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CHAPTER I

In a study of the tragic elements in Shakespeare's come-
edies, it is necessary to distinguish between the tragic and
the comic and to note their relationship, before considering
the subject proper.

The terms tragedy and comedy are loose in meaning and
can not be applied with rigorous exactness. Ordinarily,
tragedy is associated with a dramatic composition depicting a
serious story which ends ﬂsastroualy for the main character,
while comedy is applied to a dramatic composition treatei in
a light tone and ending happily for the principal character.l
This distinction is very superficial. Both types of drama
are complicated and they often overstep the boundaries in which
they are supposed to be confined, making it at times very
difficult to distinguish one from the other.

An interesting distinetion made between them by Horace
Walpole is that "Life is a comedy to the man who thinks, and
& tragedy to the man who feels".

1 Dante's
The ha end has been associated with comedy since
Divinomtgme Tngnt the connotation of the word ha has not
alwvays been the seame. At one time a death in the P meant
an unhappy ending, but dramatists realized later that it weas
possible to have the deaths of unlikable persons without
marring the comic effects of the drama. On the other hand,

a drams might omit a death without marring the desired tragic

effect.
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ly legends of the medieval church, developed the Mysteries
and Miracles, followed by the Moralities and the Interludes,
The services of the Church furnished the impetus for the
tragic themes of Abrzham and Isaac and for the comio Inter-
ludes of Mak and the Shepherds. Not only did tragedy and
comedy arise from the same beginning, but even in these early
plays there existed & tendency to mingle comic motives and
tragic themes. The unwillingness of Noah's wife to enter the
ark was made more and more fareical, Herod, chagrined at

the escape of the Wise Men, entertained his audience by roar-
ing, ranting, and tearing his hair. Episodes were introdue-
ed that often had no direet connection with the main theme of
the play. In The Second Shepherd" FPlay, a noteworthy example
of this, we find the serious theme of the birth of Christ
blended with the comic interpolation of the sheep stealing
and Nak's trick. Thorndike substantiates these statements of

the early blending.

.ssthe tragic was often mingled with the comie. The
dramatists mixed edification with amusement., The res-
traints of the sacred narrative were thrown aside for
the moment, and in Herod, or Noah's Wife, or the shep-
herds awaiting the announcement of the birth of the
Messiah, opportunities were taken for the introduction
of realistic buffoonery or racy comedy often contrasted
incongruously with events of momentous importance.

This mixture of comic and tragic survived in the popu-
lar drama despite the opposition of the humanists,

It was indeed characteristio of the medieval and Elizs-
bethan manners and taste, and it made a?other important
departure from the classical precedent.

lishley Thorndike, Tragedy, p.6
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The blending of the tragic and the comic was particular-
ly prevalent in the Elizabethan ago,l a time in which there
wes universal enthusiasm for the theatre. The Xlizabethan
playwright had to please a great heterogeneous audience - the
nobility and the lowly, the literate and the ignoreant,

Shakespeare, as were the other dramatists of his age,
was influenced by the demands of the time, and allowed trage-
dy and comedy to mingle in the same play. In the hands of
the oruder playwrights, the tragic and the comic elements
80 divided the honors that at the end one can scarcely say
to which the final word should be given, Shakespeare, better
than the others, manipulated the elements in such a way that
at the end one can scarcely say to which the final word should
be given. Shakespeare, better than the others, manipulated
the elements in such a way that a harmonious picture of life
is presented in his dramas, as D. J. Snider states:

The Tragic and Comic fade into each other by almost 1#-

sensible gradations, and the greatest beauty of poetiecal

work often consists in the harmonious blending of the

two elements. Not only in the same drame may both exist

in perfect unison, but in even the same character. Great

actors generally have a similar quality, and frequently
it is hard to tel 1 whether their impersonation be more

1"The Greek tragedy was tragic, and the Greek comedy comie,
throughout; but the great Elizabethan plays were broadly
inclusive of all the content of life. There are tears in
many of the comedies, and there is laughter in many of the
trageiies. Unity of tone, together with most of the other
classicel unities, is thus sacrificed to a more generous

and normal presentment of life.”
Riohargson and Owen, Literature of the World, p.375.
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humorous or more pathetic. This happy transfusion and
interchange of tragic and comiec coloring is one of the
characteristics of supreme Art; it brings the relief
along with the pain; it furnishes the reconciliation
along with the conflict. Shakespeare seems to have
taken a special delight in its employment. No prineiple
of his procedure is better known or more fully appreoia-
ted. His tragedies never fail of having their ocomio
inter ludes; his comedies have, in ne&rly every case, a
serious thread, and sometimes a background with a tra-
gic outlook. Life is not all gloom or all delight; the
clouds will otscure the sun but the ani will illumine
the clouds - at least around the edge.

