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Cverviews:

We are in this unit concerned with tragedy, and with tragedy of a particular
sort--that in which the primary concern of the protagonist is with a past crime
which seems to be covered and wnpunished: in which the finding out of the crim-
inal, and the circumstances of the crime, is the protagonist's first problem;
and in which deciding whether circumstances are sufficiently difiienlt and the
'erime' of sufficient enormity to require 'taking the law into one's own hands'
is his second problem. .such tragedies always exploit a series of set devices--
a revenger who is one nart madman, one part delaying and calculating detective;

a ghost who urges passionate action: a corrupt court which will not Act; a play
within a play which can expose corruption and so forth., One of our c. Trns 1s
with these formulae of popular art as they appear say in Kyd; anoth~r ic ‘th
their exploitation in zreat art, i.e, Hamlet; our final concern is wlth ti. rx-
ploitation of similar devices in modern popular art--in detective stories and
spook shows, in Batman and Dick Tracy-~as well as in Faulkner and James Bond.

The tenth grade unit on Tragedy concerns itself with Tragedy's treatment of
three questions: first, the question of the nature of the Gods, of what man
should worship and of the extent tc which the Gods intervene in the lives of men;
second, its treatment of determinism and free=will, of the kinds of forces out-
side man which are considered as controlling his actions (either physical or meta
physical forces); third, its presentation of the hero as living and suffering in
a world more or less determined, more or less influenced by forces outside his~
tory--as living in such a world and, through his suffering, suggesting to us what
the general meaning of suffering is. The ghost in "Revenge Tragedy" and the
genre's treatment of destiny and providence introduces the question of the natgre
of the Gods and the character of the other world: the revenger's problem of dis-
covering how to effect Justice in a world radically unjust introduces the theme
of God's fore-knowledge and his intervention in history, and revenge tragedy's.
theme of madness, since it treats the hero as constrained by his own passion, is
very closely related to the theme of free-will. Finally, the protoganist in the
Revenge Tragedy tends to work out his--and our--understanding of the meaning of
suffering through trying to secure justice for someone who suffers unjustly--
searching for justice, searching for "the culprit" by staging presentations of
glays«within—the—play and using other parallel detective story or spook show

evices,

Mors incidentally, this unit continues the students' investigation of the
technical theatre: hopefully, your students will come to the unit possessing.
an understanding of the theatre, having studied dramatic techniques in the ninth
grade unit, "The Idea of a Play," and in the "Tragedy" unit in the tenth grade.
In working with the philosophic perspectives of the plays in this unit, students
should be helped by their encounter with diverse world views in the unit, "Man
and Nature" (their study of the section in that unit which covers the Elfzabethan
world view should prove particularly helpful). And they will have locked at the
moral and politieal visions which are part of Elizabethan tragedy in the tenth
grade units on "Jin and Loneliness" and on "The Leader and the Group." The

present unit presupposes that the teacher has a detailed knowledge of these
preceding units,
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III. The Genre:

The description of any genre presents the danger of suggesting that
works in that genre are written to a formula--as if writers drew up a
list of rules, eighteenth century style, before writing. This danger
is present in this study of revenge tragedy, but the unit's observations
about the revenge tragedy are inserted for what they are worth. As this
curriculum has observed a hundred times, one should refrain from lecturing
to the students on "the nature of revenge tragedy," or on "the nature
of anything else." Indeed one should hardly ever lecture--only when the
discussion breaks down because students do not have some bit of fact
or historical or iconological background. The student packet is designed
so that students should arrive at an understanding of the plays through
note taking, dramatizing, discussing creative dramatic work of their
own. The Hamlet section consists of a hypothetical producer's notebook--
one in which the producer speculates about the meaning of the play and
about how he would produce it. Half of the notebook is leading and half
is misleading; by pushing more deeply into the text the student can sort
out the !'leading' and the 'imlsleading' in it and create his own contrast-
ing notebook, playing with the ideas of the model notebook, following
them up where they deserve support and showing their frailty wher  they
need correction.

Much of the unit depends on one's seeing the difference between the
use of a 'formula' for scaring people or exciting them in stock enter-
tainment (Kyd) and the use of the same formula in a first rate play
(Shakespeare) to scare and excite but also to deepen preception and
thought, for the purpose of the unit is never to teach the fcharacteristics
of revenge tragedy' for their own sake, It is to provide students with
the means of recognizing stock theatrical situations and for tacting
out' intelligently and interpreting perccptively good theatrical ones.

THE WHOLE UNIT IS FULILE IF 1HR STUDENTS DO RCGT FXPERIENCE THE PLAYS
AS PLAYS.




Revenge Tragedy~--Spook Show and Detective Story

Revenge tragedy depends on certain formulaic devices for eliciting
audience interest. Get a ghost, a play within a play, a protagonist who
seeks vengeance; add several mad characters, a court which is slow to give
Justice, and a crime which cries out for blood--and you have a revenge
tregedy.

In most revenge plays, in the ones studied in this unit, a ghost
appears in the opening scene, To account for such an 'appearance, ' one
might look for literary precedents and suggest that Greek drama, e.g.
Aeschylus!' Perseans, provided seneca with the idea of the ghost, or that
the Elizabethan dramatists' nuse of the ghost derives from their reading
of 'medieval' tragedies such as Lydgate's Fall of Princes and The Mirror

for Magistrates. One could even argue that the writers of revenge tragedy
borrowed and adapted the ghost from the underwurld scenes in the epic.

But, in literary matters, the assessing of who influenced whom is a dangerous
and, perhaps ultimately, a useless game, One woulid probably do better to
observe the way in which the ghost functions in the core texts for this

unit beginning with Seneca and then going to Kyd and Shakespeare.

The ghost initiates the revenge, but even in Hamlet, there are
suggestions that the revenger already has sufficient motive without the
ghost (examine, for instance, Hamlet's initial soliloquy). It would--at
least partly--appear that the ghost is a superfluous character introduced
for sensational effect, 'It® is good theatre. 'It' scares people. One
may be tempted to attribute its use only to the artist's willingness to
pander to the audience to seize attention. But even the primitive ghosts
in Thyestes and The Spanish Tragedy provide clues which suggest that we
should go further: in each, the ghost is the first speaker; in each,
he describes the punishments in the underworlds and so raises the problem
of eternal justice and its relation to temporal.l

And the ghost in Hamlet, though it does not begin the play, describes
an underworld. which clearly raises the problem of the relationship between
temporal and eternal Justice in Hamlet's world, Thus, a Roman or an
Elizabethan Playwright could use a ghost to call upon rather serious interests
of his audience. When writing a play for the diverse, variously educated
E;izabethan audience, the blaywright who employed a ghost provided the
naive and uneducated with sensational thrills, He provided the educated
with an intellectual problem, Alfred Hitchcock may do the same for modern
diverce audiences,

The ghest also has aesthetic functions. He allows the dramatist to
place the horror and sensationalism of a revenge plot (even if the audience
does not believe in the existence of ghosts). If m ghost appears on stage
in the early part of the play, the dramatist thereby manifests to his audience
that the ensuing acticn will partake of the marvelous, the unusual,
perhaps of the incredible; that protagonists and antagonists will not
represent ordinary humanity bt rather a distillation of particularly
magnificent human desires and inelinations; and, even if the dramatist
does not remove the action or characters entirely from the realm of reality
(the dramatic illusion may still hold), the appearance of the ghost allows

the tragedian to place the melodramatic and wild in a universe
which allows for it.

1, ZEFJ for a method of analyzing the underworld, the 9th and 12th
grade Epic units.
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In contrast to the ghost, the omen (e.g. Thyestes), the dumb show,
and the play-within-play--which appear frequently in revenge tragedy--
are to it what the subplot is to comedy. They do not so much allow for
the marvelous as gloss the ordinary. Both dumb show and play-within-the-
play enable the dramatist to comment upon- mirror--for his audience the
main action of the play. Usually both, by their very briefness, represent
the main plot shorn of its embellishments and involutions so that the basic
issues are clearly defined., Moteovar, a part of the plot of the playlet
may function as a means of assessing the ghost's accuracy and the suspect's
guilt (e.g. Hamlet) or as a means of resolving the play's action (e.g.
The Spanish Tragedy). The play-within-play is, thus, both author's
explanaticn and protagonist‘s lie detector.

The ghost may start the vengeful action rolling; the play-within-the-
play may confirm its desirability, but the protagonist has to do the
deed of darkness.

The tragedian who elects to write a revenge tragedy commonly creates
a protagonist who is--at least initially--endowed with anh accute moral
sense and with a devotion to what he believes to be his moral responsibility.
He cannot be, like MacBeth or Iago or Caliban, an uncomplicated representation
of rage, lust, or any other insensitive passion. Atreus, Hieronimo, Hamlet
are passionate and sensitive souls--men capable of seeing ghosts.
They are, and must be, rational, at the rfirst of the play: they must be
moral so that they wish punishment brought upon the criminal; but, usually,
they also have a bit of the 'Pharisee' in them--they are the kind that,
seeing the imperfections of others, are aroused to a sense of their own
virtue in relation to common vice and to feeling of personal malice and
of virtue cheated when vice goes unpunished. The crimes announced to them
by the ghost or otherwise half discovered--the crimes that initiate the
search for revenge--are generally rather spectacular crimes. They must
be if the dramatist is to render their actions--their search--their
madness credible, Crimes of lesser magnitude than murder, incest, and
usurpation of the throne, would not provide them with a plausible pretext
for seeking the life of another.

Once the tragedian has created a proud, passionate, and sensitive
character who wishes to find out crimez, to defend a code and punish
its breakers, once he has so contrived that someone has violated this
character's code in a significant way, he must somehow display his character
in the process of bringing or trying to bring, the evil to justice, The
protagonist can without delay take his pound of flesh (e.g. Atraus),
or he may be prevented from acting. The first alternative, that used by
the author of Thyestes, commits a dramatist to a short play; it prevents
an extended action, and makes a play only a butchery.- But an action
which prevents the hero from acting also raises immense problems, for
such a play to be believable, the society portrayed in the play must either
be ignorant of the crime for which a main character seeks revenge and kept
ignorant of it, or it must be corrupt so that only the hero cares about
punishing evil. The protagonist may be 'prevented' from action by various
hagards/ He may be nsure as to whether his suspect has committed the

1, The profit motive may require that a play run two hours or more;
historical circumstances may account for the differences in length between
Thyestes and Ham et or The Spanish Tragedy.
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crime--some of the action can then be devoted to his proving innocence or
guilt, particularly if the audience itself is unsure who is guilty.l The
main character in such a play becomes detective as well as avenger.

He may be unable to encounter the antagonist alone., The plot then
becomes something like a cops-and-robbers, the chase being a divine
which both Kyd and Shakespeare use, Hamlet and Claudius together are alone
on stage once immediately after the play-within-the-play,and then
Shakespeare gives Hamlet a reason for not killing.

Finally, he can doubt the rightness of his method for taking revenge,
and this device almost requires an introspective and intelligent 'hero,'
one who has opportunities for soliloquy or confidential speech to the
audience,

A sensitive man, kept from getting what he wants, seemingly without
recourse--such a man will go mad, and the revenger usually dces.

One of the other titles for the Spanish Tragedy was "Hieronimo's
Mad Againe"--a phrase which T. S, Eliot uses to end the Waste Land.

Madness is certainly a major concern of all revenge plays, both in their
portrayal of a protagonist who goes mad with the burden of sorrow and
responsibility and in the portrayal of the Snake Pit court that surrounds
him, JSeneca introduces a Fury into his play, which is an allegorial
representation of the rage, which provokes Atreus so that he does his
revenge, and this "fury" might be conceived of as the spirit of revenge
tragedy. Hieronimo and Hamlet seem more ambiguous, but they too are often
Furious; at times they are mad, at others feign madness--or so they appear.
Feigned madness may help the protagonist find out the guilt of the suspect;
real madness may exculpate a killer-revenger from the guilt of murder or
it may symbolize the irrationability of vengeance. When real and feigned
madness merge together until they become almost or completely inseparable,
€.g. Hamlet and Hieronimo, the author may be up to something different.
"Mad-ness" then becoues a metaphor for the intensity, the consuming hatred,
which undergirds the desire for revenge.

Ghosts, play-within-play, revenger-protagonist, madness, decadent
society--all are related to a theme. Although all sorts of dangers attend
generalizing about groups of literary works, it appears safe to assert
that in revenge tragedy, the overriding concern is with justice--with the
Justifications "for taking justice into one's hands," and, concomitantly,
with the relationship tetween temporal and eternal justice--between what
men can do and whrt eternity can do in history when an author represents
on stage a character seeking to kill another because of some previous
crime, he, willy-nilly, raises the question: is the taking the law into
one's hands justified? He asks if the punishment of another man is pursued
for the right reasons and in the right style and context? He asks what
a man is to do when he is trapped, when on every hand his personal will and
personal sense of justice are frustrated, when he is cut off from social
means, from means in general; he asks whether when courts cannot act, heaven
will; whether, when a man is so trapped and cut off, he can throw himself
or anything outside himself and go in solace. The actions of Thyestes,
the Spanish Tragedy and Hamlet suggest answers,

1. Notice that Hieronimo's delay in The Spanish Tragedy is not nearly
as effective as Hamlet's., In the first case the audience sees the crime

performed, but, in the latter, doubt concerning the gnilt of Clandius
persists into the thivl act and the Mousetrap,




III. oeneca's Thyeu:es:

We begin with Seneca's Thyestes. It will be useful, in our discussion
of this play, to recall the comments made about Seneca's Oedipus in Tragedv,
Grade 10:

What then does Seneca emphasize in the Oedipus legend? Revenge is
stressed throughout the play. In his opening speech Oedipus sees the
plague in Thebes as the vengeance to the gods on himself: "Could you expect
that crimes so black would be rewarded with a healthy kingdom? I have
infected the very air" (p. 12). When Cedipus has heard Creon's report

- from the oracle, he vows to avenge the murder of Laius. Oedipus has a
terrible revenge in store for the murderer--he calls on the gods to make
this man commit parrvicide and incest, the curse the gods have laid on
him., Throughout the play when Cedipus is angered by anyone he threatens
them with vengeance: "If you think me cruel and savage, vengeance is
ready to your hand: speak the truth" (p.33).

Oedipus is quick to take revenge on anyone who affronts him. Ironically
the action of the play represents the revenge the gods take on Oedipus for
his impious acts... Seneca's Qedipus becomes a revenge tragedy in which
Cedipus is both the avenger and the one on whom vengeance is to be taken.

We already have the ghosts, the melodramatic dumb-show productions, the
mad-ranting, the rhetoric which was to characterize revenge tragedy in
Shakespeare's day--which leads straight to Hamlet.
Thus Thyestes' inclusion in the unit is dictated by the influence
that Seneca exercised on Elizabethan playwrights. Although it is well-
nigh impossible to assess the procise extent of that influence, most
students of Elizabethan drama think that Seneca's plays provided models
for many Elizabethan academic and popular tragedies. With few exceptions,
Shakespeare scholars argue that Seneca's Thyestes provided the model and
inspiration for Shakespeare's Titus Andronicus. Claims for Seneca's
influence need not depend entirely on the kinds of plays written in this
period. Schoolboys, for instance, studied and translated Seneca's plays
as a pedagogical device., Teachers of composition and written rhetoric
also apparently encouraged their students to borrow from and imitate him,
as is i.anifest in the number of academic tragedies modeled on his word.
And he was the only classical tragedian readily accessible to the Elizabethans
since few could read Greek well. Nevertheless, no matter how much evidence
one can pile up, he must, when discussing the relation of Senecan tragedy
to Elizabethan tragzdy, beware of neglegting native English influences and
of baldly asserting that Seneca was the one and only influence on Elizabethan
tragedians. Seneca is the egg--Elizabethan tragedy is the full grown
swan--and a lot of other feed went into its fattening.
Thyestes is, on the surface, a lousy play. Lacking what we normally
require of good tragedy--more like melodrama or horror show. And produced
on a proseenium or Elizabethan stage, it would be lousy. But it was probably
composed for declamation before a small and highly-educated audience:
the apparently overwrought rhetoric and lack of represented action, in this
. context make more sense., Imagine the play declaimed by a wild declaimer;

then the use of elaborate rhetorical devices b=comes a plus; then we see

that Seneca saw what Mendell argues in Qur Seneca, that this intended audience:
. were prone to look "first for oratorical decoration rather than substance,"
that they expected a display of wit and rhetorical virtuosity, and that
fulfilled their exrectation with his rhetoric and yet, transcended their
limitations, when hemade "rhetoric...as integral to the thought of his
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plays as music /is/ to an cperatic librettc." If Seneca wrote reading

plays or declamatory plays, this should give us a teaching suggestion.

Even in English and drab prose, the plays are great for wild and gusty reading
aloud, That is where teaching should begin., Play Seneca straight or as

a "mellerdrammer" whichever your class prefers, but read him aloud.

But we have forgotten ourselves. Our main concern is not a defense of
Seneca. Kids will read him because he is bloody and bombastic; they should
also read to suck some sense-of-form from their reading.

We have suggested earlier that the most obvious element in the revenge
tragedy is the ghost. In Thyestes, the ghost of Tantalus does not actually
seek revenge, but regrotfully hastens it at the command of the Fury whose
function is threefold: to enhance the grotesque atmosphere of the play;
to give a certain believability to the horror and melodrama of the banquet
scene; and to represent the wildness of human fury.

Though the play ccntains no play within a play, the first act provides
ocmens that suggest the outcome of the plot and impicitly establishes the
criteria by which we are to judge the ensuing action.l When the ghost
says, "From my stock there is arising a brood which will outdo its own
ancestry," Seneca raises our expectations. We, if we are Romans at Nero!s
Court, know Thyestes' legend, and the ghost offers a kind of norm for
judging that action in that he does not desire what is to come; he says,

I shall stand fast and fend off crime;" and he has to be whipped forward

by the Fury. His appearance moves the center of the play to a consideration
of eternal justice: "Any vacant span in the accursed region my 1ine shall
£i11; as long as Pelops' house stands Minos will be kept busy." Thus
Thyestes becomes more than a play about one man seeking to get even or

outdo ancther--it becomes a play about man's flying in the face of an
eternal design and forsaking reason in order to fulfill the dictates of
passion.

Seneca's use of the ghost and the Fury builds the expectations of the
audience; it provides a philosophic context for the action, and lifts it
above melodrama. It 2lso seems to add to the play a kind of determinism
since both Fury and ghost predict the end of the play at the beginning.

Now suggestions that man's life is ruled by the gods are typical of tragedy
and especially revenge tragedy, but in this play--and atypically for
Seneca--man seems to be able to align himself with the divine and rational
order that undergirds the universe so that he can control whether or not

he will rebel at his Fate if he cannot control Fate itself, Tantalus and
Thyestes both suggest that the descendants of Pelops could break with

the family's seemingly inescapable perpetuationof crime; the speeches of
Thyestes when Tantalus tries to persuade him to meet Atreus also define a
certain area of freedom for man; and the actions of Atreus seem not inevitable
(witness the speech of the chorus at the end of Act I, especially the con-
cluding paragraph)., If Atreus himself has determined his acticns, the Fury
may be but & representation of Atreus' rage. This play--Sereca's view

in it of free will and fate, of man's relationship to the gods--is by

no meags)so clear as it is in his prose writings or in his QOedipus (Tragedy,
Grade O .

1. The omens and predictions by Tantalus, the Fury and the auspices
Atreus takes when he kills Thyestas' shildren, all foreshadow later events.
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The sensationalism of Thyestes' concluding banquet probably is the most
striking element in the play--the more so in that the appearance of the
Ghost and the Fury at the beginning prepares us for the horror religiosus
of the final banquet and keeps the whole piece a high-pitched thing,

. Seneca is the only classical playwright to dramatize the Thyestian legend;
and in his hands it becomes something like the worst horror movie. Atraus
does not hesitate--he implies, in his initial speech, that he has in the

) past. Delay now is unnecessary. Thyestes! guilt is open, Rutchery is
all, and Thyestes does not brocd about justice or goodness., Indeed, every
later avenger must have been seen--by school boys who have studied Seneca--
against the wild malice which is Thyestes., Thyestes is a play in contempt
of wildness, malice and the lust to destroy whatever has frustrated one.

The important points to be made in regard to Thyestes should concern
the form not the content, of the play. Admittedly, one can hardly discuss
form without discussing content, but the emphasis should fall on the use
of the ghost, on the occurrence of omens, on the sensationalism and the
way in which Seneca controls it, and on the character and motivation of
Atreus. Cne may be tempted to suggest to the students what a revenge
tragedy is like; however, it probably would be better to refrain from
doing so at this point, At the end of the unit, they will have ample
opportunity to discuss the techniques of revenge tragedy. Moreover,
Thyestes is not the focal point of the unit--it is a means of getting
from the 10th grade tragedy unit to the present unit--of introducing the
students to a mode. The time spent on it showed be strictly limited.

©
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! IV, The Spanish Tragedy
The Spanish Tragedy has awakened many controversies. Kyd's own

contemporaries were apparently divided in their appraisal of it and its
playwright, Selme included him in their lists of "the best playwrights'--
one writer even suggested a place for him in English literature equal to
that accorded Tasso in Italian--but Ben Jonson made fun of him and his
plays, and when, in the nineteenth century, Lamb, resurrected much
Elizabethan drama, and along with it The Spanish Tragedy, he admired only
its "Painter's Scene." Urtil recently, Kyd's play has been viewed as &
kind of historical curiosity--as the play which first added to the Senecan
revenge formula a "plot which thickens" and a stage spectacle. Recently,
a few critics have treated The Spanish Tragedy seriously. But division
of opinion persists, Some insist that the play must be viewed as an of f-
shoot of Senecan tragedy, cthers claim that they find few Senecan elements
in the play; some argue that the play is non-Christian, others, that it
is overtly Christian; scme can not find a justification for Hieronimo!s

delay, others do; and, in each case, there are those who hold the middle
way.

The Spanish Tragedy and Popular Art:

It perhaps segms unnecessary to include in this unit such a controversial
and popular play, since less controversial plays of the type exist. But
the inclusion of this play is dictated by its immense popularity during
the Elizabethan era and by its use--with a complete set of popular trappings—
of the dramatic formulae which Shakespeare uses in Hamlet: ghost, play-with-
in~the-play, revenger, protagonist, corrupt court, crimes that cry out for
blood, madness, If the parodies included in the students' packet witness
that not everyone in the late 16th century praised Kyd's play, they also
suggest that one can read the play as bearing the relaticnship to Hamlet
that soap opera bears to Ibsen as paychological drama or that an Oscar
Strauss's Chocolate Soldier bears to the Arms and the Man as comedy.
Kyd is pop art; Shakespeare is pop and great art, and bardolatry 1is as
foolish in teaching Shakespeare as in teaching Kyd. Both dramatists wrote
to "pack 'em in" on the southwerk South Band but Shakespeare was able to
"pack 'em in" for scmething beyond showmanship--and emotional impact--
beyond the simple manipulation of theatrical devices., There is in him
plenty of the showman and plenty of the master of the stock, but Kyd is
pure t“-eatrical device,

Kyd's characters are horse-show level types who can be divided--all
too easily--into the had and the good guys (Andrea does this at the end
of the play). He seems to ignore motivation and characterization for
sensational effects (as when Hieronimo bites off his tongue when Lorenzt? ‘
arranges Serbine's killing); his rhetoric can certainly be seen as deriving
from emotional opportunism; and his carefully patterned--perhaps overly

- patterned speeches--come perilously close to destroying any dramatic

jllusion that might be established. The use of Latin in the play, the
description of the underworld patterned on the sixth book of the Aeneid,
and so forth, suggest that he wrote half as a school boy attempting to
display his knowledge, half as a dramatist attempting to create a meaningful
action.

The study questions in the student packet are designed to make the

- students aware of the 'pop' features of the play. Students should be led

to see how the popular blood-and-thunder conventions and pyrotechnics make

©
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the play "popular" in the sense that musical comedy or soap opera or spook
shows are popular, Cne can probably assume that the popularity of Kyd's
play-~the most popular of its time--lay not in the area of its plot,
characterization, or the depth of its philosophic vision, but derived from
exactly the sources which make Dick Tracy, James Bond, Superman,

detective stories and spook shows popular today--from an emotionalism and
sensationalism, both of which, the rodies suggest, were exploited by

the actors., The additions to the play support this contention: the lines
added to Act IT (which portray Hieronimo as going insane almost immediately
after ha finds his murdered son), the scene in Aot III with the Portugals,
the midnight scene in the garden, and the Painter Scene~-all of these
exploit a latent emotionalism of situation. Obviously ghosts, play-within-
play, madness, and so forth do the same Job.

Even though The Spanish Tragedy can be seen as an exploitation of the
Senecan fad and the additions as a pandering to debased theatrical taste,
it nevertheless deserves attention as a piece of effective popular
theatrical art which endeavors to communicate a popular and common place
'message! even as soap opera communicates a commonplace message with respect
to such matters as fidelity, divorce, motherhood, and sickness, etc., We
need to help high schoolers understand the popular and pandering as well
as the first rate--particularly if the first rate stands on pandering's
shoulders. We know why soap operas are written; we may wender why revengs
tragedies were written: why write a revenge tragedy if one lives in 15907

One can answer this question on commercial grounds or on other than
ccmmercial grounds--in terms of Renaissance mythos.

Revenge and Its Popular lythos:

Revenge for an Elizabethan man was closely linked to his conception of
justice. The Elizabethan man's attitude toward revenge said "Avenge not
yourselves, but rathsr give place unto wrath, for it is written, 'Vengeance
is mine, I will repay, saith the Lord' (Romans 12:17, 19)." In theory
private revenge--the kind of Hatfield-McCoy retaliation one gives for real
or imagined injury to himself or friends--usurps God's perogatives and is
expressly forbidden because--well, basically because the idea is that God
will bring offenders to justice and do so surely in one of three ways:

The Prince or King--as 'God's viceroy on earth!--will bring vengeance upon
those in his realm that violate the codes of justice in God's name and by
virtue of his office, not out of private motives; God will intervene in
history; or, finally, He will do justice in eternity. Temporal divine
vengeance may take the form of famine, plague, military defeat, and private
disaster--the "whippes and scourges" with which God punishes or chastens.
In Renaigsance theory, all legitimate 'revenge' is God's, effected by His
representatives on earth, by His intervention in history or by His control
of eternity. What this amounts to in practice is that "taking the law into
one's hands" was not tolerated, that its evil was given both theological-
philosophic and legal prohibitions.

The Spanish Tragedy is basically a posing of the popular problem: when
courts fail, what is one to do? Around this central problem are clustered
a series of efforts to achieve satisfaction through or outside the courts,
efforts which allow Kyd to present us with a vivid emblem of the mythos
described above.

First, the revenge Andrea seeks takes the law into private hands and

e e = I

away from courts. Andrea desires the death of Balthazar not because he
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(Andrea) was unjustly killed but because his death divorces him from
Bel-imperia and circumstances so conspire that his enemy and Bel-imperia
will probably marry. Ve sympathize with Andrea when he gives thanks for
those "infernal powers that will not tolerate a lover's woe," but that
sympathy disappears when we det&ch oursc’ves and think of the rather shabby
cheracter or his relationship with Bel-imperia--unequal, clandestine and
illicit (rather like Willy Loman's affair with the Woman in Death of a_
Salesman). Andrea is a sort of proud passionate fool who thinks that he
can 'get away with it'--both in the love affair (which denies social
obligation) and in the call for revenge (which denies the social channels
of the courts): "What I want, gimme; and what I hate, lemme hit; let me
make up the rules."

Private revenge comesin the last scene. Here Andrea seems to deliver
not temporal but eternal Judgnents, unsurping the divine prerogative. At
his instancing, Bel-imperia ignores the demands of !justice,! avenges Andrea's
death, and refuses to marry for the public gocd; at his instancing, Don
Cyprian receives a horribls punishment--~though he really cares for Jjustice
and had sought to help Hicronimo obtain it by asking him if he had been
denied his day in court, at his instancing, Serberine and Pedringano are
mistreated, Andrea, ir the afterlife as well as in life, is a man governed
not by reason but by his irascible and concupiscible passions--both of which
are personified in the figure of Revenge: Kyd's 'Fury'. We sympathize
with Andrea, even in the last scene; Kyd probably means that we should;

Yet, sympathy in his case must finally give way to a more detached judgment,

Second, two kinds of justice, the one which Andrea proposes and God's
constitute the polarities of the play. Within this judical framework the
revenge for Andrea's and of Horatio's death is weighed. But the two
revenges also take place within another judical context--the context of
the war between Spain and Portugal. Since Portugal, as the Viceroy himself
tells us, has transgressed against Spain (see I, iii, 32ff) and, because
of ambition, broken his pledge, Spain seeks for retribution from him; of
this kind of 'vengeance!, the king says: "Then blest be Heaven, and guider
of the heavens/ From whose fair influence such Justice flows." Spain,
appears in the logic of the play to have acted as God's agent in punishing
Portugal. The dumb show presented by Hieronimo further demonstrates from
history--history reworked by Kyd for his own purposes--how God uses nations
to bring judgment upon one another. The judgment as between Spain and
Portugal is placed under the Court of Heaven.

Third, in the rest of the play, two kinds of temporal justice, one
privete, the other public dominate, the first having its laws and natural
habitation in Spain; the lattes in Portugal: scenes set in the Portugese
court demonstrate puhlic justice properly administered by the court of a
"vicar dei"--one really in the possession of the divinity which does hedge
a king; scenes set in the Spanish court represent the logic of retribution.
Thus, the Portuges Viceroy (or Vicar) is at first misled by Villuppo, and
intends to execute Alexandro because of his alleged betrayal of Balthazar
and his apparent ambition, but he stays his actions because of the miraculous
arrival of the messenger with the news that his son lives. Acting summarily,
he condemms Villuppo to death--for his scheme undertaken "for reward, and
hope to be preferred." The miracle of the arrival of the messenger preserves
the king as a just man--relates him to divinity--and renders his !'vengeance!
upen Villuppo a !vengeance' publicly carried out in accordance with public
codes of Justice,
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But in the Spanish court, things are otherwise. The King and his
court do not care nuch for justice, law, legal procedure, In the quarrel
between Lorenzo and Horatio over the division of the spoils or war, Horatio
and Lorenzo both claim Balthazar as their prisoner hoping to gain honor and
ransem (see dct I, Sc, ii, 1, 152ff). Horatio has captured Balthazar--
as the messenger's report makes clear; and Hieronimo puts the reasons for
Horatio's claim when he says: '"Enforced by nature and by law of arms/

My tongue should plead for young Horatio's right" (I, ii, 168ff).~ But
the king pays no attention to Hiercnimo or “the facts." He gives c¢rms and
ransom to Horatio, the prisoner to Lorenzo. Kyd then drives home the
point that the king regards might as making right when Horatio, out of
deference to the King's office, says "I sit beside my right," meaning that
he will obey the King and his Judgment even though he suspects that this
personal right will be overlooked,

Take this scene as a parsdigm of what the Spanish Court is, The next
Scene parallels it, The King's judgment against Horatio reveals both to
Hieronimo and the spectator the lack of Justice in the Spanish court.

