especiallyL
its relevance to style, has been summarized’ by qu&e% in

&

=y

important of his findings: RERA m“f“ oy
. . subjunctives met with today, outside the fewﬂtruly :

living uses, are either deliberate revivals by poets. for. B
legitimate enough archaic effect, or antiquated survivals‘t”
as in pretentious journalism, infecting their context with

“dullness, or new arrivals possible only in an age to whieh -
the: grammar of the subjunctive is not natural but
artificial. . . They diffuse an atmosphere gf dullness
and formalism over the writing im whic¢h they dccur; the .-

_motive underlying them, and the effect they produce, are.

% the same that attend the choosing of FORMAL WORDS . Ce

oy That two verbs whose relation to their surroundings is »
precisely the same should be one subjunctive, and one = ' i
indicative, is an absurdity that could not happen until
the distinction had lost its reality e . :

The situation, as Fowler depicts 1it, was clarified only in

the eighteenth century, despite the gradual decline of the

. inflectional subjunctive since the’ sixteenth. To express

non-factual relationships between subject and predicate a
device' is indispensable, no matter what modal form it takes.
Conditional, concessive and final clauses, among others,
contain wish—fulfilling statements of-a non- -factual kind,
which, since the Tudor period, have been communicated by the
periphrastic subjunctive substitute, with modal auxiliaries,
such as may, might, have, shall, will, should and would.

These became necessary because there was so little distinction
between the indicative and subjunctive forms of most verbs, o
except be. (p 123)

,Despite his agreement with' Fowler on modern usage, Partridge goes on to

give numerous examples of the varied and rich use of the subjunctive. in

Chaucer, Spenser, Shakespeare, and Jonson. One has little difficulty
agreeing that some such device is "indispensable.'" . The notion that the
~subjunctive is limited to expressing non-factual relationships, however)
is open to some .qualifications, even though the writers of textbooks in
logic agree with the grammarians on this point: propositions in the .
conditional tense, or subjunctive ‘mood, or hypothetical syllogisms are

called

'counter-factual. But, in truth, the subjunctive can be used

£
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with striking effect to set up a ﬁoint.éf view, a way of looking at
things, that makes possible a more accurate perception of tne 'facts.'

For example, Richard, when asked to 'cqnfess‘ his crimes during the
deposition scene, speaks to Northumberland:

- Gentle Northumberland,
If thy offences were updh record, ’
Would it not shame thee, in so fair a troop,
To read a lecture of them? If thou woulds't, =
There shoulds't thou find one heinous article, :
Containing the deposing of a king, - o ’
. And cracking the strong warrant of an-oath,
Mark'd with a blot, dammn'd in the book of heaven. (v, ii, 229-
. . B - 236)
- These qu?éfé?e essentially plain in style. The subjunctive is here
remarkably effective in declaring flatly.what is the ‘case. . :
Northumberland's offences are on record. (in Shakespéare'svhistory7playb, :
not to mention the numerous hiétoricgl records; or, if this is thought ’
to be anachronistic from the perspective of the speaker, the deposition
 ceremony itself must be a kind of record or it would lack ‘the formality
necessary to effect the transfer of the crown). . Those records do-indeed
- contain the article Richard mentions. That Northumberland ought to be
shamed is, of course, no guarantee that he is or will be shamed. But
" gubsequent events in the history plays confirm Richard's remavks.
' The point is that for Shakespeare, as for a good many of his
contemporaries, questions of 'fact' on any subject of truly human .

. concern, are mostly inseparable from questions of moral and spiritual

value. The1Renaissance”p1ain style, in the time preceding the influence
of Francis Bacon and the establishment of the Royal Society, is

- dedicated to expressing as definitively and literally as possible the
full significance of any given aspect of reality. It is, therefore,
inescapably moral. It is also'deeply,qommitted to the use of the
subjunctive. (An interesting thesis, though ‘it would require a good
‘deal of hisporical'investigatioh-to support, would be that the decline -
and banishmént of the subjunctive is intimately connected to the rise
and -triumph of empiricism.) Shakespeare's use of the plain style is not
a way of describing isolated empirical facts, but of describing that '
widespread communal agreement about what the facts are and what their
value or importance is that we call iiteral truth. ’ » '

o ""37"Ri¢hard.11 and the Woods;ock-Mﬁrder," SQ, 22 (1971), pp.
341, 342.. — U = .

*stfench, P- 341;
/39 N

.

French,(pp.,338, 33%.

: QOA.P.'ébSSiter, Angel With Horms, ed. Graham Storey (New ’or!
“Theatre Arts Books, 1961), pp. 23-39, argues that because too much,
information is left.behind in one ‘of. Shakespeare's sources, the anonymoys.
Elizabethan play*Woodstodk, Richard II is deeply flawed. French is

hd

-
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-

right to replj (p. 344) that this kind of reliance on an earlier play" o
is not in itself a flaw -~ though we still need to ask how good an
understanding Shakespeare offers in his treatment of similar matter. '