Though the King sees the hand of heaven working in the defeat of Portugal,
he fails in securing--or seeking to secure--justice in his own court.

But this apparent, and only apperent, settling of the quarrel between
Horatio and Lorenzo to the satisfaction of each prepares us for a conflict
between then which develops in Scene III and. in which Horatio and Lorenzo
represent Andrea's and Spain's sides--Horatio, their concupiscence; Lorenzo,
their irascibility,

Fourth, characters emblematic of passion's overthrow of reason rule
Spain's actions as to internal governance and make it radically incapable
of justice: Concupiscence drags Horatio into Bel-imperia's plot to do
private revenge for Andrea's death; concupiscence also causes Balthazar's
sudden falling in love with her too (unless we are to engage in ridiculous
"How many children had Lady MacBeth" speculations about how Lorenzo might
have praised Bel-imperia to Balthazar and made him fall in love without
an eye falling upon her). Speculation, however, is unnecessary. The
Spanish Tragedy is about Justice, not about how lover's sigh when they fall
in love. And as related to questions of justice and the common good,
Balthazar's love is Justifiable, Horatio's is not., Horatio's should give
way to his rival's--to secure the peace between Portugal and Spain of which
Balthazar's marriage to Bel-imperia would be emblematic, Such a marriage
would be like Aeneas! marriage to Lavinia; Palamon's to Emelye; Red Cross!,
to Una; or Penelope's, to Cdysseus (Cf. the Epic units), Horatio's love
for Bel-imperia—1likethat of Andrea--is wrong-headed in its obtuse blindness
to the public good,

But what of Lorenzo's part? Is he not equally simplified--emblematic
of the irascible passions? Irascibility moves him in this affair as it
did when he claimed Balthazar; his revenge seems directed more at Bel-imperia
than at Horatio. One might say that he wishes to do vengeance on Bel-imperia
for her former improper relationship with Andrea or te prevent a similar one
with Horatio, but he never attempts to dissuade Horatio from loving her and
never exhibits a protective attitude toward Bel-imperia, His desire for
revenge is not motivated; it is rather emblematic--an aspect of the whole

l. See also Horatio's account of the battle when talking to Bel-imperia
(I, iv. 30ff); there is no hint here of Lorenzo's claim,
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passion which he emblemizes-~the passion of raze, Rage does not seek jus@ice
from a king: Lorenzo--as-Rage kills Horatio in a fit of personal pique using
privately designed devices rather than court and publicalyr understo9d
instruments of punishment. His earlier obstruction of justice (Pedringano;
II, iv, 133), his preventing Hieronimo from gaining the King's ear, and his
Machigvellian treatment of Serberino and Pedringano, all suggest that he pas
no concern for justice, Indeed, a Hatfield-McCoy spirit pervades the entire
Spanish Court. Pedringano fears that Lorenzo will reveal his involvement

in the Andrea-Bel-imperia affair and expose him to the Kins'S_JuStlce (II’_
iv, 133); Bel-imperia seeks a personal revenge and never considers the social
and political consequences of her actions.

There are norms which men of rage and lust violate. In Act II, III,
Kyd establishes for the spectator a perspective on the proposed Bel-imperia-
Balthazar marriage when he has the king say, "If she neglect hlm.anq forgo
his love,/She both will wrong her own estate and ours." Against this
standard we are to judge both Bel-imperia and the Spanish Court.

Fifth, Hieronimo embodies in himself all of the thematic concerns of
the play,” The characters discussed so far are emblems--devices for treating
the theme of justice and taking the law into one's own hands; they are either
attributed a very clear 'motive' or none at all, Hieronimo is different.
Take, for instance, the scene where he finds Horatio murdered. He and
Isabella are overcome with grief. Yet, in the midst of his grief, he
looks at the blocd-smeared handkerchief and says, "He shall not from me
till I take revenge," Whether at this moment Hieronimo seeks a public or
private revenge--even if he desires at this moment to go out and kill--
we do not know, Hieronimo is ambiguous and immediately after his speech,
Isabella reminds him that vengeance is God's alone (IV, 57ff); and he dares
not recoil at the suggestion. The next scene set in the Portugese court
bears out her statements, Hieronimo has a personality, a psychology or,
at least, a complexity possessed by none of the other characters.

Hieronimo recognizes that Heaven alone has the prerogative to revenge
(III, ii, 5ff); that his desire for revenge is a matter of a passion which
flies in the face of what he knows; that it is a passion like Atreus',
fury-fed by grief, and by the letter from Bel-imperia, the fall of which
he misinterprets as a miraculous divine intervention (1.32). But he does
not act on the basis of what he recognizes to be so. Concern over his own
welfare momentarily prevents him from acting on the information found in
the letter (he fears Lorenzo will draw his "life in question," his 'mame
in hate") and he plans to circumvent the consequences of vengeance by
trying, though circumstances, the truth of the letter. Here the preventing
of vengeance begins, and here also the detective story.

Hieronimo, as a marshall and a servant of justice, knows what courts
are for; his very office recalls that vengeance is heaven's, At times,
he acts as if he knows. As marshall and by virtue of his office rightly
he condemns Pedringano to death; but then he becomes a kind of shadow Hamlet
wondering at his own suffering and at heaven's incapacity to grant him
relief: "That only I to all men just be,/ And neigher Gods nor men be just
to me" (III, iv, 9-10). Having grown impatient with heaven's judical
preceedings and despairing of seeing heaven Ao justice for Horatio's death,
he moves to grab another sword:




Yet still tormented is my tortured soul

With broken sighs and restless passion,

That winged, mcunt and, hovering in the air,

Beat at the windows of the brightest heavens,

Soliciting for justice and reven-e,

WhatlHeaven can do--if it is done in celerity--he, of course, cannot
see!

Ther king's ignorance of the proceedings, Lorenzo's blocking him-?rqm
seeing the monarch, conspire against him., He delivers his Vindicta.Mihl
speech, First, he acknowledges that men must attend heaven's will in Fhe
matter, but, after a bit of fallacious reasoning (11, 15ff), he determines
to revenge Horatio's death with a reasoning that goes something like this:
"I am likely to be killed by Lorenzo if I wait for heaven to act; if I
am lucky I will live; if not, I will die; if I live, I will die too; I
have no assurance either way that Horatio will be revenged; Therefore,

I will revenge and make sure,"

What has happened to Hiercnimo is emblemized in the scene with the .
three citizens and the olg man, In the scene, the first citizen complains
that no advecate will pursue eauity: Hieronimo replies he will plead for
the three as he used to when he was a corrigidor (advocate). But then he
says that there is little hope for justice in Spain; that the entire
Judical arm of the stae is worthless; and, in the midst of such a stgw,
he must assume the role of avenger. Tearing the citizen's paper at the
end of his speech, he forgets any obligations that he has to being the Jjust
man. "Justice is exiled from the earth,"

Now Hieronimo's despair of courts and his madness come to be closely
related, When Castile interrogates him to find out if Lorenzo has done
something wrong, he refuses to seek justice from the ccurt, Only a mad
private revenge will do now, With the urging of Bel-imperia, he brings
it off. And his vengeance carries him beyond decency and justice. He .
kills Lorenzo and Balthazar in sentimentally-~though not iegally-~-defensible
murder, but he also kilis Castile-~the very one who offerec him a means
to public justice, utterly without reason. He sins against Heaven, against
his society, and against himself, violates the office which entrusts to him
the dispensation of Jjustice, His revenge, as the king notes, destroys 'the
whole succeeding hope/That, Spain expected after my decease."” And apparently
ruptures the peace between Portugal and Spain, for the Viceroy says, "Spain
has no refuge for a Portingale,"

Hieronimo is a sympathetic and tragic figure--like aome sympathetic
giant horror show victim, No sensitive reader can help but feel i\is cause
right, But, as in the case of Andreas and Bel-imperia, sympathy gives way
when one detaches himself and regards Hieronimo's action from an ok jective
point of view. We can sympathize with Hieronimo's bewailing the apparent
tardiness of Heaven's Justice; we can sympathize with him when he finds the
Spanish court full of cerruption and lacking in justice; but he is, like Sutpen
in his grand design, morally mad. Help could only come to him from outside--
perhaps from outside time--and he can not wait for it,

Thus does the Spanish Iragedy through formula and wild horrible tricks set
forth the popular ideal: "Vengeance is mine; I will repay." Ilo sane man
would try to repay as Hieronimo does.

l. The letter from Pedringano revives his faith in heaven; this letter,
he says reveals '"what heaven unpunished would not leave." Believing that
Heaven has revealed the identity of the murders, Hieronimo iegains his faith
in God's Jjustice and resnlves to seel Justice from the king,




V. Hamlet:

A. Introduction and Suggested Methed of Approach, ]

Hamlet, even more so than The Spanish Tragedy, presents the modern réader
with a variety of problems and difficulties. Hamlet is a difficult play.

It may not, however, be so difficult as its complex critical tradition.suggests.
The teacher should refrain from introducing the students to the criticism

of Hamlet. In the course of their discussion of the play, the students will
likely encounter the problems upon which Hamlet criticism has centered. Then
and only then do the critics become relevant for the students but even then,
they may do better by working out the problems themselves if they can. .T?e
teacher, on the other hand, may wish further acquaintance with the criticism;
this is available in several eritical editions ara collections. In meither
case, is what the various critics say proper substitute for a fresh and
intelligent reading of the play.

It should, however, be noted that the reading of Hamlet implicit in the
student’s packet and explicit in the teacher's packet is by no means a
conventional reading., It is a rather eccentric reading which goes against
the grain of much of the usual Hamlet criticism., Many scholars and non-
scholars would heartily disagree with it.

The section on Hamlet in the student packet falls into two parts: an
introductory essay ani a series of notes geared to the text of the play.

The introductory essay attempts to ppovide the students with materials,
observations, suggestions, and questions that they may find helpful, This
essay should probably be read both before and after a rather fast reading

of the play in order that the student might be aware of some of the larger
patterns operating in the play. The students as well as the teacher might
wish to disagree with this essay or parts of it; and any such disagreement
is not to be discouraged, except when it derives from a slavish acceptance
o{aother readings of Hamlet or a refusal to give up""pet" theories about the
play. .

The second part of the students' packet presents a series of observations
about the play written by a fictitium notemaker. The notemaker considers
the play dramaturgially, thematically, and historically. At times, he puts
forth fallacious arguments; at others, sound ones. At times, he treats the
play seriously; at other times, flippantly. Again, he will sométimes engage
in close analysis and sometimes indulge in subjective judgments. At times
he is a twentieth-century man reading the play from a twentieth-century
perspective; at other times, he is a twentieth-century man attempting to
project himself into the intellectual and cultural climate of the sixteenth
century, He is, in short, inconsistent and self-contradictory.

The various stances and perspectives of the fictitous notemaker are not
intended to confuse the student. Rather they are to serve two closely
related purposes: (1) to call the student's attention to significant issues
and problems in the play and (2) to demand of him that he separate out the
defensible from the indefensible reactions and solutions to these issues and
problems,

Instead of designed to lend him to a close and coherent reading of the
play--the technique typical of units in this curriculum-~this section of the
student packet asks the student to question questions, to formwlate rewarding,
incisive questions of his own, The observations and questions put forth
bty the notemaker, then, are intended to serve as an impetus for a clarification
of the issues raised Ly the play. ''he heacher might well ask the students
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to make notes--to play sit and read aloud, to work out how the play should
be performed--in short, to discuss where they agree and disagree with the
notes in the student packet; then these agreements and disagreements might
function as the bases for class discussion.

It should be observed that the notemaker at times is cryptic and perhaps
obscure; he is purposely so for his funciion is to suggest and to stimulate.

B. Y"Hamlet'"--Revenge and Suffering:

Put revenge tragedy's ghost, its play-within-play, its corrupt society,
its crime that cries out for blood, and its revenger driven mad by the cry;
put the belief that--whatever frustrations men may feel at what history does
to them--God will eventually avenge crime and do justice in or out of
time; in short, put the revenge tragedy's theatrical devices, all of its
potential for cheap shock, together with the Elizabethan political view
with all of its potential for vacuity and easy optimism--put these devices
and beliefs in the hands of a Shakespeare, and they can give one an art,
other than--and altogether deeper than--the Spanish Tragedy or Thyestes.

A study of Hamlet requires, first, a good sense of what the Shakespearean
theatre and the Shakespearean theatrical company were like; second, an
understanding of Elizabethan political and 3Judicial theory as these may
he represented on the stage; and, third, a knowledge of tragic theory as it
plays behind the vocabulary of Hamlet. Then one can see what theatricai
device "says" in the hands of genius,

A. TIhe Shakespearean Theatre and Company and "Hamlet"; the 9th grade
unit concerning the Idea of a Play discusses what the Shakespearean theatre
and theatrical ccmpanies were like; G. E. Bentley's Shakespeare and His
Theatre handles the same subject. However, certain remarks specifically
appropriate to Hamlet are in order.

It may be well for us to remember at this point, that Shakespearean
companies played on a platform stage and generally with a very few props—-
only such props as could be carried in by the bit players. Parts of the
Elizabethan inner stage could represent the inside of a house; the upper
stage could be a balcony or viewing place; the forward part of the platform
could represent the spacious center of a roam or the great outdoors.
Moreover, the stage apparently allowed for a trap door through which such
creatures as Hamlet's father's ghost could descend., It is fairly certain
that this stage allowed for a good deal of brilliant effect even though
few props were used; Elizabethan companies did use notably brilliant costumes
and a few striking props. Claudius' court, for example, would have
appeared in blazing Elizabethan courtier's costume, and such characters
as the grave-diggers, sailors, soldiers, messengers, and priests would
have been liveried in the costumes of the guilds and vocations. A scene
in which blood is spilled would have allowed for the actual spilling of
animal's red blood which would have poured out against the often white
costumes of the people who were tighting on the stage; and, a formal court
scene, in Elizabethan plays, would mean a processional of the royal banners,
the regality--the portable pomp and circumstance--of a hierarchic society.

Moreover, costume and limited props could carry symbolic overtones--as,
for instance, the ghost of Hamlet Sr. wears soldier's armor which carried
particularly militant overtones. Hamlet in the first scenes of the play is
dressed in black elothes which syumbnlizes his monrning and contrast, as
clouds contrast with the sun, with the gay courtier's garb of the king and
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court who have so quickly cast off their grief for Hamlet Sr.'s death;
Hamlet in the scenes in which he puts on an antic-disposition and plays
satirist and fool, probably would have come in wearing cap and bells to
symbolize the role he has assumed; and when he returns from his trip to
England, he comes in traveler's~-probably in pilgrim's--garb to symbol}ze
that now in the play he sets cut on his last pilgrimage. Roles, vocgtlons,
destinies, and places in a hierarchy are symbolized particularly vividly
in Shakespearean theatre's costumes and props and are also the concern of
his theatrical 'mirror of nature.'

For Hamlet tends to divide itself into public scenes in which Kigg
Claudius is holding court in formal session, and private scenes in which
the members of the various families in the play are dealing with one another
in their private capacities: the acting styles and costumes of the two
kinds of scenes should vary accordindly--the public scenes appearing as
stiff, ceremonial, hieratic and semiliturgical in feeling, the private
ones as quite opposite, Now the important public scenes are, of course,
Claudius' councils (I, ii and II, ii beginning), the royal entertainment
(III, ii), and the judicial duel (V, ii): judicial court, entertainment,
and judicial duel-entertainment form a progression from the conventional,.
to the radically unconventional to the semi-conventional in settling public
questions, Even the entertainment is a court convention. The private
scenes deal with husband's duty to wife, father's to son, and so forthe-
the family viewed as a microcosm of society; this symbolism of the private
and public, the distinction between the two, and the metaphorical relation of
the family to the state is terriby important to the philosophic statement
of Hamlet,l

Perhaps the best picture of the Elizabethan company and stage, its
acting style and aesthetic, which can be offered to the students is the
picture which Hamlet itself offers of the players who come to Hamlet's
court. The court situation in which the players who come to Elsinore play
is not exactly analogous nf the situation in which the Shakespearean company
played at the Globe (the Globe was a popular theatre). But cshakespeare's
company frequently left London and tock to the road or went down the Thames
to play before the Queen Elizabeth's court. The repertory players who come
to Hamlet's court are doing the kind of thing that chakespeare's company
would have done when it came to play for the Queen. When Hamlet hears of
the players, he identifies a series of stock roles which they can handle:
the king, the adventurous knight, the clown, the lady; for, in a repertory
company, each player specializes in a certain kind of stock role--Burbage

1. The relationship between the private and the public might also
have been suggested by changes of costume as well as by changes in properties
and acting styles--as between the scenes in which Claudius is taking public
counsel and making judgments in his public capacity as a king and the scenes
in which he is acting as private eitizen and schemer, Scene IV, vii, of
it were played as a public scene in 'public costume' and about the throne
would emphazize Claudius' use of the throne for his private purposes in
tempting Laertes--his confusion of public and private roles. Again Polonius,
as part of the time a public councillor who behaves like a doting parent
toward the king and Hamlet and part of the time a private father who behaves
as if he were giving public ecounsel to laertes and Ophelia, could symbolize
his confusion of rales Ly eonfusions in his ecostuwing from scene to scene.
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in Kings or Princes--tragic leads--and Armand, in clowns and comic leads.
Shakespeare himself plasyed bit roles-~in Hamlet, the role of the ghost.
Hamlet is made for Shakespeare's own repertory company; it has a king, an
adventurous knight, a clown, and a lady~--stock roles which could exploit the
talents for stock role playing of the Lord Chamberlain's Men. Like Shake-'
speare's own Lord Chamberlain's Men, the company which appears at Claudius
court is an adult company: as Shakespeare's fiction would have it, a company
which has hit the road out of necessity, having been outdone at the gate b{
the private theatre's children's companies: Rosencrantz!s "little eyases.
The child actors of the private theatres, unlike the child actors who played
the women's parts in the public theatres, played all of the roles for their
companies in the City of London 'private clubs' (early 1600's). And Shake-
speare's fiction suggests that these little "eyases" are to the adult actors
what Claudius is to Hamlet Sr.--betrayers and undeserving victors. No wonder,
then, that Shakespeare in writing Hamlet writes in a pepular form. . .

The Elsinore company's plays are, like Shakespeare's plays, written with-
in specific and well defined genres: "tragedy, comedy, history,"--to quote
Polonius' parcdy speech, Comedies are based on Plautus (whom the 9th grade
Comedy unit sees as the foundation for comedy) ; and their tragedies, on
Seneca [;ith whom this unit begins (II, ii, 390-392);7. At Elsinore, the1?
forte is revenge tragedy, and the way in which they play it helps us to define
the aesthetic of Hamlet itself, .

Flsinore's players, at the beck of Hamlet, playwright, use their play
to expose a specific infection in a specific historical situation, In order
that they may do this, Hamlet asks the players to play the Murther of Gonzazo
and inserts some 16 liries to make it particularly appropriate to his court.
Now we have other evidence that players or other persons frequently added to
the plays to make them unusually relevant to special occasions; clowns, when
they got an audience laughing (IIT,ii, 36££), would add to the regular script,
make up a line of patter to keep the audience laughing beyond the scrlp?'s
suggestions; sometimes political allusions were added to make plays top}cal.
To make a tremendous point of any one particular word or image in an Eliz-
abethan play is something of a mistake, for Elizabethan plays could be added
to or taken away from rather freely by a playwright or players as the situaticn
demanded and as the audience responded. Hamlet was published in a radically
cut version (the first quarto) and in radically expanded versions--as was also
the Spanish Tragedy. _

Since the public theaters were noisy places, tragic players commonly haq.
Lo cry out their lines in order to have their words heard. Hamlet, in I1I, ii,
warns against overdoing this, against the overacted rhetorical style which may
be appropriate to Senecan declamation and which will make a bad play satigfy
a noisy audience, but which frustrates the play's effect if it makes a point
that cauterizes festerings within, The Priam-Pyhrrus scene, played in the
declamatory style, carries Hamlet with it as he is giving advice to himself
about how he ought to be passiounto. carries him with it until he gets around
to giving advice to the players. But becanse llamlet wants his own play to
catch the less sensitive soul of Claudius, he seems to suggest, in his speech
on acting style, a kind of moral naturalism which suits word to action so as
to clarify the implications of assuming a role and performing an action in
real life, The purpose of acting is "to show virtue her own features, scorn
her own imege, and the very age and body of the time his form and pressure."

Men did not always have to worry so about usurpation and regicide as in
Claudius! time or abemt khe nature of kingship and just sneccession as in
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Elizabeth's, The sense that a play can be a mirror is, of course, with
Hamlet from the beginning: as soon as he puts on the fool's 'mask' and
antic disposition, he begins to shape his actions so as to be a mirror--
often a maliciously conceived mirror--to the one to whom he speaks.

When Hamlet first asks that the players play before him, he chooses

for their playing a mirror--a revenge scene from Virgil in which Pyrrhus,
endeavoring to avenge the death of Achilles, kills the guiltless and powerless

old King Priam before the weeping and frenzied Hecuba as the topless towers
of Troy are declaimed to the ground, Hamlet sees an inexact reflecticn of
his own situation in this play and makes Hecuba first and later Priam his.
alter image., He then iooks to find a better image than Pyrrhus for Claudius.
When the better mirror for Claudius, "the play within the play," is
put on, we get some sense of what it was like to come to an Elizabethean
theatre, The trumpets sound to signal a public, ceremonial court occasion;
the various members of the court come _in; they discuss the play; the trumpets
sound again and the dumb show begins.“ The dumb show is more exact mirror
for Claudius than the play. The king lies down on a bank of flowers which
had to be carried in; another man comes in and takes off his crown; and
polson is brought in in a vial. (The props in the dumb show--where props
and action have to be described--are a number of small objects which are
used in the action--and which have a specific kind of symbolism: flowers,
crown, vial.) Dumb show and play within the play do catch at the conscience
of the king and expose him before the whole court. Claudius stands as a
tyrant exposed. To undevstand the significance of the exposing of a tyrant
before his court, we must turn to Elizabethan political theory.

B. Renaissance Political Theory and Hamlet: Vengeance and Tyrannicide:
We have hinted that Claudius is a tyrant exposed before his court by
the play-within-the-play, and that this exposing before a court has a
special significance; we have affirmed that the distinction between the
public and private royal scenes in Hamlet-~their apparent separation in
the early parts of the play, their apparent confusion in the later scenes
of the play and their actual confusion throughout the play--is central to
the play's significance; and we have asserted that the mythos of the
Spanish Tragedy--the affirmation that "Vengeance is God's" and all justice
mediated through Him (through God's and King's, courts, through His direct
intervention in history, or through His action in eternity) is central

1 Much of Hamlet depends on the capacity of one scene to reflect or
mirror another one or one player--Hamlet particularly--to mimic or imitate
other ones: Claudius, Polonius, Ophelia, Osric, Rosencrantz and Guildenstern.
That Shakespeare's company was a repertory company where the players would
know one another's acting habits to a "t," made the use of such mimicry to
make moral-satiric points particularly easy. The points which the student's
packet makes about the marriages of the play as reflecting one another depends..
on the same capacity in the repertory player.

The theatre may not have had very good props, but it has a variety of
devices for making dramatic noises—-thwndering noises, the noise of trumpets,
the noise of batiles, drumming and so forth were all pavt af tho available
sources of an Elizabethan theatre.
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also to Hamlet, Ccmes time that we should deliver the goods.

Insofar as a revenger takes law into private hands, he is evil; and
his vengeful interference in the course of human events makes him diabolical,
a character whose demuaic private counseling and spite contrasts with the
actions of the Gud who records deeds in an open Book of Life and separates
Sheep from Goats in open session. In Hamlet, we confront a hierarchic
society with Claudius as the king and the sun of the court from whem justice
should rediate 1like light (sol justitiae). In the public scenes when he
assumes the throne, he should appear as a king who is joyous and regal with
the sun-kingship emblem behind him., He is joyous while Hamlet is mourning.
He is full of Boethian Philosophy to remind Hamlet that death is natural,
yea even providential. He is the philosopher-kings; the councillor--
the Poloniuses of the realm--are placed next to him according to their
hierarchic place, probably ir literal ranks on the state.

Typically, the revenger finds himself in a corrupt court, seems
frustrated by its corruption and, in despair, takes justice into his own
hands., He is judged by the play's action for resorting to his own Justice.
Amid the sunny and sun-reflecting lights of Claudius' curia, Hamlet hangs
like a three day old fog--isolated, hemmed in, and scathing.

But we have claimed profundity for Hamlet. If we are to sustain the
claim, we must show that it does something more than put a man in a trap
and slam it shut; it must do more than the Spanish Iragedy does in putting
a hero in a trap and saying that had God--or Something Outside man--helped
the hero--and if he had trusted in the help--~he could have escaped. It
must show--through events plausibly like the events of history--how the
trap is raised and the stricken deer freed; when the sun of justice give
no light--when he is not Hyperion but a satyr--there must be ways of
elevating the principle of justice without elevating oneself--ways of
replacing an unjust "fountainhead of justice'" without going outside the
system or destroying social confidence in it. In Hamlet's story, the
obstructor of justice is the king--the source from which justice had to
flow in a hierarchic society. It locks as if the only way in which justice
can come to the realm is through an act of injustice on Hamlet's part--
an act of private vergeance and malice. If any action done to punish evil
and done outside the public courss is an act of private Tengeance and
malice, and if the Court itself is corrupt, then justice would appear to
arise only out of injustice. But the Court of Denmark is made up of
Polonius's, Rosencrantz's, Guildenstern's, and Osric's--for the most part
flaterers, gulls, sycophants, such men as could not assist Hamlet's caus .

He is alone save for Horatio and a populace from which he is isolated by
Claudius' insistence that he stay iqlDenmark at court. Yet, the path of
injustice is not Ham’et's only path; he can overthrow the Claudius without
overthrowing a king, he can try him outside a court and yet within the law,
and he can overthrow him without presuming to raise himself up in the
hierarchy.

When Laertes accuses Claudius of the crime of which he is not guilty--
Polonius' death-~Claudius describes how a king who has committed such a crime
should be treated, He suggests that, after a king is forced to the wall,
there should be a calling of the council ("whom your wisest friends you will")
who should try the king in open court, and, if the king is guilty, he should

1 That Clandius® aviny 1.8 wade ap of Switzosr morocnayios cuggestas that
his subjects do not love him.
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give up his kingdom, his crown, and his life: both his public and his
private body, The king was thought to bear a double person, his person as
private citizen and his public person as a symbol of the law--of the
corporate rule of the realm, and the reason-law which can guide a state;

it is as a public person that a king is the head of the hierarchy of society
and married to the state. But the public body of a king in a prince is in
medieval and Renaissance times a legal fiction (cf. the 10th grade packet

on The Leader and the Group, its treatment of John of salisbury).

If a Renaissance king acts against the ccmmon profit of the reilm or
requires of his subjects what is not natural to the human species,
he is no true king; he has lost tie public body of kingship and become
a tyrant--a man who rules without the sanction and anointment of God by his
own will alone for his private pleasure and profit, including the pleasure
of bending other people's wills. such a man is deserving of trial and
removal frcm the kingship by the council; if the trial could not be made
through regular processes--we have the appearance of a regular''Elizabethan’
trial of a tyrant in Richard II——it had to be made in extraordinary ways.
The Elizabethan man who seeks to remove a tyrant has to try to expose
him before some public court as Claudius, putting on the face of states-
manship, recommends to Laertes; he has to act in concert with other wise
men; he has to expose the king before the Court of Wise Men and receive
a public council's sanetion for his deeds; and, having so consulted with
what uncorrupt council is available to him, he may be justified in executing
a king as a tyrant who has violated natural law.

It may be that an Elizabethan audience would have considered Hamlet as
having extraordinary but public and sufficient justification for killing
King Claudius after the mousetrap play after he has exposed the tyrant
and regicide before the Court of Common Perception; it is certain that he
fails in the scene by virtue of his desire to want to control eternity and
send the king off to Hell. Courts of Justice acting in time, whether
ordinary or extraordinary, have nothing to do with Heaven's cr Hell's
Justice. The egocentricism which begins with Hamlet's temptation toward
resorting to himself in temporal matters ends in the megalomaniac madness
of the man who would play God before he would save the commonwealth.

Hamlet would be justified in conducting a trial and depriving Claudius of
life and crown as Claudius suggests Laertes do when he knows himself to be
innocent. Hamlet would be justified--if he could not establish the King's
guilt--in fighting a judicial duel with the king or his representative in
order to establish his guilt or innocence. And, indeed, the final battle
of the play deces have the kind of judicial duel in which the guilt of the
king is established and the king receives a trial and a tyrant's death.
One thing which Hamlet is not justified in doing is killing a man--though
he be Claudius by name--for the private satisfaction and malice of killing.
And in a Christian world, the ultimate in malice is the desire to kill
another man's soul. It is precisely such private satisfaction and malice

1 Natural law involves allowing men what is required for their social
life as a species: property, the right to protect life, the right to
mate and to choose a mate, the right to speak to others in open councils,
the capacity to exercise free choice, etc,
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that the ghost implicitly recommends to Hamlet. Ironically, it is precisely
this ghost recommende: mallce which prevents Hamlet frcm doing justice

in time, the first time that he has an opportunity to kill Claudius when

he is alone praying; had Hamlet left the 'praying' Claudius to eternity,

the pray-er would have been damned (as his remarks after his efforts to
pray suggest) since he was still possessed of effects of his murder. On

the other hand, it is the forgetfulness of malice, it is Hamlet's throwing
himself on a source and principle outside of history and outside of himself
which permits him finally to bring Claudius into the tyrant's court, in

the judicial duel to expose his tyranny--his effort to poison his subjects,
and to execute him for it. Kingship is such a sun as is not be clouded

by a tyrant's claim to it; justice is such a light as flows from recognizing
the principle of law in a lawless land rather than trying to create its
effects out of the fabric of further injustice, Principles and procedures
can rightly measure a man but not personalities. The Hamlet of the beginning
of the play is worried about persons, rivals, superiors; the final Hamlet
cares about honor.