D. .Reductions: Style andithe‘Character of Bolingbroke
L b : .

lKenneth Muir, "Shakespeare Among the Commonplaces," RES, 10
(1959), 283-286, points out just how proverbial Gaunt's consolations are
and cites possible analogues in Erasmus . and Cicero ' .
2The phenomenon of a plain style., emptied of- moral content

suggests, perhaps, a character who is at least capable of acting in

accordance with Machiavellian principles. A useful article by Irving
Ribner, "Bolingbroke, a True Machiavellian," MLQ, 9 (1948), 177-184,

lists some twelve or thirteen ways in which Bolingbroke s actions are a
manifestation of the "actual Machiavellian philosophy" (in contrast to
the "burlesque stage 'Machiavel''). Ribner, however, offers no
interpretation of how Shakespeare judges those actions. D.A. Traversi,

speaking in a- similar vein, does tackle this larger-issue: '. . . the
development of a political capacity that recalls, in its various aspects,
the Machiavellian conception of the Prince . . increasingly poses

for Shakespeare, whose thought was at once more, traditional and less
limited to the political than that . of the great Florentine, wider
problems more definitely moral, even religious, in kind." An Approach
to Shakespeare, I, 3rd ed. (New York: Doubleday and Co., 1969), p. 263.
Bolingbroke's narrowing of the plain style can be seen for what it is
.because other stretches of the play exhibit a plain style that is moral.

3D A. Traversi, Shakespeare From "Richard II" to "Henry V"
(Stanford: Stanford University Press, 1957), p. 29, remarks that

’ -Bolingbroke s indictment of Bushy and Green reveals two essential aspects

of his nature: '"his separation of spiritual and political responsibilities
- and "his anxiety to seek public justification for his necessary '
‘ruthlessness." i B

4French P 343 o . vi ‘ ..?.

5Kenneth Muir ed., The Tragedy of Ki;g Richard the Second
(New York: New American Library, 1963), P 91

. 6"Dramatic Techniques and Interpretation in Richard II," in

Early Shakespeare, Stratford Upon Avon Studies, III (London: Edward
Arnold, 1961), p. 110. Coleridge says: "Bolingbroke had an équivocation
in his mind, and was thinking of the king, while speaking of ‘the castle.
. Raysor, 11, p. 148 :

Quoted in Ure; "Notes," p. 108f

Se1ls, p. 224.
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A

i(_ggge Bblingbroke, silent or very'nearly sileht at certain.
crucial mowents of the play, does not-present a great deal to work with
for an an¥iAg{s of style; this chapter is accordingly brief. Brents
Stirling, 'N§ ﬁﬂgbrokefs 'Decision,'" .SQ, 2 (1951), p. 30, comments -
pointedly on /g}: _
of which [B017§§bioke] becomes the living symbol, is essentially a _

- tacit vice." “#fd) Wilbur Sanders, The Dramatist and the Received Idea
(Cambridge: Camp¥idge University Press, 1968), p. 66, summarizes nicely
some of the implications of the silences for an understanding of

-5

Bolingbroke:

We have seen that Shakespeare's treatment of the man is
largely a series of vast lacunae, so that the understanding
« of his character is dependent on the tricky business of
interpreting his silences. But they are silences of a
definite shape and outline and they are filled out by the
- overt acts of state which separate them, Or -- sometimes
more revealingly -- by the garrulity of his comrades-in-
arms. In fact there is a good deal on which to build an
estimate of the man. Hig silences are, to put it sharply,
the void where moral‘consciousnessbshould be at work.
This section, discussing very briefly Bolingbroke's moral consciousness,
or lack of it, and the concomitant narrowing of the plain style, is
supplemented by material in parts F and G. '

E. Deflections: Style and the Characteerf Richard

lQubted in Ure, ﬁNotes,"’p,'llS.

2The' emotional effects of wonder and woe are mentioned more or
less explicitly by a number of characters who - serve something of a
choric function in the play. Congider the Queen's forebodings after
Richard leaves for Ireland: ". . . I know no cause/ Why I should
welcome such a quest as grief" (I1, 41, 6, 7); and, "But what it is that
is not yet known what,/ I cannot name: 'tig nameless woe, I wot" (II,
ii, 39, 40). York, who confirms some of her misgivings, expresses
similar feelings in the same scene: ". . . what.a tide of woes/ Comes
- rushing on this woeful land at once!/ I know not what to do e Wt
(II, 14, 98-100). As woe becomes more specifically identified, not-
knowing. (or wondering) becomes more directly concerned with what action
should be performed or with what thought is appropriate. Thus, the
Welsh Captain, in the first of the two most obviously choritc scenes in
“ghe play, argues:. '

'Tis thought.the-king is dead; we will not stay. .
The bay trees in our country- are all wither'd,

e
&

Yis aspect of Bolingbroke's character: ". . . opportunism, -
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And meteors fright the fixed stars of heaven,

The pale-fac'd moon looks bloody on the earth,

And lean-look'd prophets whisper fearful change. . . .
(I1, 1iv, 7-11)

For those who have not the opportunity to try to escape their fears,
the only relief from woe is wonder, as the Queen disc0\ers in the .second
of the choric scenes. Her lady is. unable to devise any "sport' in their
"garden" that will drive away "the heavy thought of car " (III, iv,
1, 2), and the Queen rejecting her suggestions, turns © wonder what
the gardeners will say- about the present state of affa
: 3Tillyard comments on the readiness of an Elizabethan audience
to look for a-symbolic, political meaning in the garden scene and claims,
moreover,  that, "the gardener gives both the pattern and the moral of
the play' (p 256).