It is possible to destroy a tyrant after having publicly exposed
him in terms of public principles; it is certainly possible to deprive him
of the crown; having lost the "body of kingship," a king is deserving of
deposition as Claudius himself suggests to Laertes. Having endeavored to
acquire and preserve his tyrant's demesne through murder and a host of
other sins against natural law, he is worthy to be executed-~to lose both
his public body the crown and his private body. It will be useful in reading
the play to keep track of the number of times that Hamlet or other characters
in the play suggest that Claudius is not the true king, that Claudius as
a tyrant is not in the possession of the true body of kingship. When Hamlet
says that the body is with the king and the king is not with the body, he
refers to this idea; when he says that the king is a satyr and not the sun-
god, he suggests the notion. It seems very probable that when Hamlet takes
Hamlet 5r.'s seal and dispatches Rosencrantz and Guildenstern, he says to
himself the same thing; he has made clear to himself that Claudius, having
violated natural law, justice, the common good of the realm, is not the
realm's king. Therefore, he, Hamlet assumes the prerogatives of kingship.
When Horatio, in response to Hamlet's description of his assuming of the
seals of kingship, says, "Why what a king is this!" (2nd quarto reading)
he is referring to Hamlet's acting as "regent" of the realm in the dispatching
of Rosencrantz and Guildenstern on the basis of his knowledge that Claudius
is 2 tyrant and they his commissioried assassins are worthy of execution. When
Horatio exclaims, Hamlet replies, "Does it not, think thee, stand me now
upon?" (2nd quarto) We suspect that Hamlet makes a gesture feigning a
crown upon his head here. This is the true public body of kingship now
though Claudius bears the role's name.

Kingship is a fiction--a role which gocd kings play according to the
script provided by the divinity--the precepts of natural law and the common
benefit of the realm. Justice to all men is the result. A king--particularly
an elected king—who deliberately does not act in accordance to the script,
is not a king and having been publicly - shown to be something other than
a king may be required to give up the role and the name of the role.

Whoever plays the role of king is king, but the role does not permit, in
the one playing it, any elevation of his private person and pride at the
expense of the common profit. And the public role. Hamlet has no right
to play God to Clandius. Il does have the vight to play king to him.
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He exposes Claudius as a tyrant before the wise men of the realm, he
knows he is divinely sanctioned after his 3ea journey, and he has given
up the desire to avenge and damn, Hamlet's right to play king is, in part,
a matter of what he learns about Clauvdius from the beginning of the play
to the end of the sea journey; partly it is a matter of what he learns
concerning his own obligations as a man himself and through suffering. 4And
that turns us to our third topic, the tragic sense in Hamlet.

Hamlet and Tragic Theory: Suffering, Providence and Fortune:

Normally, in the Renaissance, a tragedy is a play about a man whose
life moves from good fo bad fortune. In Hamlet, there is no such thing as
protagonist's good fortune from the audience's perspective, since Hamlet's
father has already been murdered when the play begins. The only prosperity
that Hamlet can be said to have at the beginning of the play is the subjective
prosperity of not knowing that all is rotten in the state of Denmark but
merely suspecting it. But it is with subjective prosperity and adversity
that Chakespeare is concerned--with the good or bad created by the thinking
which makes it sc. Conventionally a tragic hero is a man who so trusts
to his own devices, to his own capacity to control the things of time, that
he is puffed up with pride. Trusting in what time can give him and his
own will and vision, he rises in fortune's court until he stands at the
top of her ranks of favorites, first of her counselors, top of her cap,
only to be cast down suddenly and then in the midst of a veil of tears to
learn that he is not autonomous or capable of willing what will be. He
learns that there is a force outside of time which uces suffering to break
those who pretend to antonomy, to bring them to dependency and love, to
punish the defiantly alone or to chasten and purify those who realize that
they ought not resort to themselves. Hamlet trusts in Fortune to bring him
the prosperity he desires--that is, in his own capacity to handle the
temporal court--and to put Claudius in his place; he rises in her favor
untll he exposes Claudius, then falls from her grace as he murders
Polonius and is shipped from the court he would run. Having been shipped,
he learns another set toward experience.

We can trace Hamlet's commitment to his own devices--what we have
called Fortune--to the swearing which he does immediately after the appearance
of the ghost., The ghost may be Hamlet's father, it may be a devil--let
us admit either possibility for now. Whichever it is, it tells the truth.
But that it tells the truth is no indication that it is good, or that its
advice is heavenly. 1Its advige would, from every possible perspective, in
the Renaissance be regarded as utterly evil; that it tells the truth
no more makes it godly or goodly than that Mephistophelés tells the truth
about Hell and damnation to Faustus make him an angel of light. Hamlet's
swearing to follow the voice of the ghost without questioning its goodness--
the divine authority of its command--is a little like the swearing by which
Faustus commits himself to Mephisto's guidance or the swearing by which
Othello commits himself to Iago on the basis of a surface honesty., The
wrong criteria are brought to bear. And from swearing time, Hamlet trusts
to his own devices--"mad in craft, not essentially in madness." The devices
of wearing the mask, of playing at being a madman, and of trying to expose
a crime on his own, lead to his so cruelly and maliciously doing in Ophelia
and Polonjus, to his playing God and to his neglecting the commonwealth. The
sea journey and the sufferings of Polonius and Ophelia which precede it
return Hamlet to himself. It is throngh getting a vision of graveyards
and skulls, of Gphalia's and Palonins' oufferiug and death, that he as
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private man comes to see that it is rather foolish for him to be regretting
the loss of the beautiful but dead body of his father and equally foolish
to be envying the king his sensuous love body. He seems to forget his
own need for self-protection, to give over deception, intrigue, and sneaking
about on tiptoes to preserve his life, He learns from the suffering which
he has caused others that his own resources are not enough to control
history and that he carnot seek in history for personal or private satisfaction.
After the sea trip and the graveyard scene, Hamlet throws himself on a
different kind of force. Hamlet admits to his learning of a force beyond
himself in the speech in which he speaks cf his action on the ship,of
changing the commiggicn and saving his life:
...ms thought I lay
Worse than the mutines in the bilboes. Rashly
And praised be rashness for it-—-let us know
Cur indiscretion sometimes serves us well
When our deep plots ¢ pall, and that should learn us
There's a divinity that shapes our ends,
Rough hew them how we will.
It is through feeling a wrestling round his heart caused, as Hamlet takes
it, by the shaping divinity that Hamlet learns to take the king's seal
in hand and begs to assume the role of liberating the commonwealth.
The same Hamlet says "there is a providence in the fall of the sparrow."
As he approaches the duel, he regards the duel as a court of justice through
which Providence's will for history, its justice, will be expressed.
Ophelia may be Hamlet's sparrow. Her death and her burial are lessons which
permit Hamlet to go into his final duel, with regard for kingship end
the common good and with contempt for merely staying alive. In Hamlet's
own providential fall, the tyranny of Claudius and the revegpgefulness of
Laertes are exposed; the corruption of the court is seen for what it is and
the title to the kingdom is given to a man who both cares for honor and has
some claim to the title. God,as William Seegar says, uses the duel:
Tt is true that the Christian law wants all men to be of so
perfect patience, as not only to endure inperious words, but
also quietly to suffer even force and violence, However since
none ?or very few men) have attained such perfection, the laws
of all nations, knowing and do with the avoiding oi further
inconveniences and the manifestation of truth, have ( among many
other trials) permitted, that such questions as could not be
civilly proved by confession, witness, or other circumstances,
should receive judgment of fight and combat, supposing that
God (who only knows the secret thoughts of all men) would give
victory to him that justly ventured his life, for truth, honor,
and Jjustice.
From Ophelia's suffering and remarks to the court we learn what the meaning
of tragedy is. From her burial Hamlet lecavns what the meaning of life is.
"The owl was a baker's danghter; God be at your table."
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Notes: Scene by Scene:

Act 1

Shakespeare's later plays generally begin with a scene full of
hubbub, informality, and suspense designed to get the audience quiet. \
With the audience quieted, there usually follows a formal, pageant-
filled, judicial court scene, the dialogue of which demands full
attention because it employs a formal rhetoric, because great issues
are being discussed and because the theme of the play is being set.
This shift in tone, marvellously controlled, occurs in Hamlet, I, i
and I, ii.

Act I, Scene i:

In a revenge play the ghost generally trots on first to provide
the exposition, but Shakespeare reworks the convention to make the
ghost a more integral part of the play: he prefaces its appearance
with conversation which creates expectation. The scene opens with
Bernardo,an officer, rushing on stage in such a hurry that he violates
military decorum and dces not wait to be challenged. Francisco, a
common soldier, must remind him. Bernardo clearly has something on
his mind as he appears with a promptness which leads Francisco to
observe, perhaps sarcastically, that his superior comes "most
carefully" upon the hour. Bernardo tells Francisco to go to bed--
abreviates what must be the customary conversatinn as the guard
changes. His urgency in assuming guard duty and his rather curt
treatment of Francisco suggest that something important is about
to happen.

Bernardo's behavior is prolonged even after the appearance of
Horatio and Marcellus. Initially, we may expect them to resolve the
mystery, but they come asking questions, not bearing answers. The
diction used to refer to the ghost defines what has excited Berqardo,
but, notice that the ghost is first "a thing," then a "product ol
fantasy," "a dreaded sight," and, finally, an "apparition.” Befo?e
Bernardo can get through his elaborate introduction to his narration
of the events of the previous night, the ghost appears. By this time,
one hour has passed (see 1. 38): the illusion of time is sustained by
Bernardc's excitment, the anticipation of the ghost's return by the
characters, and the audience's feeling that something is about to happen.
By this time the audience should be quiet.

When the ghost does appear, the three characters react to it in
three distinct ways. Both Marcellus and Bernardo are presented as
military men, unaware of current theological debates about ghosts.
Bernardo is convinced only of the thrilling, frightening, non-religious
reality of ghostsas his taunting of Horatio makes clear; Marcellus,
evidently holds to a pre-Refoimation ijuterpretion of the ghosts
and attributes a certain disunity to the dead King returned from

purgatory: "it is offended," and "We do it wrong, being so majestical/
; To offer it the show of violence." And Horatio reacts in yet another

way. He is not certain what the ghost is, and, even after its second
apperarance, he remains sceptical of ghost lore. The scholarly Horatio,
the student at Protestant Wittenberg, admits to the taunting Bernardo

that he has seen something that appears to be a ghost and looks like
the elder Ilamlet. But aftcr thie ghost zulnrna, he orders Marcellus to
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stop 1t and to strike it., Finally, he says that he believes Marcellus'
ghost lore "in part."

It may be that shakespeare elected not to present the ghost in
the stiff, spoocky manner of the earlier revenge plays, perhaps the
manner of the earlier Hamlet, but to create a ghost that could take
on a 'reality' for his audience, Here are three witnesses of the
appearance of the ghost, three witnesses who exemplify three current
attitudes toward ghosts: (1) the uneducated, rather naive Bernardo
represents those, in Shakespeare's audience, who would tend to identify
ghosts with the wonderful and marvelous but would not attribute to it
a religious or theological significance: (2) Marcellus, who seems to
be more educated than Bernardo, seems to represeut those who are primarily
acquainted with pre-Reformation Catholic theology and would expect a
ghost to be the soul of a dead person returned from Purgatory to seek
favors from the living or to warn about the future; (3) Horatio seems to
represent the skeptical view that a ghost may be only a figment of the
imagination, unendowed with reality or, otherwise, a spectre designed to
warn the state of danger to the common profit ("This bodes some strange
eruption in our state"), a spirit such as walked when Caesar was
assassinated by men who claimed to be destroying tyranny.

Shakespeare not only reworked the conventional introduction of the
ghost but also created a ghost more probable than that common to revenge
tragedy--no figure wrapt in a dirty sheet but a wild, majestic thing
in full armor which cannot be hooted from the stage. Its silence suggests
to Shakespeare's audience that it is not the ghost of the earlier Hamlet
play who so ridiiculously cried, "Revenge," from beginning to end. This
ghost will not stay when 'crossed'--it cannot be eased or give grace to
Horatlo, it does not know its country's fate, and it must silently
disappear at cock crow, The cock crowed to remind Peter of his denial of
Christ; it crows all night when the Nativity is remembered,

In the first scene, Shakespeare faced two more problems. He had to
provide his audience with the exposition which his ghost did not give
and he had to end the scene so that it would anticipate scene IV and the
ghost's re-appearance, He solves the first problem by having Marcellus
ask Horatio about the warlike preparations and the purpose of the watch.
(Marcellus apparently expects Horatio, scholar and friend of Hamlet, to
know, Byt Horatio gives him only » tentative answer, based on court
gossip--suggesting that he and Ham :t's party are outsiders.) In the
course of his answer, Horatio prov..les information about the previous
conflict oetween Dermark and Norway, a conflict like the conflict between
Spain and Portugal in Kyd. His speculations about the warlike preparations
are qualified by "and this, I take it..." We must wait until I, ii to
learn that the speculations are correct. The other dramaturgical problem,
providing an end to the scene which anticipates the reappearance of the
ghost in scene IV, sustaining the excitement and urgency of scene I so
that it can be picked up at the beginning of 3cene IV, is solved when
Marcellus suggests that the ghost might be willing to speak to Hamlet,
if not to them,

Act I, Scene ii:

The scene presents Claudius conducting public or state business in a
meeting with his privy council or Cabinet. The stage needs a throne and
a formal seating arrangement for the council. The stage directions in the
second quarto say: Enter Claudius, King of Denmarke, Gertrude the Queen,

]
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"Counc_ilors"; the quarto directions keep Ophelia off the stage--unlike
those of other editions; Ophelia has no lines, does nothing, is out of place
in the conduct of state affairs; the queen is not because she is, as Claudius
says, the "imperial jointress to this warlike state." )
Claudius' initial speech is like the King's opening speech to parliament
and is a rhetorical masterpiece. He begins with a defense of.his hasty
marriage to Gertrude in which he answers any potential objection to their
marriage. First, he argues that grief must not be allowed to in@erfere
unduly with the carrying on of things, and second, and most tellingly, he
reminds his councillors that they, "the better wisdoms," have "freely gone
with this affair along." Claudius consolidates his position as kind by
arguing that his marriage to Gertrude is not only in accordance.w1th reason
but also with the plan of his councillors. Moreover the state 1s trogbled,
and an elective monarchy needs a quick succession to prevent its enemimss
from taking advantage of the interregnum. Claudius then moves to other
matters of state: (1) The trouble Fortinbras is causing Denmark; (2)
Laertes! request; (3) Hamlet's apparent request to return to Wittenberg. :
The handling of the Fortinbras!' affair not only affirms Horatio's earlier J

speculations but also suggests that Claudius is such a king as seeks peace
and honors treaties. .

Claudius then turns to laertes: Laertes' request to go to France 1s
necessary here for several reasons, but primarily for two. By having the |
King grant Laertes' petition, Shakespeare gets Laertes out of the play |
until Act IV. liore importantly, the King's treatment of Laertes contrasts |
with his treatment of Hamlet and suggests that Claudius is not all he. ‘
appears. His ready approval of laertes' request (a matter of state since ‘
the King has control over his subjects' leaving the country--just as our
State Department does) follows a speech in which Claudius presents himself |
as a good, a reasonable man, one given to the good of his subjects, and
ready to listen to his councillors. His later actions make the speech seem
ironic and greasy; the speech should sound like the speech of a statesman-
philosopher. :

No reasonable or sententious preface introduces the consideraylon of
the request of the Hamlet, who, still in mourning black, darkens gilded
proceedings. And he pays no respect to the king to whom he talks as if he
talks to his step father rather than to his king. The clouds which hang
on Hamlet are represented in his mourning costume; the king as top of the
social hierarchy is the sun of the court--his throne might be surrounded by
a brilliant sun-emblei... Hamlet's "I am too much in the sun" would, then,
have 2 stage correiative,

Hamlet's banter necessitates a gentle Boethian remonstrance by his
mother to the effect that, recognizing that men die, he should give over
his m.ourning.l He, however, will not be satisified with such philosophy;
grief-stricken and inconsolable, he for the first time injects the acting
metaphor into his speech which will later dominate his speech: all visible

lHamlet is full of Boethian philosophy; the teacher should know Boethius'!
Consclation of Philosophy as well as the discunsions of it in Tragedy, Grade

10.
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emblems of woe are acting but I do not act--will manifest the visible
trappings of various attitudes nct reeally his). To enhance the appeal of
Gertrude!s arguments and to soften the ensuing denial of Hamlet!s recuest,
Claudivs enlarges the Queen's Boethian argument, He first alludes to Hadet's
request., He then denies the request, and invites his !'son' to remain in
Denmark as "Chiefest courtier, cousin, and our son." Finally, and most
importantly, he remarks that Hamlet's despair over Hamlet Sr's death shows
a "will most incorrect to heaven"--whose creation Nature, includes dying
in its providential, Boethian construction:
Tis a fault to Heaven,

A fault against the dead, a fault to nature,

To reason most absurd, whose common theme

Is death to fathers...(I, ii, 100ff.) ..
Claudius! stalament is a normative description of the providence implicit
in natural processes including dying; but the Claudius who can explain
the Law of nature invites judgment in terms of it-—however cynical his
explanation, a matter which comes to be important later to Claudius' trial
asaa tyrant., The Claudius who philosophizes is like Ophelia who is made
to convey a prayer book to cover privy spying.

Claudius seems a philosopher-king. In the initi. 1l confrontation be?ween
protagonist and antagonist, Shakespeare leaves the antagonist in the position
of a just man, but Hamlet's soliloquy reverses the matter, suggests apother
meaning having nothing to do with the preservation of the common profit in
Claudius' marriage to Gertrude, and implicitly comments on the quality
of the "better wisdoms" to whom Claudius refers in his opening speech.
lomlet, in ' angry speech, already seems melancholy mad--the joyous court
of Denmark is an unweeded Garden, (anticipating the Garden scene in the play
within the play), and its queen, and infinite appetite., Hamlet sounds
like Jacques in As You Like It.

By the end of the scene, Claudius has been presented as an apparently
good king, Iaertes has been identified with the party of Claudius' court,
suggestions of the forthcoming conflict between Hamlet and Claudius have
been thrown out, and hints have been offered that Claudius' goodness may
be false-seeming.

The meeting between Horatio and Hamlet is another private and non-
ceremonial scene, but it ‘emoves Hamlet from the isolation he felt in the
presence of the court. He is here among friends, especially so when he
Jearns that Horatic returned to Denmark for the elder Hamlet's funeral--not
to attend the marriage ~ Claudius and Gertrude as did lLaertes. In the
rest of this scene, Shakespeare manages to sustain the tone of Scene I.
Hamlet's intense and close questioning of Horatio reminds the audience of
Scene i--causes it to anticipate the reappearance of the ghost. In
addition, the talk about the ghost!s coming at this precise point suggests
that further evidence may be added that will lessen C audius! goocdness;
especially do the closing lines hint at hhis possibility.

Act I, 8cene .ii:

Although Scene iii, like 8cene ii, enables Shakespeare to create-the
illusion of a day's passing betweer Scen2s i and iv, it like Scene ii, has
other functions. First, it tells us what the eason of the realm is under
Claudius--what the council is, Polonius is one of Claudius' chief councillors,
Lord Chamberlain, chief in charge of clothes and appearances and, for this
court, advice.

i
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court, advice. An anonymous eighteenth-century writer wrote: "It is
evident by the whole Tenour of Polonius's behaviour in this play, that he
is intended to represent some Buffoon statesman not too mush fraught

with Honesty." Hls advice to Laertes is that of a pragmatist and self-
seeker in moral philosophy; that of a man not much interested in the ccmmon
profit of the realm who, like Claudius utters the commonplace prudential
proverbs in such a way as to make them speck with the voice of selfishness.
"To thine own self be true" can be counsel to integrity but it becomes
counsel to selfishness in polonius' mouth.

Ophelia has not appearéd before--if we follow the directions of the
second quarto. Laertes! advice to Ophelia concerning Hamlet is of a plece
with Polonius' advice to Luertes; private good transcends public——Ophelia
should not be affectionate toward Hamlet, because Hamlet is subject to the
people!s desires and must serve them rather than his love, To save her
skin, she had better waten out for Hamlet. Neither Poloniusnor laertes
ever suggests that the king or the prince of a realm may need a proper
love or marriage (cf, Student Packet on the marriage theme in Hamlet).

Act I, 8cene iv:

Scene iv brings us back to Scene i: the first six lines create the
setting--a cold outdoor scene; Shakespeare does with blank verse what
his threatre prevented him from doing with props. Since the scene is out~
side, we anticipate the reappearance of the ghost and its speaking to Hamlet.
Since the foregoing action has suggested that Claudius may be some sort of
hypocrite, we are not surprised when,barely five lines into the scene, Hamlet
comments on the sottish disposition of the king and his court and on its
international consequences. Shakespeare is beginning to make Claudius the
satyr, the drunken, lecherous Meynheer Peeperkorn of the play: Denmark's
drurikeness poisons the whole Reason of the realm even as Claudius!
dram of poison poisoned reason of the private body of the king. In both
cases Claudius's carries the terrible glass.

The ghost appears.

Hamlet does not interpret the ghost as did any of the other witnesses
but immediately sees it as his father--no matter what it is: "Be thou
a spirit of health or goblin damn'd." But Hamlet does mention the criteria
by which he would examine its intent to see whether it is "wicked or
charitable." Later, Hamlet forgets these criteria and concerns himself
only with whether the ghost is honest. '

As Hamlet continues to speak, his belief that the ghost is a repre~
sentation of his father leads him to ask it to speak. By delaying its
speaking to heighten further the audience's feeling of expectancy and to
increase the ambiguity surrounding its nature. Shakespeare makes the most
of his ghost. The ensuing struggle in which Horatio and Marcellus try to
prevent Hamlet's following the ghost and their speeches render the ghost
more ambiguous, more likely to be a minister of some dreadful thing than
formerly. The thought of Hamlet's meeting alone with such a thing creates
a feeling of numinous dread and a sense that his failure to listen to his
friends;  admonitions indicates that he is mad: "He waxes desperate with
imagination," What Hamlet is imagining is not clear——-the existence of the
ghost, that the ghosl existence is his fatherts or its goodness.
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Act I, Scene v:

Scene v, the climax of Act I, gives more inforamtion about Claudius.
The spirit of health or goblin damned informs Hamlet that Claudius is
usurper, murderer, and lecker.,The rhetoric of the ghost's speech, however,
deserves analysis: its thos, pathos, and loggcs.

The ghost appears a straight-forward, honest ghost when it says, "So
art thou to revenge, when thou ghalt hear," but in the proem it speaks of
its hideous punishment and suffering. Earlier it told Hamlet, "Pity me
not"? Why? Why does it say: "If thou didst ever thy dear father lﬁgg.../
Revenge his foul and most ummatural murder"? Why doesn't it appeal to law--
"If ever thou as Prince didst care for law."? The appeals to Hamlet's pity
and to filial feeling move Hamlet to sucha passion that he vows revenge
before he has any idea as to whether the ghost tells the truth or is urging
charitable intents. Indeed, whether the ghost is telling the truth or not
is irrelevant for Hamlet has earlier established the criteria according to
which men separate the health-giving from the damned and damning—whether
its intents are wiclred or charitable. Vengeance, personal retaliation, is
by definition uncharitable: its. attitude toward the victim is unloving;
it separates the doer from Charity. Only after the spectre has elicited
the vow from a wrought up Hamlet does it tell him that Claudius murdered,
"murderer it"--i.e., Hamlet Sr. The delay in revealing the identity of
the murderer, the raising of the emotional pitch again and again is all part
of an elaborate rhetorical strategy whereby the ghost manipulates Hamlet's
emotions, brings them to a shrieking pitch, and then gives lineaments to the
horrid deed which thrust malicious purposes upon Hamlet. Curiously, the
description of Claudius and the narration of the murder itself urge Hamlet
to see the foulness of Claudius only in regard to his marrying Gertrude.
The ghost does not worry about regicide, tyranny, or crime against the
common good, as the ghost which walked before Caesar's murder did; it
worries over murder, adultery--private things done in a garden by a serpent
who pours poison in the ear (though the wrongs done by the first cerpent in
the garden can be left to Heaven). Hamlet must kill: he must kill for
revenge; he must avenge wrong for private reasons and kill adulterer,
killer, wrbtch., One wonders who is the serpent who pours poison in the
ear--Claudius or the ghost; indeed the actor who plays the ghost might
seem to pour poison as he speaks., No wonder that Hamlet swears at the
end of the scene by Hcll as well by Heaven and Earth.

Hamlet's change in manner when he returns to his friends is inexplicable,
and the entire swearing scene appears extraneous, but it functions as the
oath-taking scene in Faustus functions, giving us further criteria by which
to judge the ghost and the commitment it demands. Immediately after the
ghost has warned Hamlet not to 'taint'! his mind, Hamlet appears--with mind
tainted; full of cunning and suspicion, he veils meanings in a web of words
and demands the swearing of an oath.

In the swearing, Hamlet first requests that his friends not reveal
what they have seen., They promise. He then exacts an oath from them; they
promise not to reveal anything--in "faith." Still the suspicious Hamlet
versists; they must swear upon his sword, on the sacred cross of the sword;
and Marcellus refuses to, protesting that he has already sworn and suggesting
+that he will not commit the sacrilege of swearing a solemn oath under profane
and mad circumstances, The ghost from "understage" cries 'Swear,"
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Hamlet's response to the ghost is less than reassuring, Horatio buys time
by asking Hamlet to propose the oath, Again the ghost speaks, and again
Hamlet responds with flippant remarks that lend to the whole affair a
frightening atmosphere of sacrilege. Finally, Horatio and Marcellus swear,
obviously reluctantly and perhaps with the feeling of performing blasphemous
acts,swearing an oath perhaps before a minister of the devil. The ghost
burrowing downward, apparently toward Hell, asks for a threefold swearing
on the 'cross!--apparently a blasphemy of the Father, the Son, and the

Holy Ghost (cf. I,vv, 155, 160 and 180). Since our initial reaction to

the ghost has been directed by the reactions of Marcellus and Horatio,
Shakespeare may expect us to identify with them rather than with an overwrougiii
Hamlet. Do they perhaps fear the ghost as a disguise for some wild, evil
force, and regard its oath like a swearing to be faithful to Mephiste or
Tago?

Act II, Scene i:

Polonius, concerned with his son's behavior--concerned that he commit
no gross sin, seemingly tolerant of petty incontinencies and vices—
reminds us of Hamlet's discussion of the drunkenness of the Danes as a
poison which corrupts the whole body, Item: Polonius, councillor: slightly
easy toward vice in his son; blinks at vice in his monarch; allows poison
to enter the Reason through flattery.

The next scene with Ophelia displays the same councillor looking to his
daughter: Hamlet has appeared before Ophelia playing at madness (part
of the madness with which the ghost afflicts him is the supposition that
by playing at madness he will protect himself and bring the court to expose
jtself); he has decided to appear before her as one driven mad by heroic
love, the intense form of puppylove which was thought in the Renaissance
to sicken the brain and to drive men melancholy-mad,* and crazed by the
rejection of his letters., Thus, Hamlet, immediately after his sight of the
ghost, ceases to act in a spontaneous way toward people and begins the drama
of malice whereby he uses people as instruments in his design to find out,
what the king has done ard to avenge himself--by injustice seeking just
directions out.

Act II, Scene ii:

Shakespeare explairs the possibilities implicit in displaying Hamlet
as playing 'madman' and court fool or jester so as to allow him to be
jester to every level of the court.

The scene begins in the king's household with the king speaking to
Rosencrantz and Guildenstern concerning Hamlet's transformation; the king
accepts what Hamlet has said earlier in the play--that the outer and the
inner Hamlet are cne and he apparently, at this point, genuinely regards
Hamlet as mad and is seeking to discover the source of the madness through
the offices of Rosencrantz and Guildenstern. {This scene should ‘mirror!
the preceding scene in which Polonius arranges for the same kind of spying

1Phe Malvolio who is treated for melancholy in the Twelfth Night by
having exorcisms performed over him is treated for the same kind of love me
melancholy (cf. Grade 9, Comedy).
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on Laertes; but, whereas Polonius is interested in Laertes! welfare, the
king is only interested in Hamlet's secret counsels,” But in the next
scene the king's concern for Hamlet's madness seems a more speciously
overwrought matter.

The next scene is a public seene; the king should probably be moved
from side stage to a throne placed at the center stage at the beginning
of the scene; and the acting should call attention to the king's pre-
occupation with Hamlet'!'s peculiar behavior by emphasizing the king's breakirg
the hierarchy of protocol in court concerns: One would expect that the
king would be first concerned with the news from Denmark since it has
state significance and that he would be only incidentally concerned with
Hamlet's difficulties; but he reverses protocol and asks to hear first
about Hamlet's lunacy.2 Poionius, as Lord Chamberlain and chief of protocol,
manages to preserve order and reads the news from Nerway first, but only after
Claudius has given away his concern,

And in returning to the matter which more concerns the king than
international affairs, Polonius suggests what Ophelia has already told us,
that Hamlet is mad with heroic love and its outgrowth--melancholy. Con-
ventionally such melancholy-madness exists as a kind of idolizing of the
unreasonable Cupid (concupiscible desire) in the guise of a woman; Hamlet
in his discovered poem represents himself as idolizing Ophelia as angel and
"soules Idoll." Hamlet knows the tricks, and Polonius, like a pulled puppet,
correctly identifies the source of Hamlet's agitation in frustration, though
Hamlet's mask conceals the kind of frustration-

When Polonius acts the spy role which the king has requested that
Rosencrantz and Guildenstern act; Hamlet takes the opportunity to play jester
to the court to present what he thinks to be wrong with it, and chooses the
metaphor of whoring and tempting to suggest superficially that his lover's
madness has caused him to view Ophelia as fallen woman and, more profoundly,
to mock Polonius as manipulator and Ophelia as tool, Hamlet is portrayed in
this scene as reading a satir al rogue who says that old man have grey bear<s,
wrinkled face, eyes purging tnick ambers and plumtree gum, and that they are
witless. The satirist's book which Hamlet reads, the foc™!'s role which he
plays, the cap and bells which he might wear—all of these make him the self-
appointed juvenal to the court. WWhat we have to ask in viewing the scene
is to what extent does this satire proceéd from malice, to what extent from
charity and a just understaading of court's evil.

lRosencrantz and Guildenstern should probably be played as rather
foppish, fashionable, elegant types of courtiers; indeed Polonius, Rosencrantz,
Guildenstern, and Osric all occupy rather similiar kinds of roles as coun-
cillors and courtiers at the court of king Claudius.

This announcement sets up one of Shaliespeare!s mirrors to the action
of what has happened in Denmark. The nephew Fortinbras, unlike the nephew
Hamlet, has a sage councillor who guides him to seek the honorable cause--
honorable peace vith Denmark and honorable conflict against the Pole,

ERIC

Full Tt Provided by ERIC.