Q4 Ure, "Notes,"'p; 151.
5Winters, "The 16th Century Lyric in England,"‘p. 122. ’

6Style; Rhetoric, and Rhythm, eds. J. Max ?atrick et al.
(Princeton Princeton University Press, 1966), p. 221.

7"The 16th Century Lyric in England " p. 120,
8"Thep16th Century Lyric in England," p. 121.

Yor to put the point in the terms of F.R. Leavis, cited in
. chapter I, part A: the enclosed self, the nobly suffering self, or
_ the ready definéd will is radically untragic.

loFlorio s translation of Montaigne appeared in 1603 and is.
_generally thought to have influenced Shakespeare in the writing of
King Lear. Most of the commentators focus on the influence of
Montaigne's philosophy or his vocabulary, the influence of his principles
of style may have even broader implications

Quoted in Black, p. 182.
Quoted in Black, PP- 180, 181. The‘square brackets are Black's.
-'l3See Charlton Hinman, ed. Richard thé Second: 1597, Shakespeare

Quarto Facsimiles, No. 13 (Oxford The Clarendon Press, 1966), I1I,
ii, 6-26. .

14Qixoted in Ure, "Introduction,” p. xv. -

Beroll, p. 221.

l6Auerbach, P- 288,
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17Auerbach p 298,

18Clemen, for example, remarks that "In the full comnsciousness
of his kingly dignity, the king frequently compares himself with the sun-
. + . these sun Images underline the majestic splendour of the king
. " The Development of Shakespeare's Imagery, p. 59. Peter Ure
suggests that, '"Osdar Wilde seems to have been the first to note‘the
connexion between Richard's suu—badge . . . and the sun-imagery"
("Introduction," p. 1lxxi). See also, Paul Reyher, "Le Symbole du
Soleil dans la tragedie de Richard I1," Revue de 1'Enseignement des .
'Langues Vivantes, 40 (1923), 254-60; Caroline Spurgeon, Shakespeare's
Imagery and What It Tells Us (Cambridge: Cambridge University Press,
1934), pp. 233-235; J. Dover Wilson, ed., King Richard II (Cambridge:
Cambridge University Press, 1939), pp. xii, x{ii; Samuel Kliger, "The
. Sun Imagery in Richard II," SP, 45 (1948), pp. 196-202; and S
Heninger, Jr., "The Sun—King Analogy in Richard II," sQ, 11 (1960),
pp. 319-327. As part of his argument that in Richard I1 Shakespeare
for the first time is”"wholly successfully" in developing the tension
between the ideal and the actual, Heninger claims that the figure of
the sun-king is also wholly successful

.'the sun-king‘image unifies the other expressions of

~ ideal government that appear throughout Richard II and-
draws the political issue into focus, thereby increasing the
intensity of the climactic action.  The image embodies,
develops, and tests the basic political theme that the
personal conduct of both king and subject must subsist
congruously within the framework of God's natural order.
The sun-king concept 1s an 1deal, an absolute, a fixed-
point,\the hub of Fortune's wheel, about which Richard and
Bolingbroke turn, the well-pulley around which the buckets
of the adversaries rise and fall. (p. 325)

"In this way an 'image becomes a 'key to the”play.

Quoted in Black p. 184.

20Ure,b"Notes,' P- 96.

Sherbo, I, p. 439. A.R. Humphreys, Shakespeare: Richard II

fStudies in English Literature, No. 31 (Londén: Edward Arnold, 1967),

p. 46, gives a representative modern re8ponse that, even. while seeing
- through Richard's complacency, is enchanted by his powers of expression:
"His sudden lyric devotion to England and the Divine Right of his office
is an indulgence the fantasy of which the practical Carlisle rebukes,
but its sentiment and -extravagance are compelling, even though every.
phrase shows his assumptions to be volatile and gratuitous " Similarly,
M.M. Reese, The Cease of Majesty (London: Edward  Arnold, 1961),; p. 237:
. "The words are splendid, but they bring short comfort to the speaker "

Se 22Newbolt s suggestion, quoted in Black, p. 187.
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238en Jonson, VIII, eds. Herford and.Simpson,ip. 584. |
245mith, p. 235. | o .
25Johnson on'Shakespeare, I, p. 441. R N C

26'I'he Variorum ed. quotes Ivor John who points out that "the

title page of the additional part of [The Falls of Princes] added in
1554 read 'A memorial of suche Princes as since-'the tyme of King
Richard the Seconde have been unfortunate in the Realme -of England '

27'I'he Imperial Theme, 3rd ed. (1951; rpt. London: Methuen and
Co., 1965), pp. 351, 355. E.K. Chambers is in general agreement with
‘Wilson Knight about the character of Richard: ". . . in Shakespeare's
psychology, he stands for the type of the artist.'" Shakespeare: A
 Survey (1925, rpt New York: Hill and Wang, 1958), P- 91

28Knight, p. 351.

|

29Logic and Rhetoric in England, 1500 1700 (Princeton. Princeton
University Press, 1956), p. 73. %

3OTuve', p; 12. , » .
31 IR g RS S

N

Howell, p. 70.

« 32'Immunity in this sense is dlscussed by F.R. Leavis in his
last -book, Thought, Words and Creativity (London: Chatto and Windus,
1976). See, for example, pp. 70 and 78. Leavis is: preoccupied with a:
saying of D.H. Lawrence's: - 'At the maximum of our imagination we are
religious.' The 'immunity of the enclosed self is finally an
immunity from religious questions.

3BShakeSpeare s Talking Animals (London’ ‘Edwatd Arnold 1973), "
p 73—104 ' . .

34"Jane Austen Poet," in Jane Austen' s Achievement, ed.
Juliet McMaster (London: Macmillan and- Co., 1976), P- llS

35Wells, P 262

36Derek Traversi for example, suggests that these lines are .
S.oa serious attempt to make expression respond to feeling, in !
' something like a tragic statement about life.' Shakespeare From '~
"~ "Richard II" to "Henry V " p. 47. : .




- 3rd ed. (1961; rpt.f L
. Honigman, ed., Kingk

270"

F. Tragic Doings, Political Order, and the Closed Couplet — °

’
N

lEnglish Literary Criticism: The Renascence (1947; rpt. London.
Methuen and Co., 1968), p. 239 :

W3

: e
2The Complete Works of” Christopher Harlowe, I, ed. Fredson

A Bowers (Cambridge: Cambridge University Press, 1973), p. 79. 1In the
- epistle address®d "To the Gentleman Readers,” R.J. Printer speaks .of -

both tragedy and history ("the two tragical Discourses of .the Scythian

‘Shepheard, Tamburlaine" and "so honorable and stately a historie'")

suggesting that he saw no radical distinction between the two.. In'both‘
references the emphasis falls on Marlowe's having achieved an :
appropriately dignified style. See Bowers, p. 77. :

3Joseph Quincy Adams, ed., Chief Pre-Shakespearean Dramas

- (Boston: Houghton Mifflin Co., 1924), pp. 664 and 638.

4Endeavors of Art (Madison Milwaukee, and London The

us Andronicus,“The Arden Shakespeare,
tthuen. and Co., 1968), p. 128; E.A.J.
Arden Shakespeare, 4th ed. (1954; rpt.
M:067), p. 3. Subsequent references to

dng John are from.these editions.

London: Methuen and¥g

Titus Andronicus andf

T CMaxwell, p. moxviid. .
7Max&ell; P . XXX. ' ' - » .
SR;Mr Sargent, quoted in Maiweli p. xxix. o -
9 ,

¢ "E.M. Waith, "The Metamorph051s of Violence in Titus. Andronicus,
Shakeegeare Survey, 10 (1957), p. 49, comments briefly dn the "rhetoric_

. of admiration" in Titus. Andronicus.

s

Excerpts from these various sources and a discussion of their
possible relations with Shakespeare's Richard II are found in Geoffrey
Bullough, .ed., Narrative And Dramatic Sources .of Shakespeare, IIT (London
Routledge and Kegan Paul, 1966), pp. 351-491.

1lO‘n the Art of Poetry, 1453a8-1453a9.

12%{ossiter, p. 219.

13Since'the folloWing argument attempts to make a case for

regarding the passages'of heroic couplets in Richard II as a special
.sign of Shakespeare's hand in the play, it is well to mention that other

students of the play have regarded them in just the opposite way, as a

‘special “sign of. someone else s hand. Feuillerat, for example, claims
‘that the rhymed verses: . . are too mediocre to make us suppose that
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-

they were meant to raise the dialogue in moments of particularly
poetic tension. Unquestionably they are the remmants of an old play
" written entirely in rhymed -verse and’ belonging to a period when the
.English drama was not yet ‘using blank verse." He concludes that’

the historical events essential to a pXay on Richard II1 were to be

found in the play in rhymed verse." Feuillerat's argument is summarized
in Black, NVariorum ed., pp. 398-400. -

. 14In Defence of Reason, 3rd ed. (Chicago: The Swallow Press,
1947), pp. 141, 142. o ,

.
15The Heroic Couplet (Cleveland and London: Case Western

Reserve University Press, 1969), p. 5.

~l6Sherbo, I, p. 451..

.

I7Tillyard,ﬁér1251. -

©18.; o

Piper, pp. 203,%204..-

19Sherbo,iI,=p. 431.

. A »

"ZOThe quotations are from J.V, Cunningham s description ‘of the

" early Elizabethan moral style, CE, pp, 314 and 315. For an account

of the medieval couplet see Piper, PP< 31 32.
‘ 2

lPiperq p. 32.