33

The satirist's mask becomes a more difficult thing for Hamlet to handle
when he encounters Guildenstern and Rosencrantz: the scene gives us
situations in which he plays satirist-fool to his !'spies' and situations in
which he plays friend to his friends--he moves from the one to the other
stance as he alternately regards his fellow courtiers as friends or sples.
His satirical remarks take on a more sophisticated and philosophic tone as
he answers Rosencrantz and Guildenstern who speak of themselves, in Boethian
terms, as not being on the top of Fortune's wheel, not at the bottom of her
wheel but in the middle--like the pastoral and unambitious dwellers concerning
whom Boethius remarks: "If you wish to flee perilous Fortune in the world,
put your house in a pleasant and low place and upon a rock," Hamlet changes
the remarks about "middles" making them ccuupy the middle part in lust for
Fortune's mid-parts and their pleasures.,

Rosencrantz wittily develops his pastoral stance by saying that his
retired world has grown honest; Hamlet, his satirie pose by saying that, had
the world grown honest, Doomsday would be near since the millenium comes
before Doomsday. Yet, no such perfect time has cole for Hamlet: Denmark
is a prison to which Fortune sends man. The metaphor of Fortune's prison is
as old as the Consolation of Philosophy: Denmark is Fortune's prison in
exactly the sense that the prison into which Boethius is cast in the
Consolation of Philosophy is a prison or in the sense that the prison into
which Palamon and lrcita are cast in the Knight'!s Tale is Fortune's prison,
Denmark is, of course, a physical prison to Hamlet in the sense that the king
will not let him leave and hedgea him about with spies, but ag such it is
not Fortune's prison: Hamlet does not suffer physically here. However,
shackled by Fortume, he is separated from the true good and regards things
which he personally and privately desires and cannot have (riches, pleasure,
power, control, and so forth), as making the world evil, When Hamlet says
that Denmark is a prison, he is essentiallysaying that experiencing bad
fortune is simply frustraticn which walls one in, that "there is, indeed,
nothing good or bad, but thinking makes it so.," Hamlet is right in Renaissance
terms, Lady Philosophy in the Consolation of Philosophy says exactly
the same thing as do such commonplace Renaissance writers as Peter do la
Primaudaye or Hooker. At this point, Shakespeare does with Rosencrantz
end Guildenstern what he earlier did with Claudius, puts in their mouths
the words of wisdom which, however cynically they utter them, are normative.
They suggest that Denmark has become a prison to Hamlet because Hamlet's
ambition has made it one, meaning that he desires to be kinge

They suspect the wrong ambition: he does not aspire to the throne, but
ambitiously seeks the murderer's death, and his failure to provide himself
with grourds for that death, has made Denmark a prison. That is the ghostly
dream which he has. Hence, Hamlet will not but the argument that monarchs
are beggar's shadows and all the trappings of kingship are nothing; he does
so, as a matter of his caring for the kingship for himself but as a matter of
his failure to understand that kingship is a public role and not a private
body such as Hamlet Sr's, To him at this point, the king is the body. In
a superficial sense, he cannot reason because he deliberately plays the fool;

1
Hamlet never plays the satirist to a known friend at any point save
bto Ophelia-~which emphasizes the cruelty of his treatment of her.
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at a profounder level, he cannot reason because he does not understand
what reasonable goals for men and kings are. He finally asserts that the
earth with all its creative beauty has leost the glow of its providential
origins, has become a congregation of vapors; that man, god-like in reason,
has become a piece of dust for him: Hamlet wants to convey to his friends--
if they want to play Boethian roulette with him--that,he, philosophically,
finds no release from the prison of thought.

Hamlet, speaking to Rosencrantz and Guildenstern, has adopted an
antic mask, mocking the ambition, philosophic pretension, and materialism
of Claudius' courtiers, but in this scene he is doing more than he did
with Polonius; he is describing himself--what he wants in the world is
entirely made up of effects which he seeks in time: the killing of the
king and vengeance for his father's having been killed. Having ignored
what can happen outside time, he has, in a geniune sense, cut himself
off from those things which would make the firmament alive with golden fire
or which would make man a creature who could, godlike, participate both in
time and eternity. Hamlet, through desiring a private revenge, is
essentially denying the existence of eternity and its justice, the operation
of natural providence, and the possibility of effective acticn by the .God who
created the world and shaped man and his history.

Hamlet has played the fool and the satirist to expose the vices of the
Polonius, Ophelia, Rosencrantz, and Guildenstern. When he is suddenly
confronted with real players, it is not surprising that he should want them
to do exactly what he has done: hold a mirror up to the court. The play
which the players put on suggests a use for players: Pyrrhus' avenging
himself for the death of Achilles and (unjustly) killing Priam can be a
mirror to regicides, Hamlet forgets that it can also be a mirror to
avengers, and unfortunately, does not recognize the injustice of Pyrrhus'’
action, He is largely carried away with the emotionalism of Queen Hecuba
and with the manner in which Priam is treated, an action which seems to lead
him to imagine himself not as treated as coward, villain, or fool by another
acior (II, ii, 577ff). Hamlet's imagination always forces him to try on
roles,

In Rosencrantz' speeches to Hamlet, (II, ii), Hamlet's ‘ambition' to
be king and all ambitions and desires for power, are described as dreams:
the whole sense of temporal advantage is a dream. Rosencrantz and Guilden-
stern are, as it were, saying--with Prospero--that the temporal world is
"such a thing as dreams are made on and our little life is rounded with
sleep." But Hamlet will not buy the idea; when he sees the player's play
of Pyrrhus and Priam, he thinks of the play as a dream, the world as the
real thing: ‘'a fiction,,..a dream of passion..." (II, ii, 536). The Hamlet
who acts in this part of the play regards the material world--things immediate
and present--as the final reality though he prefers to act out the fiction
which his emotion presents to him (II, 533-591). But when Hamlet awakens
from acting~-whipping himself for it--he questions the reality of other
apparitions which have insinuated themselves into him imagination; for the
first time, he asks whether the 'image' which has spoken to his imagination
is his father or the devil, The criteria, of course, which he set up for
determing whether the spirit is a devil or his father is a materialist’'s
criterion--whether the spectre has tnld him the truth about what happened,

i
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but he at least has begun to questior. the ghost 'dream.! Finally, he ends
the scene by announcing that he will use another "fiction" or "dream of
pasgion" to find out the facts, to determine the ghost's credentials, and
to catch the conscience of the king,

Act III, Scene i.

Rosencrantz and Guildenstern suggest to the king, at least in part, that
Hamlet's madness is contrived, and, hence, Polonius decides to use Ophelia
as the fishmonger's daughter--to catch Hamlet. Though the King and Polonius
are primarily interested in what Hamlet means to do with his madness, the
queen appears interested in Hamlet's soul and sees Ophelia's pure beauty
as possibly bringing Hamlet to virtue (curiously, the queen's beauty did
not so lead Claudius). Polonius and the king here call attention to
Shakespeare's technique using mirroring actions to make his moral comment:
Ophelia is told to meditate on a prayer book, and this little device of |
reading on a prayer book so that Hamlet will come upon her while she's
supposedly by herself is moralized by Polonius to say that "we often act as
if we are doing homage to God when we are really doing homage to the devil';
the king, however, seeg in this little device the kind of picture of his
own practice of doing the devilish thing while covering it with the
philosophic platitudes of virtue. Thus, Ophelia's pretending with her |
prayer book become a mirror for the king's pretending with his pious moral |
philosophy.

Hamlet appears,

He gives out with the "To be or not to be speech, "

It is conventional to have Hamlet deep in melancholy meditation and
withdrawn into his subjective self as he gives the "To be or not to be,"
The immediately preceding scene gave us the murder of Priam and ended with
Hamlet in soliloquy playing Hecuba and a would-be Priam; it might be well
to regard the "To be or not to be" soliloquy as something like a continuation
of the soliloquy which ends II, ii. Hamlet at the beginning of the "To
be or not to be" passage may be again acting out—imitating the stance of
Priam as he takes the blows from Pyrrhus. The slings and arrow of Fortune
are like Greeks coming at him. Priam is described as striking too short
at the Greeks and tien letting his arm fall at his side and no longer
striking; Hamlet also considers whether he should strike out with his short
sword or accept the blows which Fortune-Pyrrhus aims at him and let his
sword drop by bearing the slings and arrows of outrageous Fortune's hand.

A curious shift comes in here: taking out against the sea of troubles does
not, for Hamlet, become the kind of fight which Priam was endeavoring to
put up when he fought the Greeks with his short sword. Opposing the sea

of troubles becomes taking short sword in hand and turning it back against
onegelf, The mimicry of analogous actions, and the contrast in sword
movements as between Pyrrhus fighting and Hamlet taking arms in contemplated
suicide would be revealing.,

Hamlet returns to the dream image which was the center of his concern
in the previous soliloquy. If the play was a dream of passion, death is
also a dream which so frightens one that one doesn't wish to sleep. For
Rosencrantz and Guildenstern who say the right thing for the wrong reason
and for Prospero who says the right thing for the right reason the world
is a dream; to Hamlet, what is other than the world is a dream; the world
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itself, the only true reality. Like Pyrrhus' and Priam's play, the eternal
world, the world outside of time, is a dream to Hamlet, and it may be a
bad one, Time is an evil reality if eternity is an evil dreanm.

The wrongs which Hamlet describes are wrongs which he has not, or which
he does not know himself, to have suffered: the whips and scorns of time,
the oppressor's wrongs, the pangs of despised love, the law's delay, the
insolence of office, and the spurnings that patient merit has to endure
at the hand of the unworthy., His 'despised love' is acted; he is not sure
yet about oppressor's wrongs, law's delay, insolence of office in his own
causes, and, in his concern for revenge, has not ever considered whether
Claudius handled law, oppression, office well or badly in the causes of
others, Thus, Hamlet's remarks about taking arms, against himself, looks
doubly hollow. He has never tried Priam's short sworded resistance to
oppression. Again the remark about fardles recalls that Abraham bore the
fardles up the hill to sacrifice Isaac aund found the bearing of fardles
meaningful; Christ also bore the fardles. But Hamlet has placed himself
in the position of saying that time must offer immediate and obvious justice
to men or life is not worth living; that eternity must tell man precisely
what it is--it may be a bad dream--or death is too fearful for the dying.
The Renaissance ideas that time might manifest, hozver inadequately, the
designs of eternity and that eternity might complement time and rectify its
injustices do yet strike Hamlet.

The play is a dream, eternity is a dream, and Hamlet's living is the
acting out of the script of a dream.

Suicide,wliich is usually called the coward's way out, is what Hamlet
describes as partaking in the native hue of resolution--an enterprise of
great pitch and moment; Hamlet is not here talking about doing the great
thing for the state; he is talking about doing the great thing for himself,
What is significant about the "To be or not to be" speech is that it is
utterly self-centered: "How can I get time to do exactly what I want it
to do, and how can I get eternity to be exactly what I want it to be?"

At the end of the speech, Hamlet sees Ophelia praying, supposedly poring
over a prayer book and addressing herself to that eternity whose actions are
altogether ignored as Hamlet makes his speech; only an utterly self-
centered Hamlet could play satirist in the next scene as he plays it--

in the cruelest possible way by treating Ophelia who carries her prayer
buok as a prostitute,

The encounter with Ophelia must be viewed in the entire context of the
previous action; the scene opens with those characters on stage through
whom the king intends to control Hamlet,

With a quickr~#s typical of his character, Hamlet changes roles; the
antic disposition is quickly assumed; he lies when he claims not to have
given gifts to Ophelia; we have no reason to suspect her of lying. From
lyi: = he proceeds to insinuating that she is unchaste, and then to a
contradiction of his previous statement that he never loved her, Confused
by his words, Ophelia tries to untangle his meaning. She understands only
Hamlet's speech, "Get thee to a nunnery" i.e, a house of prostitution for
Venus' nuns., The Metaphor satirizes Ophelias' willingness to be the tool
of her futher and the satyr-king but in most reductive way possible,
Shortly Hamlet again berates women and the institution of marriage; all
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the while Ophelia is begging Providence to restore his sanity and seeing
the "jester's bells" of his madness.

Shakespeare intends us to sympathize with Ophelia in this scenZ; only
by speculating about Dphelia's previous relationship with Hamlet and about
her chastity--a speculation having no textual basis—can we do otherwise.
Especially must we sympathize with Ophelia if we assume, as some scholars
do, that Hamlet does not overhear Polonius and Claudius in II, ii, but dis~
covers Polonius only when he sees him behind the arras in the course of
his speech, 11, 134ff. But his assumed madness only frustrates Ophelia
and does not teach her anything; the line, "This sometime was a paradox,
but now the time gives it proof," is lost on her; she has no way of knowing
that it is a reference to Gertrude rather than to herself,

A contrast between Hamlet's and Ophelia's madness reveals that Hamlet,
when playing mad, confuses rather than teaches. Ophelia's madness in
Act IV, on the other hand, is real, not feigned., Its cause may very well
be Hamlet's malicious treatment of her and his accidental killing of Polonius.
Through her madness, Ophelia, unintentionally and unconsciously, stimulates
the moral sensibility of Gertrude and Claudius or rather would,

Act ITI, Scene ii:

The scene between Hamlet and Horatio before the playbwithin-the-play
is significant in that Hamlet requires of Horatio a stance toward the wurld
different from that which he has taken in the "To be or not to be" speech:
he speaks of Horatio as a man who suffers all things, whether Fortune's
buffets or its rewards, with equal thanks; he speaks of him as a man who
is not passion's slave, But Hamlet does not require of himself that he
not be passion's slave after his father's killing or that he take that
buffet with equal thanks,

But Hamlet does make Horatio his confidant in the trial of the conscience
of the king through the play-within-the-play so that he does have at least
one other man as a kind of council to observe with him as court and jury.

In the dumb show, he has reenacted the scene which the ghost described for
him: in the private garden of the king (from which extends Denmark's
unweeded garden) a usurper pours poison into the king's ear, an act which
will cause the justice of the realm to coilapse.

The play presents a different kind of mirror of Claudius's killing of
Hamlet Sr.; the play-within-the-play has a further turn in it--the man who
comes in to poison the king is the king's nephew——a relationship which
Claudius did not have to Hamlet Sr. but which Hamlet does have to Claudius,
Thus, Hamlet may be suggesting in his second show both that Claudius is the
murderer of Hamlet Sr. and that he will be the murderer of Claudius. In
any case, Claudius rises when the play-within-the-play is performed whereas
he does not rise at the analogous scene in the dumb show. Immediately after
the play, Hamlet states in his wild poem precisely what he should have learned
from the play: that Jove--or the divine king, his representative in Denmark--
has been driven out of the realm and that pride (the peacock, Juno's bird)
usurps the realm--even as pride usurps reason's place in Eden., Since the
realm has no true monarch, it is Hamlet's obligation bo remove Juno's
peacock and place Jove, or Jove's representative, upon the throne,

From now on Hamlet plays the lord of misrule in the court with a
vengeance: he asks music for the court; he speaks to Rosencrantz and
Guildenstern as if they were pipes to be played upon; he then plays upon
Polonius as ifhe wasa pipe, but when he speaks in his own volce, he speaks
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in the voice of Hieronimo gone mad. He becomes the wild one who will
drink hot blood and consult with witches while churchyards yawn, the man
who will do what ghosts of night demand but day would blush to see.

Juno's proud bird cannot pray; he cannot surrender what precludes his
prayer!s efficacy either.

Hamlet, by his action while Claudius prays, denies what he has gaid
earlier——that he wishes to catch the conscience of the king. The last thing
he wishes to do is catch his conscience: that would redeem him. What he
wishes to do is damn the king. If he were to kill the king now for his
tyranny, the king would be damned, but to crime, That Hamlet does not take
advantage of the 'providence' offered him is hardly surprising; for having
denied that there is a providence, he can hardly be expected to perceive
its action. Eternity so preoccupies his mind that he can hardly be expected
to see its hand in time.

Act III, Scene iv:

In III, iv, lines 18-20, Hamlet proposes to set up a glass in front
of Gertrude to show her her inmost parts: to do for her what he has done
to Claudius--hold the mirror up to nature., But while he sermonizes, he
also kills 'Claudius' behind the arras; killing under the influence of the
malice which makes him feel that, could he kill Claudius in sin, he would
send him packing to Hell. But when the preache: satirist-fool makes himself
the assassin to another son's father, he sets up a mirror for himself which
will turn the whole direction of his purposed actions aside.

One conventional reading of III, iv presents Hamlet as an Oedipal
figure overcome with the sexuality of his mother and pleading to aave her
from Claudius!' bed because of his own subconscious desires. Olivier's
movie of Hamlet sustains the reading, However, a look at the Shakespearean
dramatic company should squelch it; the women of the play in a Shakespearean
company were played by boy actors (Hamlet, when the players enter Elsinore,
speaks to "my young ladv and mistress"~-a boy actor whose voice is changing
or about to change). Nothing like real feminine appeal comes into the boy's
parts: normally Shakespearean women are witty, full of repartee, or tender
and sentimental, and rarely feminine. Thus, Ophelia appearsin the early
part of the play in the role of innocent or innocent-witty girl in the
latter part, only in the pathetic role of a madwoman-~both of which roles
do not emphasize her womanish character, She is never Hamlet's beloved
in a scene of straight-forward passion. Gertrude is generally given rather
short speeches and, though spoken of as a woman of tempestuous blood, is
consistently portrayed as moralizing or accepting moralizing reproaches. Boy
actors can handle such a scene; they could not handle the scene as rendered
in the Olivier version; Hamlet intends to convict of sin, not to relieve
an id.

The imagery of lines III, iv, 57ff, used to convict Gertrude, defines
Hamlet's conception of the nature of kingship in terms of the iconography
of pagan mythology as viewed in Renaissance moralistic terms (cf. Grade 7,
Classical Mythology). Hamlet Sr. had Hyperion's aspect insofar as he was
a Rex-Christus and "Sun of Justice"~--what Claudius can only pretend to be

("I am too much in the sun"); "The front of Jove himself" suggests that
Hamlet Sr. ruled by divine right and carried the countenance of Jove,
speaking justice to his realm as God speaks justice to the universe; Mars
suggests the soldier's wrath-—all righteous indignation; Mercury suggests the
King as a mediator between the positive and natural or divine law in the
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realm, While Hamlet defines ideal Christian kingship through metaphors
derived from moralized pagan mythology taken metaphorically, he treats
Claudius as a literal pagan--a moor, in Renaissance terms, a child of the
devil,

In placing Hyperion's portrait before Gertrude, Hamlet endeavors to
arouse her sense of guilt, but with a difference. When he works on Claudius
it is absolutely clear that his purpose 3 malicious; when he works on Gertrude,
his purpose is not at all clear. Hamlet seems genuirnely to want penance from
Gertrude. Hamlet has more or less eeparated Gertrude frem the king; throughout
the remainder of the play, she remains helpful to the 'court', which Hamlet
is creating around himself. For instance, at Hamlet's request, Gertrude in
the next scene attributes the killing of Polonius to Hamlet's madness.

The intervention of the ghost in the interview between Gertrude and
Hamlet has at least two functions: (1) it comes to remind Hamlet that he
is to revenge his father's death and yet prevents Hamlet from securing
Gertrude's repentance; (2) it serves to show that Hamlet, perhaps because of
Polonius' murder, is beginning to undergo an essential change, disentangling
himself from ths ghost.

First, it should be noted that Gertrude cannot see it (as Marcellus
and Horatio and Bernardo could). Why? Gertrude's inability to see it may
suggest that the ghost is after all a figment of several character's imagination
or that as "reality" it insinuates itself into whatever imaginations it wishes
to take hold of without having a perceptible 'being.' If the students become
involved in this problem, thke teacher might wish to reproduce the following
selection from Heywood's Iron Age for the students.

Clymestra: O that I could be lenghtened out ‘of my years

Cnly to spend in curses,

Orestes: Upon whom?

Clymenstra: On whom but thee for my Egistus' death?

Orestes: 4And I could wish my self a Nestor's age

To curse both him and thee for my dead father,
Clymenstra: Dost thou accuse me for thy father's death?
Orestes: Indeed 'twould ill become me being a son,

But were I sure it were so, then 1 diarst;

Nay more than that, revenge it.

Clymenstra: Upon me?

Orestes: Were all the mothers of the earth in one,

All FEmpresses and Queens cast in one mould,

And T unto that one an only son,

My sword should ravish that incestuous breast

Of nature, and of state.

Clymenstra: T am as innocent of that black deed,

A3 was this guiltless Gentleman here dead.

Orestes: Oh all you powers of Heaven I invocate,

And if you will not heare me, let Hell do 't:

Give me some signe from either fiends or angel,

I call you both as testates.

Enter the Ghost of Agamemnon, pointing unto his wounds; and then to

Egistus and the Queen, who were his murderers, which done. he vanisheth.

Godlike shape,
Have you (my father) left the Elizium fields,
Where all the ancient Heroes live in bliss,
To bring yourself that sacred testimony,
To crowne my approbation: Lady see.
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Clymenstra: See what? Thy former murder makes thee mad.
Orestes: Rest Ghost in peace, I now am satisfied,
And need no further witness: saw you nothing?
Clvmenstra: UWhat should I see save this sad spectacle,
White blood shoots both mine eyes.
Orestes: And nothing else?
Clymenstra: MNothing.
Orestes: Mine eyes are clearer sighted then, and see
Into thy bosom. Murdress.

Clymenstra cannot see the ghost of Agamemnon because its very presence
bespeaks a guilt which she is not ready to admit; it would appear that the
ghost in Hamlet does not wish Gertrude to come to see her guilt for not
only does he not manifest himself to her--he instructs Hamlet to "step
between her and her fighting soul" when she is close to repentance (111,
iv, 114). To leave an unrepentant queen "to Heaven" would be to damn
her; now for the first time Hamlet disobeys the ghost for, after its i
leaving, he continues to preach as a charitable satirist and fool to i

awaken Gertrudes' fighting soul and conviet_her of sin. But Hamlet's
charitable interests apply only to Gertude.l
When the prince prays that the ghost turn its "pale and piteous face

away lest he change his stern purposes from blood to fears" (Hamlet's

bloody purposes are directed only toward Claudius), it appears that Hamlet 1

fears that the ghost will also advise pity--or charity--for Claudius. It |

does not. It wants Claudius murdered and damned; it wants a Gertrude |

terribly at ease with guilt; it wants the trapped soul of the revenger. ‘
|
]

Act IV, Scene i.

The reference on King Claudius'spart to his 'providence’ which should
have 'kept short and restrained' Hamlet's madness reintroduces the theme
of providence. Theoretically, the king provides for his subjects either
through the general beneficence of his laws or through special gifts even
as God through the general beneficence of his creation or through special
acts of providence nrovides for his subjects. In an ideal state, the
providence of the king supports and is part of the providence of God;
however, in this play the 'providence' of the king removes Hamlet from
Denmark; later, the providing of God encourages Hamlet to go to the deck
to change the writ for his execution and allows him to escape and return
to Denmark, The providence of God and the "providence" of Claudius were:at
odds; Claudius' is no "divine king."

Act IV, Scene ii
"The body is with the king, but the king is not with the body": Hamlet
takes Rosencrantz's question as a question about three things: the body
of Hamlet Sr., Claudius' 'public body' of kingship, and Polonius' body.
"The Body is with the king"--Claudius is a man who has a body--"But the
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Hamlet says, "Save me and hover over with your wings/You heavenly
guards" when the ghost appears; he scoms to sense a dangerons or diabolical
quality in it.
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king is not with the bedy"--the King Hamlet Sr. no longer has a private
bedy and the pretending king, Claudius, does not exist as part of the body
of kingship since he does not possess the divine sanction.

"The king is a thing of nothing" also a two-sided remark applying both
to Hamlet Sr. and to Claudius: Hamlet Sr. is a thing of nothing in that
he has lost the body of kingship. The only body with King Claudius is
the physical body, the dead bedy, of Polonius who was with the king in the
sense that he was once aligned with the king. What Hamlet is essentially
saying is what he said in the Juno's-peacock speech: ‘that he has exposed
Claudius for a tyrant who has lost the essence of kingship.

Act IV, Scene iv §

In the scene which follows the scene with Fortinbras, Hamlet sees a
mirror of what his own enterprises ought to be ("to show virtue its own
feature"). Fortinbras' uncle is king of Norway; his armies are set forth
to do battle for the hcnor of the realm, and his whole ccncern is with
honor and justice as apart from personal aggrandizement or retaliation.

If the death of Polonius brings Hamlet to begin to recognize the quality

of men and of all creation before death (IV, iii, 19ff), the appearance

of Fortinbras brings Hamlet to recognize what man living can be. Hamlet

had earlier said tc Rosencrantz and Guildenstern that man, with all of

his godlike capacities, was to him no more than a smidgin of dust; now
seeing Fortinbras, he sees a man capacious with God-like reason and capable
of using it to place himself in an honorable relationship with the world
because he does not care for himself but for a Rule outside him. Hamlet's
relationship with Fortinbras for the moment is an ambiguous cne:. he admires
Fortinbras' search for honor and Justice; he does not consider what honor
and justice should be in his own case; and his analysis of Fortinbras asserts
only that Fortinbras seeks an honorable end; without recognizing that honor

also requires utilizing honorable means: "My thoughts be bloody or be
nothing worth."

Act IV, scene v.

Ophelia as innocent mad-woman, driven mad by the killing of Polonius,
becomes a kind of mirror of Hamlet's malice and of the other evils of the
court; she becomes what Hamlet pretends to be--the true fool of God and
proper satirist.

Her first song is a song which may be sung as either lamenting Polonius
or King Hamlet G5r. Both Pilgrims have made the pilgrimage from this world
to the next with 'cockle hat' and staff. Both have been 'Christs'-~the
least and the most-ignored. In the scene, Ophelia utters the beautiful
speech,which is the normative speech of the whole play: "They say that
the owl was the baker's daughter." The baker's daughter did not recognize
a beggar as Christ; even sc the court has not recognized the Christ-like
in King Hamlet (Rex Christus--"divinity does hedge a king"). The court
has not recognized "the least of these'" in Polonius or Ophelia herself.,
"God be at your table" is said as a fierce judgment upon the court.

Ophelia then sets up another mirror before the court, one of Queen
Gertrude which describes her seduction by Claudius and which yet; in an
infinitely gentle and suffering way, describes +he cruelty af Hamlet in
imputing Gertrude's cluttishness to Ophelia (IV, v, 25ff). The Queen
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tsees! what is in Ophelia's mirror or, at least, has some glimpse that
Ophelia's songs mean more than that her father has died gnd she is sad.

"What imports this song?" (IV, v, 28). The king, in obtuseness or
desire to becloud Ophelia's mirror, regards her songs as only expressions
of grief.

The students in working out which of Ophelia's flowers should go to
which characters--on the stage or imagined as present--will have to;work
out both the stage business demanded here and a general interpretgtlon of
the play which supports the posited business. Seen through Ophelia's
eyes, it would appear that Laertes should be given thoughts gnd ?emembrances;
Claudius, flattery and thanklessness; Gertrude, rue. The daisy is probably
not the symbol for faithlessness (cf. textnotes) but for faithful love;
the daisy substituted for the withered violets mocks Gertrude's faded
faith and new faith to Claudius. . )

When Laertes appears with his revolutionary herd, Claudius describes
for him the divinity which hedges an anointed just king and the methods
for deposing a tyrant, and Laertes describes normatively fo? us what we
are to think of a revenger. He knows that if he revenges himself for
Polonius' death and kills Polonius',murdered cutside the law, he dares
damnation (IV, v, 130ff).

Act IV, Scene vii

Act IV, scene vii should be analyzed for the picture of what happens
to a king who is king contrary to the law of nature and contrarY.tO the
procedures of the courts; the source of law here advises his subject to
avoid law courts in that they are not adequate to 'justice! because.of
the sentimental power of the Queen and the sentimental esteem in whlch
the public holds Hamlet. In tempting Laertes to vengeance, Claudlus.acts
in exactly the role in which the ghost acts. When we attribute sub}lme
motives to the ghost, then we implicitly attribute to Claudius su?llme
motives in this scene, but it is obvious that Claudius is a villain and
mirrors the villainy of the ghost.

Act V, Scene i

The central intellectual and moral problem is raised early in the
play when the ghost commands Hamlet to avenge himself on Claudius; the
question is whether the ghost's command is a good one, whether Hamlet
ought to bring vengeance upon Claudius. The ghost's speeches to Hamlet
suggest that the ghost may be less than good; its effect upon Hamlet,
dramatized in the swearing scene, suggests that it urges Hamlet to wildness;
Hamlet's own doubts later in the play do not reassure the audience; and
that the ghost's advice is mirrored by Claudius'--to Laertes--seems to
settle the matter. In other words, the ghost's urging a son to hate an
adulterer seems to appeal to private passions and a private will to re-
compense (c¢f. I, v. L1ff).

The problem that Shakespeare investigates, then, is not so much
whether Hamlet ought to kill Claudius, but his reasors for doing so. Not
until the last act does Hamlet consider the public good; not until then
does he seek Lo rid the state of Clandins because he is a tyrant. Hamlet,
himself becomes a kind of tyrant, perhaps a worse one than Claudius; he
allows Claudius' corruption tno persist in the state because he wishes to
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bring oot temporal and eternil vengeance upon Claudius--to play God by
refusing to kill Claudius while he is praying. Indeed, one might say t@at
Hamlet's seeking to damm Claudius eternally indicates he has no belief in
God's providence and justice, that he disregards both divine and natura}
law. Unlike Henry V, Hamlet does not petition God to have mercy upon his
victim, Hamlet should wish for, hope for, pray for Claudius' eternal
salvation even as he deposes and punishes him temporally. Hamlet, then,

treats the state as maliciously as he treats Ophelia.
The disease imagery, which describes the corruption that Hamlet allows

to persist, is closely related to the lover-beloved,head-body metaphor. )
Shakespeare represents the murder of the king as resulting from his having
been poisoned in the ear. Claudius, when killing-the king, poisoned the
head and body of Denmark. The ghost tells Hamlet that the "whole ear of
Denmark/Is. . .frankly abused." Again the ghost says: "So did it mine;/
And a most instant tetter bank'd about,/Most lazar-like with vile and .
loathsome crust/All my smooth body." The "leprous distilment" that Claudius
pours in the King's ear literally diseases the King's physical bedy.
Metaphorically, that "leprous distilment" poisons the body politic. Thus,
it is not strange that disease imagery should appear, and that it should
appear primarily in connection with Claudius and with Claudius and Ger?rude's
marriage. (See III, iv.) The body politic is diseased and poisoned; it
must be healed and purged. This is Hamlet's right and proper task.

Act V, Scene i

Hamlet first expresses a proper love for Ophelia and a proper under-
standing of disease in the graveyard scene after his aborted trip to
England when he appears talking with Horatio about bodies, their de-
composition-~the corpses of Yorick, Alexander, Caesar. The skull of Yorick
reminds him of the transitoriness of life. By themselves, his comments
do not seem significant, but when contrasted with, "O'that this too, too
solid flesh would melt," we see a different Hamlet. The contempt for the
world of the Hamlet who speaks in the early part of the play is contempt for
life itself: "that the Everlasting had not fix'd/His canon against self-
slaughter."” Of the Hamlet who speaks in the graveyard scene it is contempt
for the world, contempt for the things of life, contempt for self-preservation
got at the expense of honor (c¢f. Fortinbras). The point of the meditation
about Yorick, Alexander, and Caesar is that seeking fortune's good and the
wrld's prosperity lesds only to the grave, to "stopping a bunghole" and
patening "a wall t' expel the winter's flaw"; the point of the fight
with Laertes (V, i, 245ff) is that honor counts more than life.