22Raysor, II, p. 143. Wilbur Sandexs s estimate of York 8
character is also worth quoting,

s

e

"(The later dQWelopments of York 8 character seem .to me to
» bg on a much @n@ller -scale, like an uifinished sketch. One
““senses an. overall intention -—.perhaps to §how how bad
'conscience sets- its teeth and hardens into doctrinaire
S ‘inflexibility, even to the denial of that very love of -
LT kindred which first brought him in behind Bolingbroke --

. ©  but it is fitfully bxe uted and does nozéengage our sympathieg

~* " on the same level as the York of the ,fi}st three acts. )

I suggest, then, that in Bolingbroke, Richard and York,
we are confronted with. three attempts to solve the problem
of respomsible, morally sensitive behaviour in a world torn
by political ‘strife. . And each attempt Shakespeare leads us
to see as ﬁeriously defective in gome divection. (p 185)

.¢Sanders seems not to consider’ the character of Gaunt (perhaps because
he dies so early in the play) as another attempt. The title of his
- chapter on Richard II is "Shakespeare s Political Agnosticism

r

23Quoted in Black,\p. 315. S
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, 24Feuillerat s phrases throughout this paragraph—are quoted from
Black, p. 398. See note 13 above. / -
25Winters discusses the problems inherent in dramatic form in
The Function of Criticism pp- 51-58. For more on this matter see
chapter III. ! :

26A.S. Cairncross, ed., The First Part of Henry VI, The Arden
Shakespeare, 2nd ed. (1930; rpt. London: Methuen and Co., 1969),=p; 99.
"Quotations from the play are from this edition.

27The edition cited is Kenneth Muir, | ed., King Lear, The erden
Shakespeare, 8th ed. (1952; rpt London: Methuen and Co., 1973).

28The enjambed couplet is also used in Macbeth”to record
Macbeth s misunderstending of the three appari&lone (v, 14, 94 103)

l

G. Astounding’Terms: Bombast and Wonder

lBenvenuto da Imola, quoted in Erich Auerbach, Literary-

" Language and Its Public in Late Latin Antiquity and in the Middle Ages,
trans. Ralph Manheim' (Princeton: Princeton University Press, 1965), p. 66.
2Even Samuel Daniel, the defender’of rhyme, thought that .

". . . a Tragedie-.would indeede best comporte with'a blank Verse, and
"‘dispence with. Ryme, saving in the Chgrus or where a sentence shall
‘require a.couplet." Poems and a Defence of Ryme, ed. Arthur Colby
Sprague “(1930; rpt. Chicago and London: The University of Chicago
Press, 1965)," p.‘156 S v ,

central style of tragedy, there may. be good reasons for arguing that it
.-1s the plain style that lays the groundwork for the greatest achievements
in English drama. Trimpi makes a similar claim with reference to non-.
dramatic blank verse when he argues that: ". . . if-one traces the.
changes in prosody between Gascoigne and Milton it will appear that the
most elevated style in English poetry -owes perhaps its most fundamental
characteristics to the innovations of the plainest .(Ben Jongon's Poems,
P- 119).\ ‘See the wHole of chapter 6, pp. 115-135 and especially the
‘eomparison of metrical practises in Jonson and Milto®, pp. 129-134-.

The issue in Shakespearean drama, however, rests not solely. on - :
‘describing the mechanics of blank verse, but also on seeing how each of
the various styles coutributes to the creation of Shakespearean blank
verse. In -this section as in the preceding one on the heroic couplet,

I attempt to give an acdount of ‘the sort of . accommodation Shakespeare
‘works out between the two, styles of lyric poetry, the golden and the
moral, . and the three styles of classical theory, the high, the middle
and the low.

Although it is usual to éupposé that the high style iszthe‘

4Baker, p. 93. ‘ ' R
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5The Complete Works of George Gascoigne, II, ed. John W.
Cunliffe (Cambridge: Cambridge University Press, 1910), p. 140.

. e 6Groats-Wort% of ﬁitte, bought with a million of Repentance,
The Bodley Head Quartos, ed. G.B. Harrison (London: John Lane, The Bodley
Head 1923), pp. 45, 46.

7See Cunningham, CE, p. 97.

8The passages in Richard Il that remain to be discussed include
the two most important actions in the play: the initial actionm,
Bolingbroke's attempt to impeach Mowbray; and the climax, the deposition
or ‘abdication of Richard. (It is worth noting that the word one chooses
to describe the climax implies a judgment about whether Bolingbroke ox
Richard is most to blame.) Shakespeare appears to want the mixed style for
both of these important events,

9English Tragedy Before Shakespeare, trans. T.S. Dorsch (196i;
Ppt. Londoh Methuen and Co., 1967), p. 56. :

10Gorboduc, v, 1i, 180~ 182 in Adams, Chief Pre—Shakespearean
.Dramas, p. 533. ‘ . . _ /

llEnglish Tragedy Before.Shakespeare, p. 122,

. 12This and subsequent quotations from Tamburlaine are from Bowers's
edition. o ‘ : 'f—“ff_———‘ - T
13Baker, p. 54.
4"For Tamburlaine, the Scourge of God must die" (2 Tam, v, iii,
248). .The irony of the bombastic epithet, of course, is very heavy, but
there is little evidence that Tamburlaine himself understands the irony.

eyr
lSEnglish Tragedy Before Shakespeare, p. 109.

16Baker, Pp. 99- 103.

-

Quotations from The Spanish Tragegy are taken from The Works of
Thomas sz ‘ed. Frederick s. Boas (Oxford: The Clarendon Press, 1901).

18Selected Essays, 3rd ed. (1951;1rpt.FLondon1‘Faber and Faber,-
1972), Pe 96, . NE .

-

’ ) - -

19Literary Language and fts PuB;_p, pp.451 52 L e

~re.