After the sea journey, Hamlet is no longer malicious mad. From the
graveyard scene on, when Hamlet plays satirist to Laertes, Osric and so
forth, he plays an accurate satirist.

Act V, scene ii

Most of the pertinent discussion of this scene may be found in the
essay which precedes these notes. Hamlet's regeneration begins with dis-
obeying the ghost's admonition as to Gertrude, it develops in Hamlet's
sea journey as he learns his own 'kingship' and how history is controlled,
and it culminates in the graveyard scene where he recalls that life is
more than the body. He is ready to be a Prince--to act in the public
rather than in private cause. Claudius originally represents the duel as
an entertainment, just as Hamlet represented the play-within-the-play,
and just as Hamlet's play becomes a trial, so does Claudius' duel, But
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Claudius! duel becomes a triel having a breadth and depth and a justice

unanticipated by all of its participants. Laertes makes it a Judicial

proceeding to convict his father's 'murderer' if he was dishonorably murdered

and to protect his own 'honor'! hefcre society as having taken action to

bring the murderer-~if God should regard Hamlet as such--to justice; the

judicial proceeding which tries all of the characters is presided over

not by any of the characters, but by Providence, as Hamlet himself suggests

in his speeches to Horatio immediately before the duel. In the duelling

- scene, the moral order of the universe asserts itself., All the principals
meet their deaths here and for gocd reasons.

Laertes has to die not because Shakespeare would probably have to make
him king if he lived but because he seeks private revenge. Even thcugh the
Danish court is corrupt and void of Jjustice, Laertes, should not seek
vengeance on his own initiative by poisoning the sword and using the court
of chivalry as a masque for vengeance; Laertes makes the same mistake as
Kyd!s Hieronimo. DMNeither allows Providence to work its will, As a
consequence he dies by the poisoned rapier, his vengeance returning upon
himself,

Gertrude presents a different kind of problem. We sympathize with her
even more than with Laertes; she is, as Claudius says earlier, "Th' imperial
jointress to this warlike state"; she has her civic responsibilities and
neglects them; she has been warned by Hamlet in the closet scene. The
ghost tells Hamlet to leave his mother to Heaven; Hamlet does, and Heaven |
makes its judgment. Her taking the poisoned wine is represented as an |
accident; it may be from a temporal point of view but there may be a sort 1
of Justice in it as we shall suggest presently. |

One need not explain why Shekespeare contrives Claudius death, but
perhaps an examination of the last scene will suggest what judgment Shakes-
peare brings upon him. ILaertes has died by the sword, Gertrude by the |
poisoned wine. Claudius dies by both. One or the other would clearly be
sufficient, but perhaps Shakespeare is striving to make clear the nature
of Claudius' offences when he has Claudius killed by both. One might
siggest that the poisoned wine represents Claudius' drunkenness, lechery
and perversion of the sacrament of marriage all turning gall on him and
that the poisoned rapier represents his ambition and misgovernment con-
suming him, The same wine turns gall on Gertrude.

Hamlet's deatly seems unaccountable. He seems to be a changed man as
he enters the duel, and indeed he is, for he is now aware of and intent
on fulfiiling his public office as prince of the blood in a judicial duel
over honor. No longer does he seek revenge for private reasons: he even
begs forgiveness of Laertes! for having killed his father. But Polonius is
still killed. Hamlet's death must perhaps be viewed as punishment for his
previous refusal to fulfill his duty as a Prince, and, more specifically,
as punishment for the murder of Pclonius--~the issue over which the duel is
fought., Hamlet is not punished for killing the tyrant, and the action in the

- dueling scene suggests as much. It has Hamlet fatally wounded by Laertes
before he turns upon Claudius. The Providence of the court brings judgment
upon Hamlet for Killing Polonius, not for promoting the general good of
Denmark in killing Claudius.

Shakespeare portrays the workings of divinity that shapes man's ends
not only on a national level, but also on an international level. Denmark,
as a nation, is punished; it will be ruled by a foreign king, Fortinbras.

His accession to the throne fulfills Hamlet'!s prophecy that Claudius' con-
duct "makes us traduc'd and tax'd of other nations."
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The Fortinbras subplot has other functions in the play, functions .
rather like the Portugal-Spain plot in Kyd. When we first hear of Fgrtlnbras’
he represents a danger to the Darish Kingdom. He is seeking to regalg.the
lands lost by his father and lawfully claimed now by Denmark. In I, 11,
Claudius describes the threat that Fortinbras poses for Denmark and hgndles
the threat by entreating Norway to stop Fortinbras, and this wise action
has its ironical side. Claudius expects Fortinbras to be obedient to custom
and law when he himself is a usurper. Moreover, Claudius appeals to Norway
to stop Fortinbras and expects Norway to be a good, faithful King to
Fortinbras. Claudius himself should be performing the same role as N9rway.
Shakespeare makes this clear through the parallel familial relationships.
Claudius is Hamlet's uncle; Norway, Fortinbras'. But things go differently
in Denmark than in Norway. In Denmark the uncle usurps the throne from
his nephew; in Norway, the uncle as Regent, advises and counsels the nephew.
Norway represents the proper state of affairs; Denmark a perverted one.

In the end, Norway rules Denmark.
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Objectives

l. To understand the formal and symbolic conventions of the Christian épic.

2. To understand the moral allegory in the Faerie-Queene, the theological statement
and theological allegory of Paradise Lost.

3. To understand Spenser's and Milton's language, the stylistic excellences of
each; to analyze some of tle language changes which have occurred since the
time of Spenser and Milton.

Procedure

Teachers should read the whole of the teacher packet and the student packet
before endeavoring to teach any of the unit.

Teachers will probably wish to omit those parts of Cantos III and VI of
Faerie Queene I which deal with Una's wandering by herself. These are something
of a digression. The primary difficulty which teachers will encounter in teaching
Faerie Queene is the difficulty of getting students to understand the Faerie Queen€s
mode of allegory and its theological structure without sacrificing quickness of
reading and attention to epic narrative. A nit-picking attention to isolated
allegorical passages and allusions can kill the poem. The materials on the Faerie
Queene which follow should help the teacher see both the whole and its parts,
allegorical structure and symbolic detail.

Paradise Lost presents three obvious problems themselves: the difficulty
of the epic theme, the difficulty of Milton's "grand" style, and the length of the
poem. In one of the essays reproduced in this packet, Maynard Mack points out that,
the hero of Paradise Lost is mankind itself not an individual person, and that the
subject, or theme, of the poem is the Fall of Man. Certainly the Fall is
important hut the poem is not nearly as negative as lMack would seem to suggest.
Man falls, assuredly, but even before he falls, his ultimate redemption has been
arranged through the Son's benevolent offer to give up his divine immortality
for a time, to become a man, and, by suffering human agony on the Cross, to make
it possible for men to live with God once more. Hence, we have not only Man's
fall, in Adam's original sin, but also Man's salvation, in the human agony of
Christ. If we ignore Christ's active role in Paradise lLost and see only Adam's
temptation and fall, we see only one half of the poem. The difficulty with the
hero arises because we, and our students, may now have preconceived notions of the
epic pattern and may resist the notionsof an epic hero comprehending the whole of
humanity and including the "divine" hero: Christ. ILater discussions in this packet
should help with this problem, as should also later discussions of Milton's style
help the teacher in handling that problem. The study of Paradise Lost need not take
up an inordinate amount of time, if the less important aspects of the poem are
overlooked except as subjects for student papers and as research projects for
better students. The whole of Books VII, VIII, and XI, as well as part of Book
XIi,have been omitted in the preparation of this unit, so that the available time
can be spent on the books most directly concerned with the theme of Man's fall and
final redemption. Books VII and VIII deal with Raphael's description of the
Creation and with Adan's zccount of what he remembers of his own and Eve's
creaticn. Books XI andXILare largely taken up with the vision of the history of
Mankind shown to Adam by Michael, These books are not unimportant tc the whole
of Paradise Lost and the importance of each would make a useful subject for s:veral
student papers, but the central conflict, failure, and final triumph of the hero,
Adam - Mankind - Christ can be followed without reierence to these books.
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The following discussion is designed to help the teacher:

1. Understand Milton and Spenser in relation to previous epic tradition.
2. Understand Spenser's allegory.
3. Understand Milton's relation to Spenser as allegorist, theologian,

and epic poet.
L. Understand Milton's style.

I. .The Epic and the Christian Epie

Before the teacher teaches the unit, he caght to know the tradition of the epic
which lies behind the Faerie Queene and Paradise Lost. Some introduction to this
tradition is available in the eighth and ninth grade units on the epic (Beowulf,

The Song of Roland, the Odyssey ). Some further help may be found in the remarks
which follow.

Generally, the epic in the western world endeavors to define a group ideal
of greatness and present an epic hero whose behavior demonstrates throughout the
group's conception of the role of the leader. The epic moves through a world
which is orderly and controlled by a divine scheme; at its center is a history
governed by a kind of Providence. This does not mean that the man is not free,
only that the eternal mind sees the past, present, and future, and may intervene
or indirectly act through "natural forces" to shape events and give history
direction. The theme of most of the great epics which we commonly read is the
theme of the providence of God to man; they usually progress through the epric
hero's laying hold on God's plan for him and then acting it out. The style is
usually high, somber: a kind of holy style; the stage is usually the ample world
of the sky, the terrestrial world, and the underworld. The events are events
which take place in the history of a civilization when it reaches a quite important
turning point: the fall of Troy, the founding of Rome, the preservation of Athens.

Usu~1lly the epic plot, after Homer, is divided into two parts. First comes
the journcy in which the hero discovers his destiny. Here he moves through a
series of fabulous loci (C.rce, the Sirens, etc.) and meets a series of temptations,
not always successfully. Ggnerally, through some outside assistance, he is allowed
to restore himself; as he moves through these events, he discovers his role,
particularly in a descent into the other world. Here he is shown the nature of
evil, -sometimes both of goocd and evil; sometimes, also, the future of his
civilization and his part in that future. He then returns to fulfill his role in
the active 1life; usually, he has, at the end, to fight in a great battle in three
stages; and, here, he usually overcomes the final barrier remaining between him,
or his civilization, and greatness. The "great epic" then conventionally terminates
in marriage, the symbolic union of the hero with what he has sought.: the return to
Penelope; the wedding of Aeneas and Lavinia (the union of Italy and Troy); the
marriage of Palamon and Arcite (the union c¢f Thebes and Athens); the betrothal
of Una and the Red Cross Knight (the union of Man and God).

Usually the epic is spoken of as mixed fiction. It is a combination of
history and allegory. Its central events are usually putative history, but history
of a particular kind; history which is an exemilum, a picture of the kind of
history toward which men's actions should be directed. To Roman, medieval, and
Renaissance readers, the epic allowed for more than the shaping of history to make
it exemplary; it allowed for the clarifying of the histcrical exemplum's meaning
through the use of allegorical marvelous events: the "octherworld" machinery
(councils of Gods and so forth) and the fabulous loci (the grotesque islands of
symbolism which the hero visits). An awareness of the two kinds of material in the
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epic, the historical and the fabulous, the exemplary and the allegorical, and of
the purpose of each goes back at least as far as Servius in the fifth century.
And neither element could be left out by a serious epic writer. In the mid dle
ages and the Renaissance, for instance, a controversy arose over Lucan's Pharsalia,
largely an account of Roman civil war. Some critics argued that the Pharsalia
should not be taken as an epic poem because its history contained nothing of the
fabulous; others in the Renaissance said it was an heroic poem and tried to point
to elements in it which were invented or fabulous. The same controversy appears
again later on with regard to Tasso's Jerusalem Delivered. Churchill's Their
Finest Hour versified would not be an epic because the epic brings in the divine
scheme; it brings in the fabled and allegorical and helps history make a peint.

In Homer's case, the exemplary history is the history of the fall of Troy
and the post-war restoration of Ithaca. Cdysseus' pattern is the pattern of
perceiving intelligence (translated "versatility," "cunning," etc.?. Ithacan
society, in the hands of the suitors, had become barbarous and sensual. Close by
Ithacan society is the pattern of the civilized and pious society (Nestor's Pylos). k
But also close by is a society ruined by deceiving women: Menelaus' Mycenae,
ruined by the deceptions of Clytemnestra and Helen and about to be further ruined.
Odysseus' voyage is a voyage in which he meets and, in varying degrees, conquers,
with his civilized intelligence, the types and symbols of the barbarousness and
sensuclity which possess his own culture. His patron goddess is Athena, the goddess
of his kind of intelligence. His enemies are the avatars of barbarism: Polyphemous .
the Laestrygonians, and their kind. Or his enemles are the many masks of sensuality:
the Lotus-eaters, Circe, the Sirens. The hero must tread between the outreached
hands of sensual inaction, on the one side, and uncontrolled brutish force, on
the other. In the house of Alcinous and Arete, among the Phaecians, he perceives,
in maznified form, the counterpart of the truly civilized society which for
Telemachus is represented in Pylos.

o

To the Ithacans, Cdysseus brings such a society by building, in the disguise
of the outcast, the bonds of c¢ivilized relaticuships with his own men (Eumaus,
Telemachus) until, glorious in his might, he with the help of Wisdom-Athene, can
bring justice and order to his society by destroying "historically" the same Iforces
which he has. hendled as emblematic enemies on his journey. In destroying the
suitors, Odysseus conquers once more Calypso and Polyphemous, Circe and the
Laestrygonians. The Cdyssey is the epic of the heroic restoration of society
through the ordering of family and clan. It is an epic in praise of intelligence
and control. Its subject is the cleansing of the humble; it virtues are heroic.
In treating the cleansing of the essentially commonplace, the poem does not stoop.
Odysseus, a heroic man, dogs all that the Greeks expected of hercic man. In
doing this, he dces also what destiny expects of him.

The Aeneid may be taken as an imitation of Homer. Aeneas is the man-of-
craft learning to control the monsters. First, he meets the brutal natural
monsters on his journey and finally the wild warrior, Turnus. The Romans had not
so mastered the world as to regard hature as without monstrous perils. The Aeneid
is a group poem, specifigally a Roman poem; Aeneas is pious with a Roman piety.

He consciously accepts the gods of the Trojaus, carries them with him on his
journey (vemember that Achilles' relationship to the gods is more automatic).
Aeneas leaves Troy carrying Trojan tradition, Roman tradition-to-be, on his back

as he carries Anchises on his back. The word "pious" did not only mean "respectful
of the past." For the Roman, it also carried other comnotations, connotations
carried now by the word "piteous". Aeneas is a piteous man, sorrowing for his
companions and feeling the burden of his whole race. Through the figure of

Aeneas, Virgil expresses some of that Stoic fellow-feeling which has sometimes
been regarded as preparing the way for the Christian conception of love (charity).
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Aeneas is a dutiful man. He does what Destiry wills; and the cry of the private
heart does not rise frem him. He enjoys Dide, but he follows the injunction of
the Gods and goes to Sicily and to Italy: his destiny, to be great himself and
found the greatness of Rome. YWhen he fights, he, urlike Turnus, fights for a
purpose written by the hand of Providence (Stoic destiny) and which he has seen,
as through Destiny's eyes, in the Elysian fields. War in the poem is war for the
founding of Rome, for the creation of Roman law, order, and peace. It is war
for civilization. The Aeneid is a civic poem; it tells how cities are built and
how ti. = fall; a poem reminding the Remans that their greatness was willed by a
Destiry larger than Rome and brought to being by human suffering, courage, and
intelligence, not by the pursuit of pleasure or of power apart from right.

As the epic develcps the epic conflict comes, more and more, to be a spiritual
conflict, the epic hero not so much the dutiful man who serves the nation and
law but the saintly man who serves the cause of Ged. The epic does no more, in
doing this, than follow roughly the changes in group ideals from Rome to the
Reformation. In the first book of the Faerie Queene, while the hero is a national
English hero (St. George), he is much more St. Paul's Christian warrior, wearing
the armor of God: the Red Cross Knight. The Red Cross Knight also enters a series
of fabulous loci, the wood of error, Archimago's house, the House of Pride but
the loci are pictures of Christian error, not of civic negligence; his first great
battles are battles against such spiritual despair (Despaire) and presumption
(Orgoglio) as would place him outside the economy of grace; his last battle, like
Beowulf's, is the battle with evil itself: the dragon. His "gods" are allegorical
personifications of vices; and his journey is not Aeneas'! journey though a threaten-
ing physical universe but Pilgrim's thréugh a threatening spiritual one. He
learns goodness in a very Christian House of Holiness where he receives Faith,
Hdope, and Charity; he learns his destiny on a Mountain of Contemplation where he
sees not a future city of Rome but an eternal City of God; and the reward of his
final victory is not the promise of a country which is to be but of an internal
Eden recovered. In the first book of the Faerie Queene, physical conflict has
become almost entirely a metaphor for the personal spiritual pilgrimage from
temptation to sin and despair to rezeneration; the public has been subsumed by
the spiritual and privste.

Similarly, the central epic battls of Paradise lost, the war in heaven, is a
war in which the corporeal signifies the incorporeal; the central hero, Christ,
wins insofar as the forces of cupidity and pride cannot stand before the forces
of love and obedience. Heaven and Hell in Paradise Lost are what they are insofar
as they are emblems of a state of soul; the demons and angels are emblems as
much as they are demons and angels; and ‘the councils of heaven and hell project, in
the apparent democracy of Hell and its actual demagoguery and in the apparent
tyranny of Heaven and its actual commenwealth of love, the values embodied in the
physical loci assigned the two places. The warfare between God and Satan, between
the forces of Heaven and Hell, of love and pride, is fought out first on Heaven's
"Elysian fields%Y and then in Adam and Eve and their descendants. While Adam
and Eve have something of God in them, they fall consciously and deliberately,
paralleling the fall of Satan; come to have, in their own breasts, something of the
horror of the world below. Milton's theme is the theme of almost all the great
epics: "To assert eternal providence and justify the ways of God to men," but
Milton sees providence not in Ithaca purged or a Rome-tc¢-be but in such redemption
as will restore the internal commonwealth of love.

The movement of the epic is a movement toward the view that man's essential
battles are moral rather than familial, civic, or national. It is a movement from
the conception that greatness consists in controlled physical force to the
conception that greatness begins with a certain inward disposition of the soul
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to love in a certain way. The epic moves frem the Greek theodicy, with its larger-

than-life-size but slill essentizlly human gods, to a God wholly other than human
and surrounded with the light of wisdom which blinds human sight; (the Greek
theodicy remains only as emblem and figure). DPut the picture of time and of
providence remezins fairly constant. To understand the world of the Western epic
is to understand the picture of time which dcminates the Western mind, the
picture of the God of time as living outside of time and knowing the crderly
design of past, present, and future; the picture of man as living in time, seeing
only the present and past and discovering in these, slowly and falteringly,

the pat'srn of greatness which must be his. The epic hero lives out a discovered
pattern, willing to become the agent not only of the group but of the God of the
group; this sense of pattern lies at the center of much great Western literature.
The sense that history has a discoverable pattern may be related to the sense that
the physical universe has a discoverable pattern. At this point, Western science
and the great literature of the Western world may meet. One of the best
introductions to the epic appears in the writing's of Spenser's contemporary and
hero, Sir Philip Sidney:

There rests the Heroicall, whose very name (I thinke) should daunt
all back-biters; for by what conceit can a tongue be directed to
speak evill of that, which draweth with it, no less Champions then
Achilles, Cyrus, Aeneas, Turnus, Tideus, and Rinaldo? {/ho doth not
only teach and move to & truth, but teacheth and mooveth to the most
high and excellsnt truth. Who maketh magnanimity and Jjustice shine,
throughout all misty fearefulnes and foggr desires. Who, if the
saying of Plato and Tullie be true, that who could see Vertue, would
be wonderfully ravished with the love of her beauty; this man sets
her out to make her more lovely in her holyday apparell, to the eye of
any that will daine, not to disdaine, untill they understand. But
if anything be already sayd in defence of sweete Foetry, all
concurreth to the maintaining the Heroicall, which is not only a
kinde, but the best, and most accomplished kinde of Poetry. For as
the image of each action styrreth and instructeth the mind, so the
loftie image of such Worthies, most inflameth the mind with desire
to be worthy, and formes with counsel how to be worthy. Only let
Aeneas be worne in the tablet of your memory, how he governeth himself
in the ruine of his Country, in the preserving his old Father, anc
cavrying away his religcus ceremonies: in obeying the Gods commendement
to leave Dido, though not onely all passionate kindeness, but even
the humane consideration of vertuous gratefulnes, would have craved
other of him. Hcw in storms, howe in sports, howe in warre, howe
in peace, how a fugitive, how victorious, h-w lLesieged, how besieging,
how to strangers, how to allies, how to enemies, how to his own,
lastly, how in his inward self, and how.in his outward government,
and I think, in a mind most prejudiced with a prejudicating humor, he
will be found in excellency fruitful . . .

This is not merely a cliche. To read {he epic properly, one must have some sense
of what it meant to look up to saint.s, great men, models; what Renaissance critics
called idels (eidolon); goals toward which men move. One must imagine one's way
into a civilization in which the function of the priest as well as of the poet
was to create ethical ends for human desires. Hence, the striving for distance
which characterizes the epic writer. One does not desire that which is almost
like oneself.
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II. Differences Between the Faerie Queene, Paradise lost and Farlier Epics

What separates the Faerie Queene and Paradise Lost from Homer anq Vi?gil is,
of course, that they are Christian epics; that their central concern is with the
warfare of the soul and not with the warfare of nations or cultures; but neither
poem could have existed without the formal conventions elaborated by Homer and
Virgil. What separates Milton and Spenser from the authors of the Song of Roland
and Reowulf (cf. Beowulf and Song of Roland units, Grade &) is not so much the
difference between Reformation Christianity and early medieval Christianity, though
that difference is important, but the difference between poets who are almost
whollr denendent on classical form (Milton and Spenser) and poets who look to it
only zlancingly (Beowulf, Song of Roland).

But that is too simple: even in form, the Faerie Queene is differentiated
from all other epics. The Faerie Queene exists in a world of Spenser's creation,
. in an allegorical fairyland without historical or geographical domain. It may
be well to explore in detail that allegorical fairyland. The "originality" of
the Faerie Queene consists in the completeness of its allegory, an allegory which
almost subsumes the historical and exemplary levels in Book I.

A. The Allegory of the Faerie Queene, Book I:

The poem begins with original sin. The Jjourney of the Red Cross Knight is
a journey into complete alienation from God and back to complete union with God.

The contrast between original sin and Christian righteousness is first
indicated by the transformation of the Red Cross Knight when he puts on the
Christian armor. Una agrees to accept the Red Cross Knight as a champion if he
wears the armecr she brought--the armor of the Christian man specified by St.

Paul in his Letter to the Ephesians: "Fut on the whole armor of God that you
may be able to stand against the wiles of the devil." 3penser places a cross on
the breastplate of righteousness and on the shield of faith, Red Cross Knight
and Una enter a wandering wood like Eden's wood after the fall and meet Error, a
creature half serpent and half woman who s;izbolizes original sin and the
infection jt starts in man's passions. As a son of Adam, Red Cross is liable to
submit to Error; but Una calls, "Add faith tnto your force!¥ whereupon Red Cross
grips Error and takes the initiative available to men in need of salvation: faith.
The Red Cross Knight's troubles are not over, however. Spenser goes on to show
how lust of the fl.sh, the infection of the passions, operates. Since sin involves
a false choice of a lesser over a greater good, it cannot exist in the presence of
Truth; and Red Cross must be separated from Una before he can sin. ILust and

- wrath (the concupiscible and irascible appetites) separate Red Cross from Una;
Archimago succeeds in arousing these passions in Red Cross by tempting him first
with an erotic dream and then making him falsely believe tha} Una has been

- unfaithful to him. Red Cross takes up with Duessa: dcuble truth or heresy.*

‘ The visit of Red Cross and Duessa to the castle of Lucifera leads to the
. processional of the Seven Readly Sins:and while Red Cross Knight does have to fight
against joylessness in the presence of the Seven Deadly Sins, he does not succumb
to them. The meaning of Red Cross Knight's escape from the House of Pride and
. Duessa seems to be that man even when deprived of truth can escape more obvious

sins by exercising prudence of a lower order. Just before Red Cross fights with

* The following episcdes include various kinds of experiences to which a soul
astray from truth and ruled by appetite and falsehood may be subject: Red Cross
Knight's encounter with Sans Foy suggests the possibility of a later loss of
faith; Fradubio, who has made Duessa his dame, is turned into a tree and he cannot
escape this state except by being bathed in a living well (baptism, grace) having
o become so habituated to sin that he has lost the rerson which made him a man.




7.

with Orgoglio, Duessa has overtaken him and he has so yielded to lust for her that
he has lost the power of distinguishing right from wrong. Duessa is heresy, the
"old law"; and Orgoglio is the heresy that one can save oneself apart from God's
help, the heresy of presumption. Red Cross Knight is caught by Orgoglio without
his Christian armor of salvation and in an act of lust; but the grace of God
(Arthur) protects him from one of the "unforgivable" sins: presumption, and Una
protects him in his rext encounter with the other "unforgivable" sin: despair.
It is natural for Red Cross Knight to despair after he is aware of his having
committed the sin of presumption when he removed his Christian armor; for
inordinate confidence undermined can easily become inordinate insecurity before
God. Red Cross Knight accepts the fallacicus arguments that Despair urges

upcn him, arguments hinging upon God's justice and his inexorable decree. Una
snatches the knife from Red Cross and assures him that he is one of the elect.

By Canto X, Red Cross Knight has gained victory over spiritual. foes; yet, his
greatest struggle is to come; for he is still weak. Renaissance theology often
regarded man's will as incapable of performing works that merit salvation and
treated justification as God's free gift to those who have faith; hence, Red
Cross is first trained by Faith. He undergoes a complete sanctification, or
purgation, in the House of B liness where, after being trained by faith (Fidessa),
he is instructed by Speranza (hope) and Charissa (charity), by a host of related
virtues, and finally by the seven bead men: personifications of the works of
mercy. Having completed his purgation, he is ready to mcunt the Hill of
Contemplaticn, to see a vision of the New Jerusalem, the ultimate goal of his
pilgrimage. He has reached the second stage in the journey of the mind toward 4
God: contemplation.

He returns tb..the plains to serve Una, to defeat the dragon holding her
parents captive: to complete his regeneration in the helping of others and in the
union with Ged's truth. Even during the battle, his regeneration continues, for
the we2ll of life and the tree of life sustain him. At last, however, his victory
is corplete, and he has attained union with God. He is betrzthed to Una; sounds
like tihe sounds heard at Pentecost are heard; and Spenser suggests that Red Cross
Knight has been touched, if even so slightly, by the third stage of the mind's
journey toward God: union with Him and His Truth: marriage.

Red Cross Knight then is tempted and er»rs at the level of passion and then
at the level of intellect; and he recovers grace first at the level of intellect
then at the level of passion: exactly the sequence through which Adam and Eve pass
in Paradise Lost. He is tempted by the "sting of desire" (Error: original sin),

a temptation to which hc accedes at Archimago's house when he feels lust and wrath
and leaves truth; he fights against "joylessness" (Sans Joy) in the presence of
the temptation teo indulge in the seven deadly sins, sins which attack both
"intellect" and "passion" and finally sins the most profound intellectual sins as
viderstood by Renaissance theology: presumption, the mistaken conviction which ¢
makes a man assume that he can do without God!'s assistance; and despair, the
mistaken conviction which makes a man assume that he is beyond God's assistance.
These, persisted in cbstinately, are sometimes called "the unforgivable sins"

(cf. these two in Dr. Faustus ). Red Cross does not persist in them obstinately
but learns first to despise them; then to know what grace and goodness are; and,

g

+# Una's wanderings during her separation from the Red Cross Knight involve the
plight of truth when separated from Christian protection and revelation.
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finally, to desire and love Truth and the God of Truth in an Eden Recaptured (the
home of Una's parents). The Faerie Queene is a kind of "Paradise Lost" and
"Paradise Regained". Milton, as we shall see, had good reason to regard Spenser
as '"a better teacher than Aquinas.”

B. Milton and Spenser: Their Similarities and Differences

Milton was greatly influenced by Spenser, especially in his formative years.
Many lines in Paradise Lost are remarkably similar to othersin the Faerie Queene,
as the footnotes in the text point out. Likewise, the moral allegory of the two
poems is similar: evil struggles with good, evil overcomes or partially overcomes
good =nd death is threatened, and finally good triumphs over evil and death. But
more s:cific parallels in symbolism and theology can be drawn. Both Milton's
Sin and Spenser's Error have the body of a serpent and the head of a woman, the
conventional representation symbolizing that original sin begins with Satan (the
serpent) acting upon man's sensual desire (the woman). Again the worlds of deeper
depravity which come after Error in Faerie Queene, I and below Sin in Parcdise
Lost_ are rather like one another: Pandemonium, with its tinseled magnificance
built upon the sands of Hell, recalls the House of Pride and its tinselly grandeur
perched upon the sands of Fairyland. And Lucifer's throne is only Imcifera's writ
large. The games in Hell are vain joyless and as the games at the House of
Pride. Again though, Milton does not give us a processional of the Seven Deadly
Sins at Pandemonium, the sins of the lower passions, (Iuxury and gluttony) are more
than adequately represented in Death's will to embrace and devour his mother (sin);
Mammon is a grander Avarice: lMoloch, a fiercer Wrath, a Belial, a more delicate
Sloth. Beelzehub is pure Envy;‘ and Lucifer, Pride conmingled with Presumption
and Dispair. Iucifer is:very much a mixture of Qrgoglio and Desnaire. Lucifer
is called both presumptucus and desrairinz; and the great sice attributed to him
when he arises in Book I surely recalls the magnitude of Orgoglio'!'s presumption as
well as that of the Titanian brood.of classical giants who warred against Zeus
(Paradise Lost, I, 198). Hilton's world of evil is a grander but less schematized
version of Spenser's.

One need hardly mention that Christ's fight with Lucifer is the God-Man's
version of Red Cross Knight's fight with the dragon who would dispossess Una and
her parents, that the Eden which Red Cross Knight vecaptures is the. Eden which Adam
leaes and which Michael promises that Christ will recapture, that the disordered
woodland of the Garden of Eden in Book IX is very like the disordered woodland of
the Wood of Error. The symbolic parsllels do not end there, and the teacher should
be ale:t for them at every point as ctudents read Paradise Lost.

Milton is much more explicitly ihe theologian than Spenser, and, since most
of his theology is presented in a straightforward fashion, one does not need to i
explain it as cne needs to explain Spenser's. However, parts of his theology are f
like Spenser's and helpful in explaing Faerie Queene, I to studentsst For
instance, it may be well to note that the process of corruption of Eve: and then of
Adam is, iike the assault on *he Red Cross Knight, first an cttack on the passions
to make them desire what God does not will that man desire (aroussl of concupiscible
and irascible appetites.); and, second, an attack on the reason, to make man believe
that he can be "like God" (Orgoglio, presumption).

On the other hand, the tone cf the theology of the poets differs at important
points. Whereas Spenser treats the process of regeneration allegorically and
mystically, as part of the assent thrcugh purgation, illumination, and union with
God, Milton treats the process of regeneration in straightforward dogmatic

*ef. Mack's essay on this point.




9.

statements by God and his representatives and with a theological rigor inaccessible
to allegory. Moreover, Milton is trying to do much more with theology than is
Spenser: whereas Spenser endeavors to describe sin and grace through allegories
which show the stages of man's progress through them, Milton also tries to display
what they are, seen through God's eyes. This effort to present the economy of

sin and regeneration as seen through both Ged's and man's eyes leads Milton %o
create his complex hero: Christ-Adam-mankind-Christ; the second Adam. No student
who pays attention to the kind of burlesque imitation of heroic action which
makes up Satan's story, the manner ir. which he collaborates with the monsters he
meets and defiles the "fair cities" he visits; no student who watches the

epithets applied to Satan and understands the meaning of his giant size is likely
to see him as any more than a mock-Cdysseus or Aeneas. But his opponent, and the
real hero of Paradise Lost is an entity considerably mcre complex than the Red
Cross " ..ght. It is Adam, the first man; it is Christ, the divine manj¥ it is
mankind. That is why liichael and Milton spend so much time on the future of
Mankind and Christ's ultimate triumph, on the cross, paralleling his triumph

in the war in Heaven. Spenser deals with Mankind only inscfar as the Red Cross
Knight, Guyon, and others are forms of Hveryman. Milton gives us a much more
complex hero and one which students may have difficulty understanding.

C. Paradise Lost: Difference from Previous Epics:

If the Faerie Queene moves in a falryland without geographical or historical
domain, in the realm of pure allegory, Paradise Lost operates upon the levels
conventional in the epic: the allegorical, the exemplary, and the historical
(or the exemplary-historical). On the most important of these levels, the
allegorical, the poem is conceived with the conflicts between certain abstract
forces like good and evil, and between shadings of these basic forces like
temperance and gluttony, hope and despair, love and wrath, industry and sloth,
humility and pride, etec. In as much as Adam represents Everyman, Satan pure
evil, and God pure gocd, the whole of the struggle in Milton's poem is
allegorical. However, Milton firmly believes in the historical reality of Adam
and Fve and they are not always presented to us as allegorical figures. Satan,
God, the Son, and the loyal angels are also presented in non-allegorical terms
at times. Sin and Death, Chaos and Night are, on the other hand, always seen
as embodiments of abstractions and are thereforc purely allegorical. It is very
significant that Raphael, when preparing to describe the War in Heaven, suggests
to Adam that he is giving worldly form to the forces in the struggle, soithat
Adam may better understand what has happened. The opponents, he suggests, may
not Le (although he does not rule out the possibility that they are)
anthre;.omorphic beings, but rather may be only spiritual forces. Hence, the
devize which Raphael explains that he will use in descriting the struggle in
Heaven is basically allegorical. Throughout Paradise Lozt we have a fluctuation
between the allegorical and the historical (or the Biblical, which Milton
appears to accept as historical). Adam, Raphael, and the Messiah, for instance,
sometimes are themselves as historical personages and sometimes become embodiments
of abstract states and forces.

The exemplary level of Paradise lLost is subordinate to the allegorical, and
it is more easily understood. Cn this level, we see the characters, except for
Adam and Eve, in larger than life size. The gocd angels, through their loyalty,
wisdom, and courage serve as examples of goodness and right living. Conversely,

* This is not to ignore Milton's special beliefs about the divinity of Christ;
cf. Maurice Kelley, This Great Arsument.




10.

Satan and his followers, also heroic in conception, are negatively exemplary.
Milton intends that these fallen angeix will persuade the reader toward right
living g5 he views their misery and loss of glory. Adam and Eve, though not
heroic in conception, are, nevertheless, presented to us as ideal types before
their fall. The original harmony and bliss is held up to us as the perfect state
of marriage. We may today disagree with Milton's concept of the perfect
relationships between the sexes, but that he intended to hold the couple up as
ideal examples, we cannot deny.

The historical aspect of Paradise Lost is likewise subordinate to the :
allegorical, the historical "facts" of the poem serving as a gkeleton for the
allegorical body. But history is more important than in Faerig Queene I, where
Arthur, the only "historical" figure acts in actions the likes of which he never
before saw in "histories" of his career; the history of the world authored by
Michael is real history as understood by Renaissance people; so is the main
action of the poem; Arthur's story in the Faerie Queene is not.

Milton found his history in the Bible. Immediately we are faced with the
problem of how completely historical he considered the Bible. Raphael's words
concerning the necessity to give human form to the heavenly hosts in order that
Adam might understand suggest that Milton took at least parts of the Bible to
be allegorical. This problem need not bother us overmuch, however. Whatever
Milton telieved personally, he treats the whole of the Bible as a historical
fact in Paradise Lost and idealizes its historical figures, places and events. A
comparison of the biblical account of Adam and Eve with the account in Paradise
Lost shows how much has been added to "history" by Milton. The purposes for
such a distortion are, as is usual in the epic, to emphasize the grand and the
heroic, to add significance to the action, and to enhance the exemplary nature
of the work.

Milton's epic is unlike Virgil's or Boeccaccio's or Chaucer's in that, in it,
the exemplary-historical and allegorical are never separate but are interwoven,
each supporting or drawing upon the other. He, like:Spenser, departs frcem the
traditional formula; but, whereas Spenser makes almost everything allegory,
Milton interweaves everything. In any given passage, we can note the pressnce of
all three levels. At the time of the fall, for instance, we have the historical
disobedience toward God, we have the monitory example of wrong action, and we have
the triumph of evil (the serpent) over innocence (Adam and Eve).

ITI. Milton's style and language

Spenser's language and style should give students little trouble. Whatever
trouble they do give should be taken care of by the language exercises concerning
Faerie Queene I proposed in the assignment, section. Milton's style and language
are another matter.

The first 25 lines or so of Paradise Lost announce to us the seriousness and
lofiiness that Milton saw in the theme he was about to develop. Purposely,
Miltcn called on all his resources of expression to establish a style which would
be an arpropriate wvehicle for the development of that theme. If we realize and
are able to persuade our students that Milton's style is purposely lofty and
formal; that he uses such a style as a device, then not only can we accept the
occasional difficulties inherent in that style more easily, but we can also view
the elements of that style with greater clarity. And, if we are to consider
ourselves knowledgeable to any extent concerning the artistic potentialities of
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our language, we should certainly be familiar with Milton's style. For as
Matthew Arnold has said, "He is our great artist in style, our one first-rate
master in the grand style." We can learn much about our language from him.

The bacic elements of this "grand" style are its musical properties (which
have led it to be described as zn "organ tone,"), its Latin syntax, its use of
metaphor and allusion, and its frequent word play. Practically any passage in the
poem will serve as an excellent illustration of any one or all of these elements.
As ar. example of the musical quality of Milton's lines, observe his description
of Sat. -*s reduction in Book X, 11. 504ff. Satan has just reported the success
of his mission in Paradise, and he turns to his legions in Hell, expecting great
praise. His followers, however, have been transformed into serpents, and all he
hears is "a dismal universal hiss, the sound / Of public scorn." Here Milton's
use of alliterative 's' sounds complex with at least four short 'i's and ended
with the long 'o' in scorn lends a musical, alteit rather dry and rasping,
complement to the image evoked of Satan's fellows. A few lines further along, we
get more of the hissing, and even the consonant sounds in the otherwise well-
chosen allusions add to the sibilant song: "dreadful was the din / Of hissing
through the hall, thick-swarming now / With complicated monsters, head and tail, /
Scorpion, and Asp, and Amphisbaena dire, / Ceraster horned, Hydrus, and Ellops
drear, / and Dipsas . . . ." The effect of these lines is %o suggest a madhouse
of hissing, and this is the precise effect !ilton wants.

The syntax used by Milton resembles the Latin syntax in that the rigid
sentence order of N-V-N, N-V-N-N, N-V(be)-N, or N-V(be)-Adj. so common in our
relatively uninflected English is almost entirely rejected for a much looser
sentence order, an order somewhat like that common in more highly inflected
languages, such as Latin. Over and over egain, lilton front shifts nouns or
adjectives, from the verb phrase and places them (or long suhordinate elements)
before his main verb. And just as often, he separates the first noun or noun
phrase from the verb phrase with the insertion of an involved modifier. The
first few lines of Paradise Lost may serve as an example:

Of lMan's first disobedience and the fruit
- Of that forbidden tree whose mortal taste
Brought death into the world and all our woe,
With loss of Eden, till one greater Man
Restored us and regained the blissful seat,
Sing, Heavenly Muse, . . . .

In this passage, we must wait six full lines to discover just what the poet is
trying to say. In the sixth line, we have the brief command to the Muse to
sing; but we already have had, in the preceding lines 38 words comprising partly
the compound verb (of from sing of), partly the verb-phrase nouns (disobedience,
fruit), and partly the attendant phrases and clauses. By our present standards,
this sentence is very formal and complicated. It is; and it was so in Milton's
own day, but this is precisely as Milton wished it to be. In these crucial first
lines Milton has succeeded in setting the formal tone for the whole pcem. In
addition, he has succeeded in piling up a host of images and impressions in our
mind which we must balance until we are relieved at ilast as Milton finally
gives us the verb which governs all that has gone before. The result is that
Milton forces us to keep all the pertinent images before us until such a time

as we can see them all together and can catch their interrelaticnship and their
total bearing on the matter at hand.
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Paradise Lost abounds in figures of speech. Again, all of these serve both
to maiic ..is argument more formal in tone and to enrich our imaginative experience
while reading the poem. Chiefly through allusions and similes, Milton is able to
broaden the scope of his poem to include an infinite variety of matters which have
no direct bearing on the action or the theme. The many allusions, especially, open
our memories with only the briefest of references. Milton has only to compare
Satan as the serpent with Hermione and Cadmus or "Ammonian Jove" and immediately
our minds leap into action, enriching the description of Satan with the many
associations we have with Cadmus and Jove.

Finally, Milton employs frequent word-play in order to give his lines -
additional character, attractiveness (in tke sense that the puns demand our
attention briefly), and ultimately still more formality. We must realize,
though, that his puns are never designed to make us laugh; rather, they are
usually intended, through their momentary ambiguity, to make us stop short and
think. Let us take, for example, one such play on words which occurs at the end
of the speech in which Eve suggests suicide to Adam (Book X, LL. 1003-1006):

Why stand we longer shivering under fears

That show no en¢ but death, and have the power.,
Of many ways to die the shortest choosing,
Dest.ruction with destruction to destroy.

Now the double repetition in this last line stops us, or should stop us, immediately.
The idea pleaded by Eve before this last line has rot been difficult for us to
grasp, but now we are barraged with the idea of destruction. This idea is
entirely in keeping with the lines above, and yet its entire meaning escapes us
momentarily because we cannct see the relationship of the three key words
immeciately. Slowly we understand that the first "destruction" refers to the
pain ar? death which the sinners fear that God will now bring upon them. And

the seccnd "destruction' refers to the self-destruction which they can use as a
means to make meaningless, or "to destroy" the first "destruction." What Eve

is proposing, we finally realize, is that she and Adam cun escape God's punishment
of an eventual death by ending their lives now. By this word-play, Milton has
manipulated us, the readers, once more without our being aware. He has forced us
to stop and think about the whole of Eve's proposal for a brief moment, to become
more aware of the depth of her despair than we would be if we simply read on to
Adam's following speech. The intricacy of Milton's word-play results in a more
difficult line, and this difficulty in turn tends to raise the formality of the
tone. And this formality, gives Iilton's style something of the resonance of
Virgil's Latin and a character wholly unlike that in any other English epiec.

Supplementary Essay I: Notes on the Faerie Queene for Teachers.

Proem Spenser opens his poem and addresses his reader after the
manner of Virgil in the intrcductory verses prefixed to the Aeneid.

Lo I, who whilom softly-warbling plaid
Cn oaten reed.

Similarly, Milton begins Paradise Regained.

o I who erewhile the happy Garden sung,
By one man's disobedierice lost, now sing
Recover'd Paradise to all mankind.
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Proem The reference to the muse, 'virgin chiefe of nine' is in the

Stanza 2 classical tradition, but Spenser is lax in his use of classical
mythology, for the 'virgin' is Clio, the muse of history, whose name
stands first in Hesicd's list of the nine muses, and whose function was
to record the deeds of herces. Normally Calliope, the muse of epic
poetry, should have been invoked. However, Spenser shows justification
in the second =stanza for using Clio, as he wished to compliment Queen
Elizabeth by calling the poem a history.

Canto I Original sin is the first error from which all other sins are said
Stanza 15 to spring, so that Spenser's monster is pictured as giving life to a
thousand offspring. Compare Aeneas' meeting with Dido in a cave in
the wood, Aeneid, Book IV.

Stanza 19 The actions which Archimago performs, his special dress, secluded
life, performance of public prayer and Latin service, had come to be
associated with the service of the devil rather than of God; the
ceremonial duties of churchmen came to be associated with witches!
performance of magic.

Stanza 29 The heat of the sun is a traditional symbol for God's Jjustice;
but when Red Cross Knight seeks shade from the heat of the sun, in the
shelter of the trees, the moral danger of the shade appears obviocusly
as concupiscence. Red Cross Knight meets Fradubio who has been changed
into a tree.

Canto II Separating each canto from the last, Spenser normally begins each
new canto with a moral reflection, statement, or exclamation. This
canto opens with a verse describing scenery; at the beginning of Ganto
IIT the reader is told that beauty in distress moves compassion, while
Canto IV gives a warning to youthful chivalry to beware of fraud, and
Canto V gives a noble statement about the energy of the human heart.
These canto heginnings are fashioned after Ariosto.

Canto III (Most of this canto can be omitted). A tradition of romance is that no
Stanza 5, lion will harm a virgin or a royal personage, thus the lion is found on
royal coats of arms.

Stanza 1l Abessa, representing superstition, is insensible to everything
except fear, whereas Superstition has never known truth and fears reason.

Stanza 13, Corceca, blind devotion, hopes to find secret power in the magic
14 number three and its multiples.

Stanza 35 The false red cross on Archimago's shield did not defend him; only

the true red cross cannot be pierced.

Stanza 37 It was a custom in romance for the conqueror to uniace the helmet
of his fallen adversary and then cut his throat.

Stanza 42 The lion (the image of Christ or of English royalty) is unable
to withstand lawlessness.

Canto IV The beasts carrying the seven deadly sins give an incongruous
effect: the ass and the hog together followed by the goat and the camel
are at varying eye levels. The awkwardness is further emphasized by the




Canto V

Canto VII

1.

absurd gaits of the beasts. The ass gets mired in his sluggish tracks,
the hog jerks about, and the camel waves along beside. The riders are
equally awkward. Idlerness shakes with fever and yet nods with sleep;
Gluttony is constantly vomiting and lurching, clutching his drinking
can; Avarice is counting his coins, and Wrath has his dagger in one
hand and flourishes his burning brand in the other. Their costumes
are also incongruous, the black gcwn and hood of Idleness contrasting
with the vine leaves and ivy garland of Gluttony; Lechery's green gown
contrasts with the ragged coat of Avarice; the military cloak painted
full of «yes of Envy contrasts with the bloodstained rags of Wrath.

To help the class answer question 7 of the student packet, the
teacher might display paintings of Rubens which show his attention to
detail, color, and movemen®, such as Country Fair, the Betrothal of
St. Catherine, of the Adoration of the Magi.

In the ccmbat with Sansjoy, Red Cross Knight is barely
victorinsus, since Sansjoy is concealed with a mysterious cloud before
being spirited away. Red Cross Knight accepts the praise from the
occupants of the House of Pride and presents his services to Lucifera.
Yet he remains ignorant of the moral depravity of the House of Pride
and Tuessa's relaticnship with Sansjoy. As long as he wears the armor
of faith, he has a certain immunity which protects him during his
battle with Sansioy. He thus is able to avoid committing actual sin but
is not yet able to have complete controcl over his passicns not to dis-
tinguish truth from lalsehood. Compare the House of Pride to Dido's
Carthage, to the cities and fabulous places which Odysseus vicits;
compare the tournament to the epic games in Virgil and in Homer.

Orgoglio, born of Earth and Wind, is thus a combination of base
matter and false "puffing-up'" spirit. His character is made up of '
brutality, bragging, ignorance. Although Lucifera and Orgoglio both
represent pride, they represent different kinds of pride, Lucifera
symbolizing vanity or the pride of luxury; Orgoglio, presumption
stemming from the mistaken idea that man can live without divine help.
Orgoglio is, like the Titans who rebelled against God, a giant; compare
Lucifer as giant in Paradise Lost. <f. Polyphemus in the Odyssey.

Canto VIII The allegory is made plain by study of Revelation 17:16: "These
Stanza 50 shall hate the whore (Duessa) and shall make her desolate (Make her fly

Canto IX

to the wilderness) and naked." The enemy of mankind takes great pains
to separate hcliness from truth; when this point is reached, falsehood
attaches herself to holiness., Red Cross stands amazed at the breaking
off of a bough: when he sees it stream with blood. He is amazed but does
nothing, for holiness uncided hy truth and reason is lost in wonder.

Red Cross Knight is then a visitor in the House of Pride. Escaping,

he drinks of the waters of idleness which cause him to forget his
militant state; he lays aside his Christian armor and is soon reduced
to a miserable cordition. He decks out falsehocd with gold, pearls,
purple and scarlet; here is the spiritual Babylon.

The medieval imagination considered the sin of despair, like
presumption, one of the two most abominable sins since it encouraged
self-destruction and thus destroyed every hope of repentance and salvation
The person guilty of despair thinks he can get no ease except by death
and is determined to seek death by self-infliction. The wood of the
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sujcides is in Dante!s seccnd circle of the Inferno. The two hounds
there which chase the victims are frequently interpreted as standing
for Poverty and Despair, and the condition for entrance into Hell is
the abandonment of hope.

Because the virtues faith, hope and clarity are made known to us
only by divine revelation, Spenser sees them as daughters of Caelia, the
daughters of heaven. Fidessa is arrayed in white and bears a cup of
gold filled with wine and water. A serpent, which constitutes a promise
and a warning to the faithful, enfolds the sacramental cup. The book
which Fidessa bears contains the Scriptures wherein is related the tale
of salvation and damnation (the figure of the serpent). By all these
means, the stress is placed on the aspects of fith as proceeding
directly from God.

Speranza. (hope) bears an.anchor on her arm, is dressed in blue,
and continually casts her eyes heavenward, signifying that her eyes are
always on God, the author of all good. The portrait of Chrissa (charity)
is a conventional one. She is opposed to Cupid's wanton.snare,
(Concupiscible desire); this identifies her as divine love. She is
seen giving succor tc a brocd of children: the children are symbols of
man's love for man. She then represents the fulfillment of both of the
precepts of Charity: the precept to love God and to love one!s neighbor.

Compare the House of Holiness to the country ruled by King Admetus
in the Odyvssey. After a pericd of rest, Red Cross Knight is led to the
top of a steep, high hill where an aged holy man, Contemplation, lives.
He is blind as far as earthly matters are concerned but able to see the
sun. Though his body is underdeveloped, his mind is healthy because of
his spiritual focd. He is somewhat annoyed when Ped Cross Knight
approaches since he must put aside his heavenly thoughts. Spenser's
description of the state of Contemplation emphasizes several aspects of
the contemplative life. The withdrawal from life is suggested by the
hill, the ignoring of earthly pursuits is suggested by Contemplation's
earthly blindness; and his directing his eyes to the sun suggests his
watching the divine. His emaciated physical appearance is suggestive
of his contrel of the sensual appetites and his reluctance to speak
with the knight suggests a lack of pleasure in the human communication.
When Contemplation learns that Fidelia has sent Red Cross Knight, he is
willing to converse with Red Cross Knight since faith is the means by
which one reaches true contemplation. See Red Cross Knight's ascent
of the Mount of Contemplation in relationship to Cdysseus' descent into
the underworld to see the future and Aeneas' journey to the Elysian
fields for the same purpose.

Red Cross Knight's spiritual power is steadily increasing but he
must undergo continuous purification; he needs the strengthening of the
well of life which restores the dead, washes away sinful crimes, and
cures sickness. The geographical Iocation of the well of life in the
Garden of Eden identifies Una's kingdom as Eden and the kingdom as the
place where the spiritual Jerusalem, the goal of Red Cross Knight's
quest is situated. On the second day Red Cross Knight finds the tree
of life, Christ himself and its fruit, the Holy Ghost. It is the original
tree which stocd in Paradise, lost with Adam’'s sin. Thus aided by Christ
himself, Red Cross Knight slays the dragon. He is now ready for union
with God. This passage with its Evocation of Eden can be used to

Y T
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Canto XTI

16.
prepare students for the study of Paradice Lost.

Una cumes to Ned Cross Knight in a transfigured state, revealing
herseli to Red Cross Knight ir her heavenly beauty. Before the
ceremony, the powers of darkness make a final effort to claim Red Crors
Knight, but Ura herself defends him. Una's father lights a fire, a
symbol for the consuming of the soul by God's love. The never-dying 11
light that is 1lit suggests the unending divine love. With his final
victory against Satan, comes the happiness of permanent union for Red
Cross Knight.

Y



THE STYLE OF SECONDARY EPICL

[The teacher should compare these remarks on the "secondary epic" with the
remarks on the oral-aural style of the primary epic in the 7th grade "Making

of Stories" unit and the 9th grade "Odyssey" u it. Students can profitably
contrast the "oral" style of the Odyssey with the "black-and-white-printed-page"

style of Paradise Lost by trying to imagine a poet making up Paradise Lost
and reciting it as he makes it up./

ESSAY BY MAYNARD MACK ON PARADISE LOS 2

1C. S. Lowis, A Preface to Paradise Lost. lLondon: Oxford University
Press, 1942, .

®Mack, Maynard, Milton {Englewood Cliffs, N. J.: Prentice Hall Inc.,
1961)) PP. ll"-250
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Charts:
Chart I, Epic and Christian Epic. The Epic Form: Its Segments:

The teacher should refer to these segments consistently since the playing of
epic events off against their antecedents will help him interpret them and see the
full resonance of each epic event; sometimes the events play off against previous
events in an ironic pattern. For instance, Satan's journey from Hell in Paradise
Lost is an ironic version of Odysseus'! journey.

I. The Council of the Gods: The Plan of Events (Destiny, Providence). \

1, Odyssey: Council of the Gods: Athene wins her behest from Jove; that Odysseus
be allowed to return,

2. Aeneid: Council of the Gods: Vernus wins her behest from Jove; that Aeneas be
permitted to find a place for the Trojans,

3, Knight's Tale: Venus wins her behest from Saturn; that Palamon be permitted
Emelye.

4. Paradise Lost: Christ wins his behest from Cod the Father; that Christ be
permitted to redeem Mankind.

ITI. The Hero visits a series of fabulous loci which present temptations which
obscure his sense of his destiny or revelations which clarify it.
. Odyssey: The Cicones, Lotua-Estnrs, the giant Polyphemus, Aeolus, the
Laeotry?onlans, the 3irens, Scylla, Charybydis, the oxen of the sun,

2. Aeneid: the speaking tree, the isle of Delos, the Strorhades and the Harpies,
Charybidis, Polyphemus, the Giant.

3. Faerie OQueene: the speaking tree, Duessa, the House of Pride, Orgoglio and
Despair, the House of Holiness, the Mountain of Contemplation.

4. Paradise Lost: ths gates of Sin and Death, the journey through Chaos, Chaos
and Night, the Paradise of Fools, the Gate of the Sun, the Garden of Eden
(upside-down journey, Satan is not the hero).

TII. The narrater gives a History of times past: The Fall of the 0ld Order and the
Subsequent Struggle:

. Odyssey: Odysseus tells of his journey at the feast of Alcinous and Arete,

. Aeneid: Aeneas tells of the fall of Troy and his journey at Dido's feast.

Faerie (Queene: Contemplation tells Red Ciross Knight of his youth,

. Paradise Lost: Raphael at the feast given by Adam and Eve tells of the
heavenly war and the fall of the Satanic "eity".

IV, A major character makes a descent into hell: The Vision of Death and/or Evil,

1. Odyssev: Odysseus, directed by Circe, goes to Hell to learn of Tiresias the
way home to Ithaca.

2. heneid: Aeneas, directed by the Sibyl, goes to Hell to learn his destiny and
Rome's,

3. Faerie Cueene: Tuessa goes to the underworld to heal Sans Joy.

k. %arad%se Lost: Satan is cast down and zoes about on an exploration of Hell

I-IT
V. The Providence of the plot manifested most directly in a vision of the future,
generally in the descent passage.

1. Odyssey: Tiresias reveals the future to Odysseus.

2. Aeneid: Aeneas guided by Anchises, from a hill in the Elysian fields, sees
the future,

3, Faerie Queene: Red Cross Knight on the Mount of Contemplation views his
future destiny.

L. Paradise Lost: Michael, on the Hill of Eden, sees a Vvision of mankind's
future woe and redemption.

VI. The captivity in the arms of a woman: The Hero Kept from his Destiny.

1. Odyssev: Odysseus in the arms of Calypso; Calypso's Cave.

2. Aeneid: Aeneas in the arms of Dido; Dido's cave.

3. Taerie ‘Queene: Red Cross Knight in the toils of Error by her cave (original
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L. Paradise Lost: Sin in the caves of Hell (a baautiful woman grown monstrous):
Adan and Eve in the woods after their sin.
VII. The messenger of the Cods tells the hero to complete his Destiny,
1, Odyssey: Mercury tells Calypso to rclease Cdyvsseus,
2, Aeneid: Mercury tells Aencas to leave Dido and fulfill his Roman destiny.
3. Knight's Tale: Mercury; tells Arcita to return to Troy.
L. Paradise lLost: Raphael tells fdam of the existence of evil and its possible
hold upon man (Books V-VIil)
VIII. The group celebrates th' death of a hero with grand ceremonial funeral and
games,
1. ITliad: The death of Patroclus celebrated with funeral znd tremendous games.
2., dAereid: The death of Palinurus celebrated with funeral; the death of Anchises
celebrated with tremendous games.

3. ’r"uht's Tale: The death of Arcita celebrated with tremendoud ceremonial |
.f'l Q'eral . ‘
. b, §?§adise Lost: The devils entertain themselves during Satan's absence.. (Book

IX. The hero fights o great tattle in three parts or movements: The Critical Battle
which the Hero must Win to Fulfill his Destiny:
1. The cause of the battle: a woman: domestic felicity:

A, Iliad: Menelaus and Paris fight for Helen.

B. Aeneid: Turnus and Aeneas fight for Lavinia.

C. Knizht's Tale: Palamon and Arcita fight for Fmelye.

D. Faerie Zueene; Red Cross knight and dragon fight over Una's patrimony.

. Paradise Lost: Christ and Satan fight, their fight in part refought in
Adam and Eve and their domestic strugsle.

2. The first movement of battle is usvally an indecisive one:

A, Ilizd: the first day is an indecisive day with the Greeks slightly on
top: the aristeia of Diomedes. |

B. Aeneid: The Rutuliians and Latins decide to attack Aeneas' groups and
Aeneas sees himself isolated and in need of the help of Evander and the
Ctruscans,

C. Knightt's Tale: The battle scenes in Theseus' tournament.

D. Faerie (ueene: Red Cross inight rather outdone by dragon on the first day;
bathes in well of life,

E. Paradise Lost: The first day is a fairly indecisive day with the hosts of
God slightly ahead; the aristeia of Michael,

3., The second movement of the battls sees the 'enemy'! apparently ahead,

A, Iliad: Hector leads the Trojans on to the Greek camps, attempts to burn
their ships, battles at the wall of their camp and in their camp; aristeia
nf Turnus, -

T, Aeneld: Turnus leads the Latins on to the Trojan camps, attempts to burn
their ships, battles at the wall of their camp and in their camp; aresteia
of Turnus,

C. Faerie CQuecne: Red Cross Knight driven back by death blows to the tree of
life.

D, Paradise Lost: Satan invents cannons and temporarliy drives back the host
of heaven: the aristeia of Satan.

L. The third movement sees the entrance of the hero with his full powers and

his defeat of the enemy hero in personal duel:

A, Iliad: Achilles puts on his new armor and declares his return to battle
to avenge Patroclus' death, meets Hector beneath walls of Troy and destroys
him; the aristeis of Achilles

B. Aeneid: Aeneas returns from Evander with new armor, and the death of Pallas
(1ike the death of Patroclus) stirs deneas.to battle and he eventually

ek e e
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defeats Turnus before the walls; the battle is over.
C. Faerie Cuvecne: Red Cross Knight kills the dragon,
C. Paradise Insht: "God, on the third day, cends Messiah his son, for whom

he had recerved the zlory of that Viectory. He, in the power of his
Father, coming to the place and causing all his legions to stand still
on either side, with his chariot and thunder driving into the midst of
of his enemies, pursues them, unable to resist, towards the wall of |
Heaven; which opening, they leap down with horror into the place of |
punishment." |

X. The hero is reunited with his beloved or his family and doing so brings history

to a peaccful resolution:
1. Qdyssay: Odysseus undoes the suitors and is reunited with Penelope.

. Aeneid: Aeneas defeats Turnus and the way is prepared for his wedding to

TLavinia: union of Trojars and Latins.

Knight's Tale: After the death of Arcita, Palamon marries Emelye.

Faerie Queene: iAfter the death of the dragon, Red Cross Knight is betrothed

to Una: union of kan and Truth,

. Paradise Lost: The rredicted redemption of mankind: Mary as second Eve is a

"new Penelope',
Chart II. Parallel Scenes: Faesrie Cueene and Paradise Lost
The following chart may be ustful to the teacher as she interprets the poems.

Wt W N

She may wish to compare with her class figures and scenes from the two poems.

1. Error (FG): Sin and Death
2. House of Pride; Panderonium (cf, Carthage in Aeneid)
. Lucifera's throne; ILucifer's thréne.
The Seven Deadly Sinz and the Games in the House of Pride; the spokesmen in
Satan's council and the games in Hell.
5, Zvoglio as Giant: Satan as Giant (Polyphemus type) 1
6, hed Cross Knight's vision of the New Jerusalem: Milton's picture of the New
Jerusalem in Book III; Michael!s vision of the future redemption of mankind.
7. Eden as portrayed in Book 12, lost and reccvered; Eden as portrayed in Books
IV and IX, innocent and lost.
8. The Dark Wood of Error, the Woman and the Serpent (Book I, original sin)s
the temptation of Ive by the '"woman-serpent', her temptation of Adam the
escape into a dark wood., J

W

9. Red Cross Knisht's struggle as Christian human knight with the dragon; Christ!’
struggle with Satan (who becomes a serpent (Bock X)) as Christian "divine i
knight," his strugzle again in the crucifixion and resurrection.