20Literary Langpage and Its Public, p. -57.

lThe problem of documenting any direct connectiqme between eermo
humilis and Shakespeare's style is similar to the generaX® problem of
connections that Trimpi outlineSa



In describing the similarities between the attitudes
of the native and the classical traditioms of the plain
k style I am in no sense suggesting that the ancient writers
' ©_ rwere the direct and formative influence on the attitudes of
 English poets. The qualities of language are characteristic
-of most didactic intentions, and the medieval poetic tradition

was overwhelmingly.didactic. Despite the structural : o
j elaborations of the allegorical method, which the sixteenth-
century plain stylists were-to abandon, the diction and syntax
~of the greatest medieval poets remained remarkably plain ' ‘f

and beguilingly intimgte.' Chaucer's simplicity of statement
offers a model of purity to the English language that is
comparable to the one Terence gave to Latin, and their
intention to represent the real concerns of ordinary people
was the same. Dante writes Can Grande that one of the reasons
he 18 calling his intricate allegory a comedy is that it is
written in the genus humile appropriate to comedy, in a
vernacular style in which even women converse. The attitudesd
toward experience and the stylistic qualities appropriate
to them, therefore, were quite as available in the medieval
tradition as they were in the classical. Jonson, then, in.
' the late 1590's is not reacting against the native plain
style in the #ense that he was against the high and middle
styles, He 1s simply returning to the classical statement
i -~”-‘p6sition and adapting certain techniques of prose ° .
"derived from the very origins of the sermo itself, AN
4 tO'L%.Arhythmical structure of English verse. Once adapted,
G\'thgg¥ techniques of variation gradually became principles of
good prosody in general and are no. longer restricted to the
plain style. (p. 119) o

2_2Baker, P. 57. One might call the heroic medium 'the native. .
English grand style': _first, because the balancé of the line recalls the ¢
balance of the’early English alliterative line; and- second » because th )
emphatic’ meter (heavy stresses, end-stopped. lines, regular caesuras) is -
very much like the meter of the native English-plain'styfé: Sed
.Cunningham, CE, pp.  313-316: Oh the connections between alliterative™-
verse and the iambic pentameter see, in addition to-Baker, Ian Robinson's
discussion of balanced pentameter lines in Chaucer's Prosody (Cambridge:  _.
Cambridge University Press, 1971). - . ‘ v o2

- 23 S Ly .
' Literary'Languége and Its Public,\p, 33. ' o N N

.Y
_'zhyilgon} p,-}Zﬁ;,l'

o }ZQRAysor; I;aﬁi 132. ‘Coleridée's phrase is actdallfiiq,creék.-
I have taken the translation supplied by Terence Hawkes, .Coleridge on
Shakespeare, p. 246. TR - o R

26ngted in Black, p. 26.

+
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27The seven parts of an oration are discussed in Richard A.

: Lanham, A Handlist of Rhetorical Terms (Berkeley and Los Angeles'
'University of California Press, 1968), pp. 112, 113.

Though Carlisle is very clearly expressing didactic sentiments,
and though his style is certainly not loose or rambling, his speech -
exhibits a flexibility and an urbane poise wholly unlike the metrical
stiffness and heavy-handed insistence of the heroic medium. In this

. speech, in fact, Shakespeare employs the two rhythmical principles that

Trimpi says were introduced most explicitly into English by the classical
plain style: "No recurring pattern of caesural placement appears, and
the caesura is free to fall in any position in the line, odd or even"

(p. 131). .

29Shakespeare From Richard II to Henry V, p. 39.

3Q'I‘ucker Brooke, quotedrin Black, p. 261.1 ’ Ly

‘.’4
31See'Black, p. 261.

-

32Shake;peare 8 'Histories': Mirror of Elizabethan Policy,

© 3rd édl (1963; rpt. London' Methuen and Co., 1977), pp. 16 and 17,

33 Lily B. Campbell, P 16 -

3I‘Uaz'e, "Ngtes,' P. 132

35The similarities between the mature style of Shakespeare and
the style of the Christian sermo have been suggested by Matthew Arnold
in one of his best critical essays, "On Translating Homer," in Matthew

Arnold on the Classical Tradition, The Gomplete Prose Works of Matthew

' 1960), pp. 155—156

Arnold, I,”ed. R.H. Super (Ann Arbor. The University of Michigan Press,

;
. . . the idiomatic language of Shakespeare . . . -
should be carefully observed by the translator of Homer,
;although’;n every case he will have to decide for .himself
whether *the use, By him, of Shakespeare s liberty, will or
will mot clash with hisrindispensable duty of nobleness. He
will find ,one English book and one only, where, as in the:
. Iliad itself, perfect pldinness of speech 18 allkied with
- perfect nobleness, .and that book is the Bible. . . , But .
-~ " the. grand instancé of the union of idiomatic expression with
- curious or\difficult thought is in Shakespeare 8. poetry.e”

4
‘

3 36 over'Wilson and H R. Patch are both cited in Black,,p 266
For\Johnson 8, remarks see" Sherbo, I, p 447 ’ C) -

‘\}_'\:\3_7 . N
- Ure, ”1ntroduetion, .lxxxii

N

1 38Literary-Language and Its Public, P. 31
39

Ure, 'Notes, P 142.
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III. Macbeth: Style and Form

l"On Translating Aristotle's Poetics,"'UTQ, 39 (1970), 101.
2Wha,lley, p.‘97.

3Whalley, p. 100, i , : “ P
: 4Whalley, p. 102. The same emphasis is evident in Whalley's
translation of Aristotle's definition: '"For tkragedypis a mimesis not

-of men [simply] but of an action, that is, of life. That's how it is

that they certainly do not act in order to present their characters:

hey assume their.characters for the sake of the actions [they are to do]"
p. 96). The square brackets are Whalley 5.

‘ 5The Survival of English (Cambridge Cambridge University Press,
1973), pp. 6, 7% . '

6Robinson, P. Zﬁgl

7Wball f pp. 100 101.

C 'ritic of Literature,"tin The Function
ofg?giticism Problems and Exercises, 2nd ed. (Denver: Alan Swallow,

' ), .pP. 51-58. ‘In summarizing Winters's argument here and in the
following three paragraphs, I have often borrowed his phrasing but have

" put only the most pertinent comments in quotation marks. The discussion
of thbeth is. concentrd&gd on pp. 51—55, though see also Pp. 26- 28

8"Problems for the Modern"

w

9Tragedy and the Theory of Drama (1961 rpt Detroit Wayne State |
University Press, 1972), p. 12, .

loThis and subsequent quotations from the play are taken from

Kenneth Muir, ed., Macbeth, 9th ed (1962, rpt London: ‘Methuen and
Cq,sx, 1973). , _ _ _
% 11 @ v ,” . o

D.J. Enright, Shakespeare and the Students- (London Chatto and
Windus, 1970), p. 126. Enright's discussion of the early part of the
play, however, is well worth consulting, espegially. his remarks comparing‘
'Lady Macbeth's early euphemistic (and euphuist c). style with Macbeth's
ﬂlnguage See pp. 130-135. R P . I

12 o o .

.

Muir, “Notes,' 21
13"Introduction,7 to Macbeth ‘ed, J. Dover Wilson (Cambridge
Cambridge University Press, 1547)

C 14 Shakespearean Tragedz 2nd ed.~(1905}frpt.’L0ndOn: Macmillan’
and Co., 1967), p. 352. : C .

' lsMuir, "Introductiont" pp. liii and 14.

¢
b
1
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16The Living Principle: 'English' as a Discipline of Thought

(New York: Oxford University Press, 1975), p. 95. eavis has used
Macbeth's speech repeatedly as an example of the essentially poetic use
of language. See also Education and the University: A Sketch for an
'English School,' 2nd ed. (London: Chatto and Windus, 1948), pp. 78-83;
and "Education and the University: III Literary Studiesh" Scrutinz, :
9 (1941), 315 319. . :

a

‘17The Living Principle, p. 97

4

4 The structure of Macbeth's speech 1s modelled on the type of
syllogism known as hypothetical
- If the act (of“murder) is something that can be absolutely
complete in itself, it should be performed at once.

- But the-a is not something that can be absolutely
COmplete‘Ez itself.

- Therefore the act should not’ be performed at once (or ever).

The structure is similar to the structure of Andrew Marvell's poem 'To

His Coy Mistress," the major premise of which is: '"Had we but world enough,
and time/ This coyness, lady, were no crime.! See Cunningham, CE, pp. 164~
171. /Barbara Herrnstein Smith points -out that Marvell's syllogism is

"an excellent example of a textbook fallacy known as- 'denying the
antecedent.{""Poetic Closuré (Chicago: The University of Chicago Press,
1968), p. 134> Macbeth's syllogism, however, is not guilty of this

fallacy because although the rule is that in hypothetical inferences ''the
antecedent must be affirmed or the ¢omnsequent denied,' there .is ome
.exception. Ralph M. Eaton, General Logic¢ (New York: Charles Scribner's
Sons, 1931), p. 162, explains both the fallacy and the po;sible '
egception'

Deg?;ng the Entecedent is also a frequent source of error.
We tend to believe that if _the conditions under which a
certain consequent is true are not fulfilled, this
proposition cannot be true. But therpe are usually other
conditions from which it would folloglw. A believer in
economic determinism in history might argue: '"If one

nation exploits ‘another economically, we can expect to

have wars; but if nations do not economically exploit one

another, then we shall have no wark." The inference is plainly
unjustified for economic exploitat¥on is not the only

“ condition 6f war. There are religiouéfyars, wars of natiomnal
unity, and of many-other kinds. Such éh argument could be
correct only if economig exploitation were the sole condition
under- which wars arise.

In other words, it i® permissible to deny the antecedent if the antecedent
carries the sole condition under which the consequent is true. The
antecedent must have the sense of 'if and only if.' This is the casé in
Macbeth's speech becauseof the emphasis of the line.

@ ) . ' : Ca * T
. . - .
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' 19Thé OED recordsfa.logical meaning for the word -'judgment'
that is relevant here: "The action of mentally apprehending the
relation between two objects of thought; predication, as an act of the
mind" (s.v. 9). . e L o
20For a sampling of suggestions about how the rhythm of this
line goes see H.H. Furness, ed,, Macbeth, A New Variorum Edition of

Shakespeare (1883; rgf} New York: American Scholar, 1963), pp. 94, 95.