Chart III: a. Histcrical Background: Spenser

As Chancer in the latter part of the fourteenth century brought narrative |
poetry to a "near perfection," so did Spenser at the end of the sixteenth. After
the publication in 1579 of the pastoral Shepherd's Calendar, preferment came to
Spenser in his appointment in Ireland as secretary o the deputy Lord Grey de
Wilton. Here he bought the Manor of Kilcolman, where Sir Walter Raleigh visited
him: when Spenser showed Raleigh the first three books of the Faerie Queene,
Raleigh advised him to go to London to read them to Queene Elizabeth and to
publish them. The three bocks met with immediate success but with small reward
from the Queen in whose honor they were written. Soon after the publication of
the first three books, Spenser published a volume of poems entitled Complaints
in which he to0ld of his journey to Lond after his return to Ireland. In 1596
Spenser returned to London for the publication of the second three books of the
Faerie Queene. During his visit he wrote the "Hymn of Heavenly Love," the
"Hymn of Heavenly Beauty," "Hymn in Honor of Love and Beauty," and the lovely
short poem, "Prothalamion.”
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Three places left strong marks on his character and work, Cambridge, London,
and Kilcolman, OCambridge taught him Aristotle, Plato (Platonist influence,
Books III, IV, VI), the Greek and Latin poets, French and Italian literature.
Cambridge made him a scholar and gave him the tinge of puritanism that appears
in his works (Book I). Here also he became friends with Gabriel Harvey, an
important scholar of classical literature who helped form his ideas about what
poetry should be. At Cambridge, he met the literary theories of his time,
one being that English verse should follow Latin rules of prosody. Here he
probably wrote the Shepherd's Calendar, with its varied meters and clever diction
suggesting antiquity and rusticity. During his London periud, he may have
grasped two political concepts later significant in his poetry: the importance
of England's leadership of the Protestant cause in Europe (against Spain and
Rome) and the importance of England's expansion beyond the seas. In his
Kilcolman period, he saw the English and Irish in conflict, the Irish provoked
to revolt by Philip of Spain and the Pope (Book V).

Soon after Spenser's return from London to Ireland, his castle was sacked
and burned:in an Irish insurrection against British rule. He fled with his
family to London, where he died a few weeks later in 15%9.

b. Historical Background: Milton

See Introduction tc the text by Edward S. Le Comte, pp, vii-xxxii.
Chart IV: a. Spenser's Plan for the Faerie Queene

Spenser originally planned to write a poem of twenty-four books, each with
twelve cantos, the first twelve to demonstrate qualities of perfect chivalry
in twelve private moral virtues; the last twelve, political virtues after
Arthur became king. Spenser wanted to show the character of an ideal knight
in twelve books, each devoted to one of the twelve virtues. As he said in a
letter to Sir Walter Raleigh, "The general end of all the book is to fashion
a gent’c¢man or noble person in virtuous and ncble discipline." He was able to
complcie only six books andra pant of the seventh, his completed section running
to a poem of more than 20,C00 lines. In Book I, the Red Cross Knight
represents holiness; in Book II, Sir Guyon, Temperance; Book III, Britomarte,
chastity; Book IV, Cambel and Triamond, friendship; Book V, Sir Artegall, justice;
Book VI, Sir Calidore, courtesy.: Spenser probably had in mind making his book
turn on a series of quests, each;of which would in some way replicate one of the
labors of Hercules: thus, Book I' suggests Hercules! struggle with Cacus and the
Hydra (Orgoglio and the dragon)j; Book II suggests Hercules' struggle with
Antaeus (Guyon's fisht with Malegon); Book III, his venture with Busirus (the
House of Busirane); Book IV, Hercules' battle for Hippolita's girdle (the Battle
for Florimeli's girdle); Book V, the battle with Geryon (Sir Artegall's battle
with Geryon); and Book VI, Hercules' capture of Cerberus (Calidore's taming of the
Blatant Beast). He also, of course, had in mind imitating a variety of epic
structures: an Aeneid-iike structure in Book I, an Cdvssey~like structure in
II, an Aristo-like one in III and IV and so forth. The teacher of Faerie Queene,
I ought to familiarize himself 'with the other five books, with the labors of
Hercules, and with the epics w?itten by Homer, Virgil and Aristo.

H
b. The Evolution of Milton's Paradise Lost

As early as 1628, in his "Vocation Exercise," Nilton indicated that he aspired
to create a work in English comparable to the works of Homer. In this poem
and in "Elegy VI" (1629) and "Lycidas" (1637), he exhibits a glowing conviction
that the epic form is greatly superior to the pastoral poetry which he has been
writing. In "Mansus" (1639-1640), Milton discloses that he wishes to treat
the story of Arthur in a natiohal epic, and in "Epitaphium Damonis" (1640) he
t

!
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suggests that he has ncw tried such a composition. Apparently, Milton had in
mind imitating Spenser in writing an epic on Arthur. Gradually, his plans for
handling such a lengendary suhjsct becoms more fully realized, but at the same
time he grows increasingly dissatisfied with the possibilites of the Arthurian
legerd. This dissatisfaction is stated again in the "Reason of Church
Government' (1642), in which he begins to desire a completely Christian hero.

In 1640-1642, in "The Cambridge Manuscript," Milton notes many possible
subjects for dramas, outliniig several of these in some details. The subject
whicn is treated at the greztest length in this manuscript is that of the fall
of man, the last of four versions of which is entitled "Adam Unparadised."

When and why Milton decided to drop his plan to write a drama and to treat
the subject of the fall in the epic form have not bee decided, although the closirg
of the theaters in 1642 may have discouraged him from pursuing the dramatic
form further. At any rate, Milton had evidently decided upon the epic treatment
of Man's fall from grace by 1642, about which time he showed the opening lines
to Edward Phillips.

Apparently Milton began work on Paradise Lost in earnest sometime between
1655 and 1657, although the commencement may have been a year earlier or later
than this period. Again theire is some uncertainty concerning the completion
of the poem. It could have been finished as early as 1663, but was definitely
completed by the autumn of 1665. The epic was first published in 1667, and over
1,300 copies had been sold by the spring of 1669. Though Milton abandoned his
plans to write on Spenser's hero (Arthur), he did not entirely forget Spenser
in writing Paradise Lost.¥*

Chart V: a. Chronology of Spenser's Works

1569 Theatre of Voluptuous Worldlings (Preparation for Pook I)

1579 The Shepherd's Calendar - Pastoral (Preparation for epic career; like
Virgil, Bucolics and Milton, Lycidas)

1590 The Faerie wueene, Books I, II, IIT - Epic (like Milton, Paradise Lost)

1596 The Faerie Queene, Books IV V, VI - Epic (like Milton, Paradise Lost)

1591 Complaints (contalnlng Mother Hubbard!s Tale, etc.)

1595 Amoretti and "Epithalamion" (background for Book IIT)

1596 Four Rymns (background for Books III, IV, Mutabilitie cantoes)

1596 "prothalamlon” (Backeround for Book III)

1633 Tiew_of Present State of Ireland (Background for Book V)

~ w2 b, Chronology of Iilton's Works
1626 "An Quintum Novembris' (An epic narrative in Latin dealing with Satan's
punishment of England)
1629 "IElegy VI" (Dedicates himself to life as an epic poet after voicing his
impatience with the pastoral verse that he has been writing)
"On the morning of Christ's Nativity" (Preparation of Paradise Lost in
- assuming Pagan deities to be fallen angels and in using allegorical
characters) .
1631 "L'Allegro" and "Il Penseroso" (Both, in their lightness and ease, contrast
with Milton's later seriousness and severity)
1634 Comus, A Maske (Probably owes: much to Spenser's Bower of Bliss in Faerie
Queene, Book II; a moral allesgory)

#The information given ahove has been condensed from J. H. Hanford's A Milton
Handbook (4th Edition), pp. 177-193.
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"Lyzidas" (4 pastoral elegy like the lovember eclogue of Spenser's
Shepherd's Calendar)

Areovagitica (Long prose argument against the licensing laws governing the
press; makes use of the elements of classical oration, which are also
employed in parts of Paradise Lcst: in the speeches of Moloch, Belial,
Mammon, and Beelzebub in Buok II and in Satan's temptation speech
in Book IX.)

Paradise Lost (Cwes much to Faerie Queene, classical mythology, and the
Bible. IHilton's initial praise of Eve as the ideal wife and of the
marriage as ideal is analogous to Spenser's "Epithalamion" and
"Prothalamio..")

Paradise Remained (Owes much to Mammon's temptation of Guyon in Faerie Queene

Book II, ror its treatment of Catan's temptation of Christ)

Sampson Asonistes ("A Dramatic Poem"; no obvious relationship with Spenser

or Paradise Lost)i

Chart VI: Chart of the Allegory2 Faerie Queene, I.

I. Characters
Red Cross Knight: the "wayfaring" Christian; St. Paul's Christian soldier
Una: unity, the unity of truth and the true church, charity
Duessa: duplicity, the Whcre of Babylon, the doubleness of hypocrisy, heresy,

cupidity

The Lamb: Christ as Lamb of CGod, his mystical presence with the church
Archimago: Arclmegician; the temptations of hypocrisy and the "diabolical"

temptations

Lucifera and her troop: pride and the seven deadly sins; vainglory.
Orgoglio: presumptior, sin against the Holy Ghost

Despaire: sin against the Holy Ghost, despair

ridessa, Charissa, Speranza: Faith, Hope, Charity, the virtues infused from

Haaven (Coelias

Th= Dragon: Satan

Sansfoy: Without faith

Sansloy: Without love

Sansjoy: Without Joy

Corceca: Blind Devotion

The Lion: Christ or the throne of England

Dwarf: Prudence

Fraelissa: VWeak nature

Fradubio: Brother Doubt, one who hesitates between the true and the false,

or between the old faith and the new

Abessa: Superstition

II.

Places

The dark wood: temptation
The cave of Error: original sin
The two temptations of Archimago's house: wrath and iust (the concupiscible

and irascible appetites)

The House of Lucifera: Pride and its attendant sins
Orgoglio's house: Presumption, the tendency to thini: that one does not need

grace

Cave of Despaire: despair, the tendency to think that one is beyond grace

1 Gathered in part from J. H. Hanford's A Milton Handbook (4th Edition)

2 This list is constructed from information given in Virgil Whitaker's
"Theological Structure of the Faerie Queene, Book I," That Soueraine Light ,pp.A~8L.

. A
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Heuze of Holiness: Penance and purification

Yountain of Contemplation: igrstical illumination

The Conquest of the Dragon outside Eden and the Betrothal to Una: the final
conquest of evil and the union in this world with God and the true church

This chart is given to help the teacher; the clues in the student packet should
allow students to construct a roughly parallel chart without the teacher's
assistance (cf. student packet, directions for notebook work)

Compogition Sul . cts:

I. Subjects for Short or Middle Length Compositions - a, Faerie:Gueene

1. Develop a descriptive paragraph about any one of the seven deadly sins.

Strive to include as many specific images as you can. In planning your
paragraph think of modern details that are associated with each sin.

2. Ht could these titles be appropriate for Book I: "Mount Sinai and the Mount
of Olives'"; "Una and the Veil"; "The Tree and the Living Well"; "Paradise Lost
(Error) and Paradise Legained (Eden)"? Discuss the symbolism around which the
rest of the poem clusters. Use the following organization: introduction,
statement of case, proof, conclusion.

3. Watch for passazes that micht fall under each of the following stylistic
categories: moralizing or proverbial; satirical; pastoral; epic. Make a
collection of these passages, organize them into categories and write a
close analysis of the way in which Spenser uses each kind of style: where
and why.

T~~uples:

a. Moralizing or proverbial
The Danger hid, the place unknowne and wilde,
Breedes dreadfull doubts: Oft fire is without smoke,
And perill without show.

Little sweet
Oft tempered is with muchell smart.
cf. VIII, 1, 1-4; IX. 43, 8-9; X, I, 8-9; X, 10, 3-8.
b. Satirical
And in his hand his portesses still he bare,
That much was worne, but therein little red.
cf. IV, 19, 1-2; III, 13, 8~9; III, 14, 1-5
¢c. Pastoral
A little lowly hermitage it was,
Down in a dale, hard by a forest's side.
ef. I, 23, 1-5; VII, 3, 1-5
d. Epic
Helpe then, O holy virgin chiefe of nine,
Thy weaker novice to performe thy will.
ef. I1I, i, 1-2; III, i, 1-4
l,. Watch for Spenser's use of symbolic parallelism or contrasts; for example,
Una opposed to Duessa; the false holiness of the Hermit Archimago as opposed
to the true holiness of the Hermit Contemplation. Can you find examples of
other such parallels? After cataloguing all the examples which you can find,
organize them into groups and write an essay concerning Spenser's use of
symbulic parallelism and contrast.
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Subjects for Short or Middle Length Compositions - . Paradise Lost

1. Discuss the role of one of the minor characters in Paradise lost. For
example, what does Beelzehub contrihute to the whole effect of the poem?
Other minor characters who could be similarly treated are Moloch, Belial,
Mammon, Abdiel, Raphael, Michael, Sin, Death, Chaos, and Night.

2. Discuss the function of Book IV (or of any other single book) in the overall
development of Paradise Lost. That is to say, what precisely does this book
cortribute to the total treatment of the theme?

3. Chiose any typical, ten-to-twenty~line passage in the poem and discuss in
detail the imagery contained within it. Some suitable passages would be:
Book I, 11. 50-69; Book II, 587-603; Book III, 560-573; Book IV, 246-263;
Book V, 266-277; Book VI, 853-866; Book IX, 631-645: Book X, 272-281;

Book XI, 126-139; Book XII, 625-640. A great many other, similar passages
would do as well.

4. Write a parody of Milton's "grand style" as this is shown in one of his most
vivid scenes.

5. Analyze and evaluate Miltor!'s use of metaphor and allusion in describing the
construction of the bridge between Hell and the world in Book X, lines 282-324.

II. Subjects for Extended Comyositions

a. Spenser:
In writing compositions concerning these Questions, students must make a close
examination of the text of the Fzerie Qusene. They should probably be given these
assignments when they are part way into the Faerie Queene but not so far into
it as to be unakle to make notes toward their major composition topic as they
read. Teachers may wish tc have students write their essays using the [orms
offered as models in the Rhetoric of the Whole Comvosition unit.

1. Many of the traditional romances have as their theme, "Brave knight saves
fair lady in distress." OGStudy the Percivale section of Malory's Morte
d'Arthur as an example. Then discuss how the Faerie Queene does or does not
follow the standard plot of the romance.

2. Read "Sir Gawain and the Green Knight." Then answer this question: How does
the Duessa plot of the Faerie Queene contrast and compare with the centzal
temptations with which Sir Gawain is faced in "Sir Gawain and the Green
Imiet¥?

3. Re i the novel Shane. Then contrast and compare the moral allegory in it with
the moral allegory of Book I of the Faerie Queene.

L. 1Imagine that Red Cross is acting in Don Quixote's kind of world. What kinds
of things would Red Cross have to do? What kinds of battles would he have to
fight? Would he have the same Christian virtues? How would he be ridiculous
outside of Fairyland?

5. Compare and contrast Red Cross Knight's battle with the Saracens and Roland's
battle with the Saracens in the Song of Roland. The virtues of wisdom and
fortitude are emphasized in the Song of Holand, but the virtue of holiness
in the Faerie Queene. What do the Saracens stand for in each book? What is
the meaning of the battle which each fights? How are Roland and Oliver
fighting for Christian civilization in a way Red Cross is not? How is he
fighting a personal battle?

C. Give a close analysis to the dramatic structure of the fight with the dragon
in Beowulf and in the Fzerie Quesne. How do the poets produce the excitement
in each poem? Which battle has more excitement? What is the meaning in each
battle? Is the dragon in Beowulf the same symbolic dragon as the dragon in
Faerie Queene?
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Discuss the symbols for sin and regeneration in Hawthorne's Scarlet lLetter
and in the Faerie Queene. How are sin and regeneration symbolized in the two
beor3? How does each author conceive of what constitutes sin in his world?
How does regeneration take place?

(ompare the journey to the wocds, taken by Goocdman Brown in Hawthorne's
story, "Young Goodman Brown,'" with Red Cross's Jjourney into the dark woods.
Why did Goodman Brown go to the woods? VWhy did Red Cross? What does the
light symbolize in each case? Vhat expsriences did each man have in the
dark woods? What were the results of their visits to the woods? What did
each gain or lose afterwards?

b. Milton

Discuss the symbolism of the sun in Paradise lost, attempting at the same time
to evaluate its effectiveness as a device in the poer. The student will
probably need the help of a Milton concordance here. He may be able to make
useful comparisons between Milton's "sun-symbolism" and Spenser's. This
assignment should be given:early so that the student can take notes throughout
his reading.

Milton at one point in his life had considered treating Man's fall from
grace in the form of a rlay. Coasider what the differences would te if
Paradise lLost were a five-act drama rather than the twelve-book epic poem
that it is, and discuss the advantages gained by treating the theme in the
epic form rather than in the dramatic. Discuss in detail what advantages

and disadvantages over the written page a stage would give Milton. Discuss
what important parts of the work the tragic form would require that Milton
leave out (parts the epic form allows the poet. to develop fully).

Evidently Milton considerad that the presence of free will in Man had to he
established beyond question befere Paradise Lost could hope to "justify the
ways of God to men." Discuss how Milton endeavors to establish that man is
free: (a) in the speeches of God and the angels; (b) in his picture of man's
tonavior before and during the fall. How does Milton "get around" the idea
that God's foreknowledge of Adam's sin made Adam "bound to sin." How does
Adam's freedom resemble and/or differ from Satan's at the time of his fall.
Analyze the relevani, scenes in detail. Discuss the importance of Man's being
a free agent to the wheole theme of justifying God's ways to man.

Discuss the process by which Satan corrupts man: his procedures. Analyze in
detail each scene in which suggestions that Eve will be corrupted appear? in
which suggestions that Adam will be corrupted are made? What is the
symbolism implicit in Eve's looking at herself in the pool? What is the
significance of h=ar dream? What faculties and frailties is Satan playing on
here? What faculties and frailties in his dance as a serpent? What part

do imagination, passion, and reason play in Eve's corruption? Go through the
same steps in analyzing Adam's fall (The corruption of Red Cross Knight may
furnish interesting parallels and contrasts). How does the déstruction of
domestic bliss in Paradise Lost parallel or contrast with what happens to
the central household {or pair) in most previous epics?

ITI. Subjects for Research or Reports

1.

a. Spenser
The court mask of the 16th century was dramatic entertaimnment which became
sumptuous with its magnificent costuming, staging, and music. Investigate
the subject of the court mask and then discuss the portions of the Faerie
Queene that would be appropriate for production as a court mask.
In the dumb-shows of the 16th and 17th centuries actors expressed their
feelings by means of regulated looks and gestures without recourse to words.
Dumb-shows were often used as preambles to plays. We find an example of the
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dumb-show in Hamlet. Do some research on the dumb-show, then find stanzas of
the Fazerie Queere that would lend themselves well to this kind of production.

3. Read the opening passages of Dante's Divire Comedy to find Dante's references
to tte dark woods. Then try to show the symbolic use of the dark woeds in
both Divine Comedy and in Faerie Queene.

L. What analogy can you fird between Red Cross Knight's battle with the dragon
and the warfare in heaven in lMilton's Paradise Lost?

5. Describe all of the analogies which you can find between Orgoglio and Satan
(size, temperament, etc.) and between Red Cross and Arthur's defeat of

. Orgoglio and Christ's defeat of Satan in Paradise Lost.

6. Explore the fable in other works of Spenser or in Chaucer's "Nun's. Priest's
Tale!'! Spenser's "Mother Hubbard's Tale" is a fable, and the Shepherd's
Calendar contains fables. Students may need some help with late medieval/éaﬁW'
Renaissance common fable symbolism: ape: fallen man, lost the image of God;
fox, devil or fallen cleric; rooster, preacher; widow, the church; lamb,
innocent memuver of church; lion, king. The three classes of people whom the
ape and fox meet before they come to court are the three "estates': commoners,
soldiers (or knights), and preachers (or cleriecs). The cock, rooster,
fox triad in the Nun's Priest's Tale is a picture by the Nun's Priest of the
relationship between a priest, a lady (Madame Pertelote in potentia?), and
the devil as a fallen cleric. Spenser's fable of the fox and the lamb in
the Shepherd's Calendar works in the same way. Mother Hubtard's Tale

shows an "ape" and a "fox" perverting all three levels of society and the
cev~t,

b. Milton '

1. In the opening lines of Book VIII, Adam asks Raphael to explain the motions of
the stars and the position cf the eaiyth in the universe. Raphael tells him
that such mysteries are beyond the concern of Man: "Solicit not thy thoughts
with matters hid: / Leave them to God above." Despite this advice, there
is a keen sense of an awareness of science throughout Paradise Lost.
Investigate the nature of science in Milton's day, and attempt to establish
to what extent it is reflected in Paradise Lost. What definite conclusions
can be drawn finally concerning Milton's attitude toward science?

2. Read Paradise Regained and consider its total relationship to Paradise Lost.
Several questions regarding a comparison of the two suggest themselves and
shculd be answered in any paper or report dealing with this suggested
problem: Is Paradise Regained necessary to complete Milton's intention to
Tjustify the ways of God to men"? Would Paradise Lost be a more successful
epic if the treatment of Christ in the later work had been incorporated into
the final books of the earlier work? Is Paradise Regained merely a sequel
to Paradise Lost? How much merit does it have in its own right as an artistic
work? How similar are the Satans in the two works? In what ways is Christ
different from the Son? Does the style of each of the works differ
significantly frcm that of the other?

3. In Paradise Lost, Milton appears to believe that virtue is better left
untried, that Eve is wrong to expose herself and her innocence to the trial
of Satan's temptation. In Areopagitica, however, Milton claims that
untried virtue is worthless, that unless one exposes one's goodness to
possible corruption, one's gocdness is merely a passive condition. By
investigating the context in which this latter point is made in Areopagitica
ard then comparing that context with Paradise lost, attempt to resolve this
arpyarent inconsistency in Milton's thinking.

L. Investigate the common seventeenth-century attitude toward the proper role
for women, and then evaluate Milton's attitude as it is shown in his
treatment of Eve in Paradise lost. Does his attitude reflect the general
feelings of his time?
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5. To what extent is Papsdise Lost similar to Book II of Spenser's The Faerie

Queene ? What parallels can »e drawn between the two works? What are the

significant differences?

or
Compare the pastoral e ements in Milton's description of the Garden of Eden

with similar elements in cnenser's Ihe Shepherd!s_Calendar.
or

Investigate the similaritr of imagery in Milto
and Spenser's {reatment cf t:e Palace of lucifera.

or
To what extent do both Para’'dce Lost and Book I of The Faerie Queene

resemble the medieval moralicy play Everyman? Whal elements of allegory

do all three have in common?

n's dsscription of Pandemonium

g or
ind tiat sre common to all of the epics that you

What epic features can you f
now know: The Cdyssey, Beowulf, Tue _Song of Roland, IQE_EQEZiE_QBEEQE, and

P+ _.dise Lost? Discuss these ecnventions as they occur in each epic.
or

Carry out a nareful comparison of the Christian epics with Beowulf and The
Cdyssey, noting the featires in both of the former epics that are absent in the
f{acter. Vnile carrying out this comparison, lock for any evidence that may
suggest that Becwul®, too, has Christian elements suparimposed on its
essentially pagan core.

6. By comparing Miltcn's descriptions of Heaven ana Hell with the hiblical
accounts of the sawe, establish the extent of the non-biblical elements in

Parsdise lost.

IV. Language Study: Milton and Spenser: The guggestions below may serve as the
basis for compositions or repeorts, probably preferably compositions.
a. Language Study, Spenser's Facrie Queene, I.

Students should be encouraged to pursue some particular language study

from close examination of the text of the Faerie Queene. Here are suggested some
can serve as the basis

changes in our language since the time of Spenser that
for further language investigation. students should go through the text collectirg
exemples and then attempt some classification of these examples, finally arriving

inductively at some possible generalizations.

Changes in propunciaticn
Some such changes can be deduced from the rhyme nattern. For example, in

Canto 1, stanza 3, bond and lond rime as do gave, have, and crave; in Canto 3,

stanza 5, wood and blood rhyme,whereas in stenza 8, wocd rimes with stood, mood,

and brood. Students should 1line up all o rimes, 2 rimes, i rimes, etc.,

classifying them under pajirs as vowels that appear to have shifted. After

gathering all possible rhymes where shifts have occurred, students should try

to explein jnductively the nossible shifts of vcwel sounds.

Cther changes in pronunciation can be detected from the metrical pattern.

Students can discover whether the genitive ending es is sounded by nothing what

{l happens to the webrics of a line if the es is not pronounced. For exumple, in
£

the line "On all his waies through this wide worldes wave,' (X, 3i, 8) is the
es on worldes pronounced as a separate syllable? In the line, "Ard the Sans
foyes dead dowry Jyou endew," (IV, 51, 5) is the genitive ending pronounced as

a separate syllable? Students should test the noun plural es .ending in the same
marmer. (cloudes, XI, 5k, 25 woundes, V, 17, 4; bardes, Vv, 3, 6; armes and lawes,
V, 4, 9) The ed ending indicating past tense in verbs 1s another instance. Is
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the ed pronounced as & separate syllable in these lines: "And sould have back
retyred to her cave," {V, 21, 6) and "An hidden rocke escaped hath unwares."
iVI, 1, 2)? In these pronunciation changes the student can note the syllabic
changes resulting from proncuncing double syllables as single. What rules,
if any, underlie the changes?

Changes in meaning

By context students can frequently identify words which have changed in
meaning; for example, the word silly ("silly old man,” I, 30, 6) meant simple or
igncrant in Spenser's time; fond as used in the line, "And fond, that joyest
in the woe thou hast," (IX, 39, 7) eant foolish; Spenser uses lever as the
comparative forr: of lief, "rather." (IX, 32, 9)

After gathering words with possible meaning changes, students should try to
determine whether the change is in a single context or in a number of contexts;
students should form a hypothesis about the changes and then test the hypothesis
in varied contexts to find how many of the contexts carry out the hypothetical
meaning. A concordance would, of course, be useful in this study.

Changes in spelling

This is a project thet covld be assigred to a slower student, for such
changes are readily evident. The final e appears on many nouns: lampe, plaine,
helpe. The double letters in sonne, witt, evill, etc. form another possible
class. A third class comprises words ending in ie in Spenser's Faerie Queene
which today are spelled with y: casie, busie, companie. The students should be
encouraged to find examples which indicate the unsettled nature of spelling in
Spe..serts time: round (I, 18, 2) but arownd (I, 18, 5). Also the student should
watch Jur eye rhymwes,words that are spelled similarly for the sake of eye as well
as earihyme (eyne, fyne, Iv, 21, 4, 5 ). After gathering a great number of words
spelled differently in the Renaissance, the student should group them in categories
and form some general rules about possible spelling changes. TFor example, on what
parts of speech do the final e's occur? Vere they pronounced? Were they
considered inflections? Where are inconsistencies in spelling found? Are the
changes in the direction of uniformity or simplification?

Use of the double negative
A valuable study can be made if students collect statements from contemporary
traditional grammarians citing that the double negative makes a positive. Then
the students should analyze each use of the double negatives in the Faerie
Queene to determine whether the double negative states a positive or whether it
%s used f§r emphasis. Examples: "Ne can no man" and "Ne can no lenger fight."
I, 22, 3

Trangposed sentence order

This matter cannct, of course, be handled in an arbitrary fashion, siuce
some transposed order appears as a poetic device, but a study of transposed
sentence order is an excellent device for helping students learn to read
poetrys this is a language study that even the slow student can make. He can
collect examples and rewrite them in their normal or-d=r, determining what logic
governs transposition, what words are readily mobile, such as adverbs, and what
purpose fostered the transposed order, thyme, proscdy, emphasis, etc. ‘i'n

Use of second person pronouns
This is another project that could be handled by a less able student. He
should collect examples of the use of thou, thy, thee, thine, and ye, you, your,
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yours, classify them, and arrive at some conclusion about their use. For
instance, are there places where ye or you is used as a term of respect, rather
than as a matter of plural rumber? Is thou or thee used in addressing inferiors
or in affectionate, intimate relaltions? Is a consistent distinction made between
thou and ye as nominative case forms and thee and you as objective?

Use of relative pronouns

Students should investigate contemporary traditional grammar books for their
explanations of the use of the relative pronouns who, whom, that, and whick.
Then after collecting many instances of the use of these relative pronouns in the
Faerie Queene they should determine whether the same distinctions were made
in Spenser's time as are mads tocday. Does whum show the objective case in
Spenser's writing? Does Spenser make a distinction between who and that?
Is one used more comnmonly than the other?

Use of adverbs

Students should list adverbs found in the Faerie Queene, then form scme
conclusions by asking themselves, "Do adverbs have the ly ending regalarly in
Spencer?" "Are adjectives and adverbs interchangeable in Spenser?’ Refer
to the lines "Hunting full greedy after salvage blood,” (III, 5) but "With gaping
mouth at her ran greedily," (IIi, 7) and "A ramping lyon rushed suddainly,”
(ITI, 2) but "suddaine catching hold," (III, 12). Are there instances where the
1y which would normally appear in modern English is omitted in Spenser's writing?

Phrases: the verb, the noun, the nrepnsitiocn

Students making this study shouid collect a number of verbs, nov is, and
prepositions from the Faerie Queene; these should be grouped and examined before
students arrive at some conclusions. For example, verb phrases like the
following are common today: was_sbout_to be going, had been coming, will have been
called. Are such verb phrases common in Spenser? Noun phrases like "a very
great many beautiful girls” are common in our modern language; are similar noun
phrases found in Spenser? Compound prepositions like "in relation to," "in
spite of," in connection with" appear today. Are such compound prepositions
found in the Faerie Queene? Is there any common feature in all the phrasal
patterns?

Genitive case

An interesting study can be made related to the use of the possessive case.
The student should gather examples of the use of the apostrophe to determine
whether the apostrophe indicated possession in the Renaissance. (T', th!',
aveng'd, lov'd, etc.) He should note the use of the noun and his to show
possession: "'Man of Ged his arms," and "Sansfoy his shield." Alsoc he should
include examples such as princes wrath (XII, 36, 6) loves band (XII, 40, 5)
worldes wealth (IX, 31, 4) Saveours Testament (IX, 19, 7). After collecting
specific instances of the use of the apostrphe and the use of the possessive,
the student should classify them, trying to arrive at some generalizations.