. N .
21The metrical subordidation of the second and third instances
of the word 'done' and the heightening of the first and most important
instance help to give the antecedent clause of Macbeth's major premise
the sense of 'if and only 1f.' See note 18. ' v

.?%ﬁducation and the University, p. 79.

«

23The depth of Macbeth's understanding before he commits the
murder has baffled readers, and it is in dealing with this part of the
play that two of the major kinds of Shakespearean criticism in the
twentieth-century have faltered. One begins with an emphasis on poetry and
the other on character; both'make an inappropriate appeal to imitative
form in order to explain Macbeth. Derek Traversi argues that:
- The supernatural sanctions against which Macbeth has
rebelled in conceiving the murder of his king make
themselves felt, in a broken form indeed, because they
are reflected in a mind already irretrievably shattgred,
but with the power ¥o’ idpose their validity in his ownm
despite. . . . eVenﬁhis efforts at logical expression are
caught up in the incoherence, the broken continuity, which
has dominated his thought. ever since he first considered
. . the revelation of t-e Witches. The breathless confounding, so
' ‘superbly. echoed in the sound of his words, of "agsassination'
-with "consequence," "surcease' ‘with "success," reflects-a -
mind involved in the’ incoherent flow of its own 1ideas, while -
‘the force of "trammel" and “"catch," each- stressing with its
direct impﬁht_a break in the rhythm of-the phrase, convevs
perfectly the peculiar disorganized intensity yhich Macbeth
will bear with him =o the final extinctioﬁjof'feéring."
(An Approach to Shakespeare, IL, pp. 122, 123) o .

S J.ILM. Stewart, though he»doestnoﬁ focus so spe¢ifiqall§ on. the speech
4in question, comes to a similar conclusion about Macbeth's character in
the early part of the play: o e S

But Shakespeare not only- neglects conscious motives; he blurs

 them -- as Bridges, going deeper, discerns.  And the B .

explanation must lie, I think, in the fact that an intellectual

as well as emotionzl confusion attends such a deed as the killing

of Duncan. The "veiled confusion of motive" to which '

Bridges pointg, the indefiniteness as to when and in whose

‘mind ‘the idea of the c¢rime first started up, .echoes this., ,

The blurring is indeed deliberately put into the Rlay, and is -
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‘achieved by devices that would be impossible in a

naturalistic drama. Thus when Shakespeare secures the
effect of their having been, and not been, a previous plot
between Macbeth and his wife, he is certainly deserting
nature for artifice. Why’ In order to secure, I would
suppose, by a non-realistic device such as he is always
prepared to use, a dramatic correlative to the confusion
in Macbeth's mind. If the audience can be made to grope

(W

among motives- which,are insubstantial, phantasmagoric and

contradictbrygthey will be approximating to the condition
of the protagonist. Character and Motive in Shakespeare
(1941; rpt. New York: Barnes and Noble, /969), p. 96.

&
-

But the point of Macbeth 8 soliloézy is that he has no motive. Insofar
as Stewart and Traversi refer to I; L}iw 1-28 when they appeal to

- imitative: form, they are mistaken in‘a fairly simple way. The deeper
mistake lies in supposing that imitﬁt}ve form. shoulg be invoked in
defence of the play.. ‘ )

’ rpt. New York: Haskell House, 1966), P. 13

which he is acquainted

'Macbeth's sin are indicated give greater pr

2

The Influence of the Audience on Shakespeare 8 Drama (1927

25Winters, in fact, says something very ﬁiose to this when he

Macbeth has murdered Duncan, Banquo, and;the family of

Macduff; and he has murdered sleep. But he has murdered

more than that, and he knows it —— knows it not merely in

theory, _now, but in fact: he has murdered his own soul.

This is the- speech [V, v, 17-28] of a man who sees himself

as a;walkfhg dead man, to whom his own life has lost all

meaning. These speeches, in which the gener 1 implications of
2cisibn to our :

underetanding of the sin and greater scope the play: 'the’

play is not merely .an account of the tragicq\ag equences of a

particular irrational passion, as in Phedreg it is an

account of the tragic consequences of irratfenmal passion.-

It is thus the greater play. (The Function of Criticism, p. 28) .

26rpe Survival of English, p. 198.

27

Baker Quctes this baesage at the. end{of hi\\ﬁ;say "rhe. . - -

Formation' of the Herodc Medium," in Induction. to. Trageédly, p. 104. The
- need for bombast to pad out the iambic pentameter line lsometimes produced

curious results —— the frequent appearance of the adjective 'hugie' in

3

Gorboduc, for- example. The bombastic side of the dagger speech can ‘be
geen in the ease with which the lines can be rewritten as iambic tetrameter.

Now o'er the’ one half—world
Nature seems dead, and dreams abuse , ) ‘
Our sleep: ~Witchcraft celebrates T S



Pale Hecate's off'rings; an” Murther, ' : -
Alarum'd by his sentinel, '
Whose howl's his watch, thus with his pace,
With Tarquin's strides, towards his design
Moves like a ghost. '

This is the medium of mini—threats.f*Aﬁy‘agﬁempt to re-writg“the "If it
were done" soliloquy in this way will bring -out the difference in the
quality of Shakespeare's verse in‘the two passages. i

28Cunningham, CE, p. 311.

15,
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