Changes in morphology

For a study of morphological change, the teacher may wish to give students
a few examples of morphological change to get them started on a language study.
After students have made a study of morphological changes, they should try to
draw some conclusions about them. Are the changes, for example, ordinarily in
the direction of simplification or standardization of the language? Are the
changes a result of analosy? Has modern English tended toward fewer or more
inflections?
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1. ‘Past participle form of verbs
Frequently Spenser surplies y as a prefix to form the past participle; thus
in Canto I, 1, 2, appears yeladd, arnd in I, 2, 9, appears ydrad.

2., Plural forms of ncuns
Students should collect instances of varied noun plural forms, such as gyne
or oyen for eyes; fogn for foes.

3. Uuo of the en ending on verbs
Cpenser uses the en inflection for some past participles and for some
infinitives as well as for the plural form for both the present and past
tenses. Examples of the en used as a past participle are found in the
following: "And what unknowen nation' (X, 56, 9) "Had riven many a brest,"
(VII, 37, 4) and "Through riven clouds," (VIILI, 9, 5). lxample of the en
ending as an infinitive: "High on an hill, his flocks to vewen wide."
(I, 23, 3) Examples of the en as a plural ending: "They binden up,"
(V, 29, '7) and "great virtves weren told." (VIII, 3, &}

L. Strong verbs that have become weak
Students will find examples cf verb poast tense forms that have altered
in the direction of simplification: durst for dared, clomb for climbed,
lept for leaped, etc.

5. Use of the egth ending on verbs
After collecting numerous oxamules of this form (brusheth, groneth, creepeth)
students should try to classify the ending. (It is a regular inflectional
ending indicating third person singular present tense.)

Language and Rhetoric Study - Milten's Paradise Lost 1

One -of the great opportunities which presents itself when twelfth-graders
study Paradise lost is that of sn exposure to the beauty and the potential of
the English language. Without thoughtful consideration of the elements which
comprise Milton's "grand" style and "lcfty" rhetoric, however, the student will
not develop a real appreciation cf and may even become seriously alienated by
the language encountered. For these reasons, the following suggested exercises
are presented here. They are in no sense meant to be exhaustive, but rather are
examples of the types of exercises which the teacher can arrange and present
to the student. For instance, the rhetorical features of the passage from the
poem are examined below, but there are countless other passages with which the
same things can be done.

Milton's music: Again and again Milton employs alliteration, assonance, and
onomatopoeia, in addition to the iambics of the line to achieve a sort of
"organ tone." Passages like the following could be analyzed by the students
in order to observe how the presence of long vowels and liquid consonants
results in a sense of peace and harmony:

Groves whose rich trees wept cdorous gums and balm;
OCthers whose fruit, burnished with golden rind
Hung amiable, (Book IV, 11. 248-250)
or

. « o Iurmuring waters fall
Down the slope hills, dispersed, or in_a lake,
That to the fringed bapk with myrtle crowned
Her crystel mirror holds, unite their streams.

Contrast the serenity of these passages with ithe sharp sounds and the confusion,
achieved through the use of short vowels and plosive consonants, in the following




lines:

« + . soon owscured with smoke, all Heaven appeared,
From those deep-throated engines belched, whose roar
Embowelled with cuiraseous ncise the air,

And all lier entrails tore, disgorging foul

Their devilish glut, chained thunderbelts and hail
Of iron globes fBook VI, 11. 585-590)

At times Milton uses short vewels, harsh consonants, and monosyllabic words to
evoke another atmosphere, here one of sterility, coldness, and discomfort:

Beyond this ood a frozen continent

Lies dark and wild, beat with perpetual storms

Of whirlwind and dire hail, which on firm langd

Thaws not, but gathers heap, and ruin seems

Of ancient pile; all else deep snow and ice, (Book II, 11. 587-591)

In contrasting of the individual sound units in two passages which have entirely
different tones the student should learh to see how much the tctal effect of a
passaze may depend upon a skillful use of such sounds.

Milton's syntax. Again, the hout way to make the student aware of Milton's.
uncomron syntax and its purpose is to analyze a number of passages closely. The
last four lines of the poem, for instance, furnish an interesting passage for
analysis. The first clause is ol raishtforward and entirely normal in its word
order as is the second half of the compound, "and Providence their guide,"
although the verb in this latter is vndcrstood to be "was." But the phrase "where
to choose / Their place of rest! appears awkward and cangling because we do not
perceive irmediately that "where" is used in the sense of "in which" and refers
back to world.

In the last two lines, we have a ncrmal, noun-first beginning, but we are
immediately interrupted by two adverbial phrases, and we must read past still
a third, "through Eden," before we reach the predicate and are able to sort
things out. These last two lines are the most typical of Milton's syntax in
general, and they illustrate on a small scale what he often does to a much greater
extent: namely, shift forward various adjectival and adverbial modifiers and delay
the completion of the verb-phrase to the very end. In this manner, he is able to
crowd all sorts of images and supporting materials intc our minds and to suspend
them there, awaiting the completion of the sentence's entire meaning. We are
not permitted to catch the gist of a thought and then to disregard the various
supporting and qualifying elements which put so much "meat!" on the sentence's
skeleton. We must first digest the meat before INilton allows us to reach the
bone of the sentence and the thought. At times, Milton's handling of the syntax
as though English had a strong inflectional system which would help to identify
the various form classes rasults in ambiguity aad confusion, but many times the
ambiguity is desirable since it carries with it a great amount of suggestion, and
further the greater formality of the sentence structure lends the poem the sense
of loftiness which Iilton wished to achieve. We must remember that Milton
realized that his poem would be read in private and not recited in public, and
many of his devices, including his syntax, are designed to affect a tone and a
style which would approximate the effect possible in an oral recitation.

Coming back to the last two lines of the poem, we can observe that the
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kernel of the thourht is "they . . . took their . . . way," or they departed,
and this is certainly appropriate to the ending of a poem about the loss of
faradise. However, the thoight itself is barren and unexciting; it fails to
capture the feeling ci lcneliness ard undecision which Adam and Lven would
naturally feel at this point. ¥ith the phrases "hand in hand" and "wandering
steps and slow,'" phrases which are emphasized by their irregular position, we
catch the essential traged;y of their case. The whole intention of the last

four lines is to emphasize the vastress of the unknown before them--"the world
was all before them'--and their own smallness, isolaticn, and indecision. Even
within the phrase "with wandering steps and slow," we have an irregularity in the
end-shifted "slow." Milton has not made this shift for metrical reasons for the
meter would be the same in "with wandering and slow steps." It is immediately
apparent that what he achieves is a great deal of emphasis on the modifier
"slow," both through its odd placement and the heavy stress on the final
syllable. It is not tlie steps which he wishes to emphasize, for the kernel

of the thought, the "fact" of the sentence, gives us this information. le is, r
rather, extremely interested in evoking a sense of their hesitancy and doubt

as they enter the vast unkncwn. Hence, the word "slow" is emphasized, and along
with "wandering" and "solitary" establishes the emotional context for the

"fact" of the sentence.

The teacher should choost sinilar passages from the poem and, through a
general class discussion and nporhaps short compositions, clarify the purpose of
the odd syntax in much the same manner this essay has. Such a discussion will
not :u'y help the student to undrrstand Milton's meaning more clearly but also
heishien his appreciabion of !Milion's efforts as an artist.

Milton's use of metaphor. The "road term "metaphor! here subsumes all the
figurative devices used in Paradise Losh, including similes, implicit comparisons,
and allusions. Examples of each of these should be found by the student and then
selected ones should be examined by the whole class in order to discover their
nature, their purpose, and their effect. Several key figures have been

indicated in the student's reading guide questions, but the poem contains many
others which should at least be noted as the poem is read.

In describing the allegorical Death, Milton describes the monster's gluttonous
appetite for human "flesh":

As when a flock
Of ravenous fowl, though many a league remote,
Against the day of Battle to a field
Where armies be encamped come flying, lured
With scent of living carcases designed
For death the foilowing cday in bloody fight:
So scented the grim Feature and upturned
His nostrel wide into the murky air,
Sagacious of his quarry from so far. (Book X, 11. 273-281)

In this, certainly one of the most horrifying passages in literature, Milton is
able, once he has made his simple equation between Death and a vulture, to bring
all of the analogous features of the bird into our emotional picture of Death.
Als3, the expanded context offered by the simile allows Milton to introduce a
large rimber of terms which are highly connotative: "ravenous, lured, carcases,
death, and bloody." The effect of the whole passage is nightmarish, and the
greaier part of this effect is made possible through the convention of the
simile.




}
|
|

LY.

The allusions used by !ilton cperate in much the same manner as the similes,
but they enrich the passage ir: which they cccur with little or no development
within themselves. The rurpcse of the allusion is to spur the reader's
imagination and to have hie mind, through memory, enrich the emotional context
within the poem. The allusions must be understood, must through a simple
reference awaken the assceiations which the mind has once established with a
certair. person, place, or event, to be successful. It does us no good to compare
our son %o Huck Finn, our daughter to Shirley Temple, our wife to Helen of Troy,
or our husband to Richard Cory, unless we know who these people, whether real
or fictional, are and what they are like. Similarly when the frozen region of
Hell is compared to that 'Serbonian bog / Betwixt Damiata and Monut Casius old,"
we are able to appreciate the treacherous nature of this icy Hell more fully
if we know of the nature of the "Serbonian bog" from our reading. But as he
does so often, Milton gives us some hint concerning the thing alluded to, in
case it should be unfamiliar to us. We are told that it is a place "where armies
whole have sunk." The more of this "explanatory" material that we are given, of
course, the more like a simile the allusion hecomes.

Usually, students enjoy looking up the referents of allusions, but the whole
cont:.t in which the allusion cccurs should he reread after the allusion is
understood. One of the questions which should be anticipated by the teacher is
that of why Milton chose such unfamiliar people, places, and events to refer to.
The answer is, of course, that these things were not unfamiliar to Milton's
seventeenth-centurv audience, viich was a great deal better-read than we are
today. The teachei, however, should not mske too much of the fact that people
are relatively unread today. He need not say that it behooves the student to
get busy and read all that is necessary to respndsto liilton's allusions .
immediately. The real greatness of Paradise Lost lies in its ability to move us
today despite the fact that we miss the siznificance of many of the allusions.

Other devices used bv ixilton. Two other devices used by Milton in Faradise Lost
are the epithet, an epic convention, and the play on words. -Since the poem
abounds in examples of both of these, and since, in their way, they contribute
a good deal to our enjoymert and appreciation of the poem, they should be
investigated and discussed by the class.

Epithets are used by }ilton not orly as an aid in his characterization of
the poem's actors, but also as a constant clue to the attitude of the characters
toward one another. God, for instaiice, is seen by the poet as "the great
Creator" (Book III, 1. 167) and by Adam, before his fall, as "our Nourisher"
(Book V, 1. 398). But He becomes such things as "our Conqueror” to Beelzebub
(Book I, 1. 143), the “"angyy Victor" (Book I, 1. 169) and "our Enemy" (Book I,
1. 188) to Satan, and "the Torturer" to Moloch (Book II, 1. 64).

The teacher should encoursge the student to keep a chart having at least
five columns with the neadings "Satan," "God," "the Son," "Adam," and "Eve,"
under which headings the epithets referring to each of these characters should
be written along with the book and line reference and the speaker's home.

Examples of Milton's puns should be examined by the class to insure that
the pun is fully understood and to attempt to understand Milton's purpose for
using such a play on words. Rarely, if ever, does lMilton pun only to shcw his
skill in the use of words. Almost always, the ambiguity arising from the pun
affects the reader in ihe same way as does the unusual syntax; that is, the
pun demands and holds the reader's attention while a significant point is being
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made. Fortunately, the footnotes within the text draw attention to the more
import.nt puns, but the teacher will no doubt need to discuss the various possible
meanings with the class. 3See, for example, "edge" (Book I, 1. 276), "infantry"
(Book I, 1. 575), "puny" (Dock II, 1. 367), “concord" (Book III, 1. 371),
Mimitary" (Book IV, l. 971), etc. Since nany of Milton's puns result from

his use of an older, perhaps obsolete meaning of a word or his use of the meaning
of the root in the original language, along with its possible seventeenth-century
meanirgs, attention to the puns should provide the student with excellent
opportunities for work with dictionary entries.

Milton's rhetoric. In the peet'!s invocations and in many of the speeches of the
characters in Paradise Lost, a rather formal and conscious rhetoric is employed.
Someone once remarked, after reading the various arguments concerning the best
form of vengence against God delivered in Book 1I, that each fallen angel

seems to have the best possible and most reasonable plan, yet each plan is
jifferent. A good deal of 'the persuasion of each of these speeches results
from the effective rhetoric employed in the statement of the argument.

When one considers the rhetoric contained in a particular passage, one
must immediately be aware that two basic things are involved: the speaker, or
the "user" of the rhetoric, and the listener or the "responder." Now the
speaker always has a purpose in speaking, whether it is to inform or to
persuade, and the listener, if he chooses to listen at 2ll, must respond in scme
way, whether positively, nezatively, or neutrally. This relationship between
the speaker and the listener, bctween the speaker's purpose and the listener's
response, constitutes the "contexit" within which the rhetoric functions.

In Paradise Lost, the "context" of the rhetoric changes on numerous occasions.
Within the poem, we have at various times Milton (speaker) addressing the Muse
(listcrer), or Moloch (speaker) addressing his fellows in Hell (1istener), or
God (speaker) addressing the Son or the Angels (listener), or Satan (speaker)
addressing Eve (listener), or Raphael (speaker) addressing Adam (1listener),
and so on. The central "context" within Paradise lost involves, of course,

Satan and Eve, Satan's purpose and Eve's response. DBetween each of these
"eontexts" we note a difference in purposes and responses. And further,

there is a larger "context" involved in Paradise Lost, that of Milton (speaker)
and us, the readers (listener).

Once we are aware of the situations, or "contexts" in which the rhetoric
functions, we can analyze the elements of the rhetoric more successfully. Let
us examine one particular speech, by Mammon, and discuss the rhetoric used
therein, realizing that the same method will be used by the teacher in examining
some of the other contexts with the class.

When read carefully, Mammon's argument in Book II, 11, 228-283, impresses one
by its glibness and apparent logic, as do all of the arguments in this section.
Tt is difficult at first to realize that what Mammon is advocating is merely the
exploitation of Hell's resources, for his vigorous language suggests something
much more active.

Mammon's speech is excellently organized, and much of its persuasion is
achieved because it is so clear and well-ordered. To achieve this sense of
order, the argument makes use of several of the divisions of the classical
oration. These elements, in their entirety, are (1) the introduction (variously
called the Proem or Exordium), (2) the statement of the case (the Diegesis
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or Narratio), (3) the statement of the main subdivisions of the case (the
Divisio or Partitio, (4) the argument (Agon) which is subdivided into (a)

the proof (Probatigiani(b)the refutation of possible challenges (Lﬂ%ig),

(5) a digression (Parekbasis), and finally (6) the recapitulation {Peroratio)
and conclusion (the Erilogos). Not all of these divisions are always used,
the ruicer employed depending a great deal on the "context" at hand. Any of
those aivisions used, however, usually follow the order given above. In
Mammon's speech, we can distinguish (1) an introduction, although this also
contains transiticnal elements, (2) a statement of the case, (3) the argument,
containing both (a) the proof, or justification, and (b) a refutation, and
(4) the conclusion. The lines devoted to each part are roughly as follows:
(1) 11. 229-252, (2) 11. 252-257, (3a) 11. 257-262, (3b) 1l.. 262-278, and (L)
11. 278-283,

In the intreducrion we have Mammon refuting Moloch's argument for renewed
war with God. The reasons that he gives are that Fate would have to give way
to Chance, with Chaos judging Chance as the more powerful. But since Fate
is "everlasting" and Fate is nothing more than God's will, then this could never
happen, and war with God is futile. But then, he reauons, suppose that God
forgave them and welcomed them back to Heaven, the only stipulation being their
loyalty and submission to His will. This alternative is no more satisfactory
than war would be, for how could they pretend to love and worship one whom they
hate. Neither of the alternatives is suizable, and so Mammon begins, in line
252, to offer a second alternative. His plan is to better their condition in
Hell by using the rescurces on hand there. Thus, not only will they avoid
- conflict with God, but also will be accountable only to themselves. They will
have "hard liberty" but this is preferable to a life of "servile pomp" if
reunited with God. Here, Marmon uses the same concept of freedom away from
God and servilitude with God that Satan formerly used (although hot appearing
until Book V) in persuading all of his followers but Abdiel to join him in
his rebellion against God. Ir his justification of his argument, Mammon
reasons that their burden in Hell will lessen with time and with their own
end:avors to improve the conditions in Hell.

e realizes, however, that the darkness of Hell threatens his argument, so
he attempts to dispel any possible objection on this point by pointing out
that darkness is only relative, that Heaven itself is dark at times, and that
the brightness of the gold and precious gems which could be mined in Hell would
furnish light enough. Further, their discomfort in Hell will seem easier to
bear as they grow accustomed to it.

After considering all of these things, possible objections as well as the
advantages he sees in his plan, Mammon reiterates his proposal as he concludes.
Hence, we have a marvelously clear and ordered argument, which on the surface
seems very sensible. We are carried along by the confident and reasonable tone,
and it is not until we examine the argument more closely, until we perceive the
true nature of the materialistic light and the unsettled "settled state / Of
order" which Mammon champions, that we are disillusioned regarding his argument.
Considering the nature of his audience of the other inhabitants of Hell, however,
we must say that his rhetoric serves him well. Even the parallelism of his ideas,
the sense of balance within his lines, the logical progession of his thoughts B
and arguments would all serve to commend his arsument to his fellows. Other
obvious rhetorical devices to be found in the passage are the ironic sarcasm
of lines 246-247, the rhetorical questions in lines 235-237, 269-270, and 273, ad
the highly connotative words used throughout. Our conclusion must be that
Mammon's argument is extremely deceptive, but also extremely skillful rhetorically.
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If time is limited and not a areat deal can be done with Milton's rhetoric,
certainly Satan's temptaticn speech at least should be examined carefully
in the effort to study its rhetoric. The arguments of the other fallen angels
in Book II would be convenient subjects for class reports or for writing
assignments dealing with rhetoric.
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problems; perhaps somewhat difficult for the average student.

Rajan, B. Paradise Lost and the Seventeenth Century Reader (New York, 1948)

Good on the philosophical climate of Milton's century.

Ricks, Christopher. Milton's Grard Style (Oxford, 1963) As the title suggests,
this deals with stylistic matters: the rhythm, syntax, use of metaphor,
word-play, similes, cross-reference, etc.

Tilliard, E. M. W. Milton (London, 1930) Chapters on "Milton's Beliefs"
and "Milton Today," as well as the following cn Paradise Lost specifically:
"Introductory," "The Construction," "The Conscious Meaning," "The Uncouscious
Meaning," "Possible Inconsistency," "Summary of the Meaning."

. Studies in Milton (New York, 1951) Essays and addresses on

specific problems and characters. A chapter cn "Theology and Emotion in
Milton.," .
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-~ Thompson, Elbert N.S. 3Issays on Milton (New Haven, 1914) Has a very good chapter
on the "Epic Structure of Darzdise lost," cthers on the sources, the theme,

and Milton as an artist.

The following two articles deal at scme lergth with Milton's debt to Spenser:

Greenlaw, Edwin. "4 Better Teacher than Aquinas," Studies in Philology, XIV
(1917), 196-217.
"Spenser's Influence on 'Paradise Lost'," Studies in Philology,

XVIT (1920), 320-359.

The teacher will, of course, recognize that a rather thorough knowledge of the
’ Bibi~ s almost indispensable to the understanding and appreciation of
Paradise Lost.
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I. Overview

This unit, like its counterpart in the ninth-grade material,
tries to aid students' understanding of the nature., techniques, kinds
and purposes of satire. Your students will have acquired some useful
bacsground in previous units-~the fables of the elementary units: the
satiric fable in The Wind in The Willows:; the section on satire in the
eighth-grade "Journey Novel" unit; parts of the eighth-rrade study of
A Tale of Two Cities; the ninth-grade unit on "ttitude, Tone and
Perspective'"; and the ninth-grade "Satire'" unit. The "Mock-Epic"
section of the unit draws heavily on ninth and twelfth-grade units
concerning the epic. Because tie nresent unit assumes some knowledge
from these previous units, you will want to nrepare the material with
care. You may find & review of the "Attitude, Tone, and Perspective"
unit especially useful, for your students as well as for yourself,
since the relationships of reader to writer, reader to subject, and
writer to subject are both complex and important in satire.

Your students will find the material in this unit a goecd deal
more sSophisticated than were the satiric selections in their ninth-
grade unit. The selections in this unit vpresent, in addition to the
inherent difficulties of readin- works of considerable literary and
intellectual merit, another nroblem which wil be fairly new to most
of them: Pope, Swift, Dryden, Mandeville and their contemporaries
lived, thought, and wrote out of a set of assumrntions about the nature
of things which are, in almost every conceivable way, foreign to our
assumptions. You are ased to present the wor:s of writers whose
society was aristocratic and royalist, whose God was orderly and, to
us, somewhat impersonal, and whose universe was fixed and predictable
to students whose society is egalitarian and renublican, whose Ged is
personal and absolute, and whose universe is expanding and is predict-
able only in approximations.

Your most difficult task will be to help your students under-
stand the assumptions of a Swift or a Pope, to understand them so well
as to recognize deviations from their norms as being laughable. Perhaps
the most useful summary of the assumptions of eighteenth-century England
is to be found in Basil Willey, The Eighteenth-Century Background (1940).
Even purely "historical! studies of the neriod are for the most part
"Whig histories," written from points >f view unsympathetic or openly
hostile to the Augustans and what they stood for. Useful and readable
exceptions to this rule are the sixth and seventh volumes of The Pelican
History of England (Penguin panerback). Here are a few more books which
you or your students may find especially valuable:
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Literary History:

Bate, Walter J. From Classic to Romantic: Premises of Taste in Eighteenth-
Century England. Cambridge: Harvard University Press, 1946.

Fro1 Dryden to Jehnson: Pelican Guide to English Literature. Boris Ford,
ed., Penguin Books. Vol. 4. (paperback)

McKillop, Alan D. English Literature from Dryden to Burns. New York:
Appleton-Century-Ciefts, 19.48.

Sherburn, George. The Restoration and Eirhteenth Century (¥é60-1789).
Book IIT in A Literary History of England, ed. Albert C. Baugh.
1948.  New York: Appleton-Century-'Crofts, Inc., 1948,

Sutherland, James. A Preface to !@th~-Century Poetry. Oxford: Clarendon
Press, 1948.

Intellectual Background:

Becker, Carl. The Heavenly City of the Eighteenth-Century Philosophers.
New Haven: Yale University Press, 1932.

Elliot, Robert C. The Power of Satire: Magic, Ritual, Art. Princeton:
Princeton University Press, 1960.

Jack, Ian. Augustan Satire. Boston: Hourhton Mifflin, 1960.

Kernan, Alvin, The Cankered Muse. New Haven: Yale University Press, ‘
1959. d '

Mack, Maynard. "The Muse of Satire," Studies 6f the Augustan Age: Essays
Collected in Honor of Arthur Case. Richzrd Boys, ed. Ann Arbor:
Augustan Reprint Society, 1952.




Tinker, Chauncey B. Nature's Simrle Plan, Princeton: Princeton Univer-
sity Press, 1922.

iRy
.o

Dryden:

Bredvold, Louis I. The Intellectual Milieu of Jehn Dryden. Aan Arbor:
University of Michigan Press, 193..

Van Doren, Mark. The Poetry of John Dryden. New Yerk: Harcourt, Brace &
Howe, Inc., 1920. .

Pope:

Brooks, Cleanth. "The Case of Arabtella Fermer," The Well-Wrought Urn.
New York: Reynal & Hitchcock, 1947.

Mai g, Maynard. "Wit and Peetry and Pepe!" . Pepe and His Centemperaries.
James L. Clifford and Leuis A. Landa editors. Qxford: Clarendon
Press, 1949, pp. 20-4v.

Rogers, Rebert W. The Major Satires of Alexander Pope. Urbana: Univer-
sity of Illineis . Press, 1955. (In Illinois Studies.)

Sherburn, Geerge. The Early Career of Alexander Pepe. Oxford: i
Clarendon Press, 1934.

Swift:

Davis, Herbert. The Satire of Jonathan Swift. New Yerk: The Macmillan
Co., 1947.

Landa, Leuis. "A Medest Propesal and Pepulousness," 18th Century English
Literature: Modern Essays in Critieism. James L. Clifford, ed.
Oxford University Press, 1959. Mest essays in this volume are useful.
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ed. BA9 Riverside Editiona, (paperback)

Swift, Jenathan. Gulliver's Travels, Rebert A, Greenberg, ed. Norton
Critical Editien.

(paperback)

New York: V. W. Norton & Cempany, Inc. s 1961.

Ewald, William B,,Jr. The Masks of Jenathan Swift, Oxford: Blackwell,
1954.

L
Swift, Jonathan. Gulliver's Travels and Cther Writings. Louis Landa,




In this unit, the students deal with late 17th- and early 18th-
century satires using the strategies of the direct-attack formal satire,
the human fable, the animal foble, and the mock epic. The readings in
the Student Packet include the following ltems:

A. Direct-attack satire

1. Explanatory essay-—-Dryden
2. Six samples--Dryden, Swift, and Pope

3, Core text--Swift, Verses on the Death of Dr. Swift.

B. Human-fable satire
1. Explanatory essay--Dryden
2. Three samples--Dryden and Swift

3, Care text--Swift, Gulliver's Travels, Louis A. Landa, ed.
75¢ BL9-Riverside Edition. (paperback)

C. Animal-fable satire
1. Three samples--Mandeville, Dryden, and Swift

2. Core text--Swift, Gulliver's Travels, Bk. IV

D. Mack-epic

1. Pope--The Rape of the Lock, from The Poetry of Pope: A

Selection, M. H. Abrams, Ed. 45¢. Appleton=-Century-Crofts.

(paperback)
The dir-ct-attack satires attack laziness in rich students, the ugliness
of c.ty life, the shortcomings of a stupid ruler, the greed and immorality
of the world, the inconsistencies of the common people, the gluttony of
the socially fashionable, the triumph of dullness in learning, snd the
hypoerisy of human motives. The human-fable satires attack the disobedi-
ence and political plotting of the English people, the corruptions in
religion, the stupidity and irresponsibility of economic and political
planners, the venality of English politics, the general character of
nmodern" society, and the absurdities of inductive and deductive science.
The animal-fable satires attack the selfishness of human motives (or,
rather, the foolishness of aptimistic philosophers who praised the
generosity »f human motives), the persecution of English Catholics by a




Protestant majority, the arrogance of the learned, and the falseness of
Enlightenment theories about the reasonableness and generosity of human
nature. The mock epic mirrors and ridicules the false values which society
places on useless things and the low value which society places on valuable
things--"Wretches hang that jurymen may dine." Taken all together, the
selections in this unit comprise a fairly comprehensive indictment of the
faults in hunan nature and in human society. Your students will recognize
that, whatever may be the differences in time and in culture, the faults
of the eighteenth century are 1ike the faults of the twentieth century.

The selections contained in the Student Packet need not all be
taught to any one class; however, they are arranged so as to lead the
students from easy to mere difficult, so omissiens should be carefully
chosen. Similarly, ysu will net want to request written answers to
all the Study Guestions in the Student Packet; the questions are study
helps which the students should use, and, although some of the questions
are suitable for written answers, there are simply too many for all to be
answered in writing. There are, of course, auestions in the Student
Packet specifically designed for compositien assignments.

This Packet reflects, for the most part, the organization of the
Student Packet, but it contains background analyses of the nature, devices,
end kinds of satire, as well as suggested procedures for each section
and interpretive guides for the core texts. The unit probably can be
approached most effectively by reading first the Teacher Packet, then
the Student Packet, then whatever you choose to read from the suggested
supplementary readings; you can then prepare a short talk to introduce
the unit before yeu distribute the Student Packets. Your reading will
undsubtedly help to determine the content of your introcduction. However,
your introductory lecture should probably take the form of raising
appropriate questions for your students to answer as they work through
the unit--questions about what the period was like, about the kinds of
things being satirized, ard about devices the author uses to make his
point.

As has been suggested, one more source of help in teaching this
anit will be found in earlier units. In addition to the units previously
mentioned, you will find useful mateiial. on satire connected with the
plays Arms and the Man, Twelfth Night, and The Rope in the ninth-grade
"Comedy" wirit. Two ef the works in the élevéﬁth-gradéﬁsﬁhaywoffthe nevel,
Babbitt and Huckleberry Finn, are treated primarily as satires. Your
most impertant reference, of course, should be the ninth-grade "Satire"
unit. The texts of the present unit use many of the same devices
and are presented in much the same way as those in the earlier unit.

The questions applied to Animal Farm as a satire on society can be




asked with equel usefulness about Gulliver's Travels or The Fable of

the Bees. The ways in which The Mouse that Roared suggests the qualities
nf good and bad societies are operative in parts of Gulliver's Travels.
Of course, observations made earlier about such devices as irony, parody,
and overstatement will be valid in the works of this unit. Thus, a care-
ful reading of the ninth-grade unit may be most helpful in presenting
this unit,

II. Major Figures and Events of the Period

As you may already have noticed, the student packet includes ;‘
1ist of major figures and events o* the period 1660-1800. For conven-
ience, and as a starting point ‘for your reading, we are including brief
sketches of each of the following: '

I. The Rulers

A. Charles II

B. James II

C. William and Mary

D. Queen Anne

E. George I

F. Gearge II

II. Politics

A. The Glorious Revolution

B. The Whigs and The Teries

C. The War of the Spanish Succession and the Treaty of Utrecht

. D. The South Sea Bubble

E. Sir Robert Walpole

III. Learning and Science

A. The Reyal Society
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APV

B.

C.

E.

F.

The

-

Sir Isaac Newton
Robert Boyle
Richard Bentley
Deism

St. John Bolingbroke

Rulers

Charies II--When Charles came to the throne in 1661, he
beceme the first of a new English breed--the 1imited menarchs.
A1l the special preroghtives which'his father,Charles I,

had agreed to give up were never to be regained. Congeni-
tally irresolute and lazy, Charles evidenced no ebvious
regard for the old kingly virtues of patriotism, moral cour-
age, and self-sacrifice. Recently, historians have discovered
that his government was much more ably cenducted at the level
of local administration than they had previously thought, and
his handling of internal politics in the very tense post-
Restoration time was probably about as bold as the preven-
tion of civil war required. Charles was also a notable
patron of science and the arts. Though he was not a great
king, he was not so jneffectual as Whig histories sometimes
make him seem.

Cn October 25, 1660, the king-te-be jgsued a declaration
conferring temporary freedom on all practising Christians,
but a series of later conferences and parliamentary acts
had the effect of limiting religious i{reedom enly to those
who maintained formal ties with the Church of England.

1665 and 1666 saw England undergoing two great natural
disasters, the Great Plague and the Fire of lLondon. These,
together with a badly-muddled commercial war against the
Dutch, caused considerable unrest. Some religious sects
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