In practically all of Shékoapearo'a tragedies, humor
is introduced. The clownish humor of the servants and the
brilliancy of Mercutio are stressed in Romeo and Juliet, the
Cobblers are responsible for comedy in Julius Caesar, the
Porter introduces relief in MacBeth, the Clown bringe his
jests into Othello, the First Grave-digger is thd chief hume-
rist in Hamlet, and the Fool in King Lear, also, produces
some relief from the tragie. "The comic elements of lear,"
as Dr. Alden so well states, "add to its strange Gothie
greatness, like the grinning gargoyles on & solemn oathodral."2

These examples are indicative of the place Shakespeare has

given to humor in his tragedies. Not only does the introduo-

tion of comic elements furnish relief, for the moment, from

the emotional intensity present in the tragedies, but, by

1D. J. Snider, Shakespearean Drema, & Commentar Comed 1e8
p.17.

23. M. Alden, Shakespeare, p.271.




contrast, it emphasizes the suffering involved in the tra-
gedy.

As he introduced humor into his tragedies, so Shakes-
peare introduced tragedy into his comedies. ve shall now

consider his comedies and note their tragic elements.




CHAPTER II

Shakespeare's dramas are often classified into four pe-
riods, and for our convenience we shall follow this arrange-
ment. The first division of his plays includes his early
endeavours. It is one of experimentation and apprenticeship.
Generally speaking, its comedies have fewer trapgic elements
than have the comedies of the other periods. The comedies

represented here are: Iove's Iabour's lost, The Comedy of

Errors, The Two Gentlemen of Verona, and A Midsummer Night's

Dresam,

The plot of love's labour's lost is based on the vow of

Ferdinand, King of Navarre, eénd three young lords attending
him, to study for three years, to see no women in that period,
to eat no food one day a week and but one meal on every other
day, and to sleep but three hours at night, Shakespeare then
attacks the absurdity of this departure from common 8sense, and

the attempt to organize society on artifieial lines contrary

to the fundamental laws of nature.1

1Dowden mentions this fact in his book, Shakespeare. "It
concerns itself as the work of a young man naturally may,

biect of self culture, and it gayly maintains
:i:htgggigutgat in our scheme of self-improvement the first
requisite is this - that we take account of all the facts
of humsn nature, including its appetites, instincts, andll
passions, and that any attempt to ideslize these awnthi
surely end in failure and egregious follg. Suggais the
underlying serious intention of the play". P. .




Immediately after the young lords have taken the vow,
they learn that the daughter of the King of France, with
three maidens, has been sent as embassy to Ferdinand. This
mskes it necessery to dispense with ome of the decrees. It
naturally follows that Perdinand falls in love with the Prin-
cess and each of fﬁe lords with the maidens accompanying her.
fhen the young men come in gonfliet with their natural de-
gsires and loyalty to their vows, unhappiness results for a-
while. This is refleoted'in the following quotations:

By heaven, I do love; and it hath
taught me to rhyme and to ble melancholy.

So sweet a kiss the golden sun gives not
To those fresh morning drops upon the rose,
As they eye-beesms, when their fresh rays have
smote
The dew of night that on my cheeks down flows,
Nor shines the silver moon one-half =0 bright
Through the transparent bosom of the deep,
As doth they face through tears of mine give light
Thou shin'st in every tear that I do weep.
No drop but as a coach doth carry thee;
So ridest thou triumphing in my woes,

They realize the futility of their vows to isolsate

themselves from the world:

lLet us once lose our oaths to find ourselves,
Or else we lose ourselves to keep our oaths.

They then proceei to make their love known to the
ladies, who are amused by the gsudden twist of affairs.
The Princess and her companions devise many tricks, thus
adding to the despair of the lords and to the merriment of
the ladies. Into this scene comes a tragic note--the news

of the death of the King of France.
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Mercade. I am sorry, Madam; for the news I
bring

Is heavy on my tongue. The King, your
father--
Princess. Dead, for my life!l
Mercade. ZEven so; my tale is told.
Biron. iWorthies, away! The scene begins to c¢loud.

At the leave taking, the ladies are prevailed upon
to take the love making seriously, but they are not yet
ready to give their scceptence. The Princese orders the
King to & lonely hermitage for twelve months to pay pen-
ance for the breaking of his vow, At the expiration of
that time, he may come to woo her. TFollowing the example
of the Princess, each of the maidens makes & similar decree,
The serious underlying intention is therefore maintained
to the very end.

The humor of the comedy is furnished by brilliant and
witty dialogue, &nd the Armado-COBtard-Jﬁquenetta scenes.
These episodes are burlesques of the serious plot, intensi-
fied and made more enjoyable because of their relationship
to the serious dilemma.

This play is unique in that the denouement is not com-
plete with the conclusion of the play, but is left unfini-
shed until the expiration of the year. Mention of this fact
is made in the last of the play:

Biron. Our wooing doth not end like an old play,

Jack hath not Jill. These ladies courtesy
Might well heve made our sport & comedy.
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King, Come, sir, it wants & twelfth-month and
a day
And then t'will end.

Biron., That's too long for a play.

The tragic undertone of The Comedy of Errors results

from the separation of Aegeon's family and the threetened
death of Aegeon. The complicatione arising from the mis-
taken identities of the twin sone and their twin servants
add to the sombre tones of the play as well as to the hu-
mor. Aegeon, & Syracusian merchant, seeking in Ephesus for
his lost son is imprisoned and condemned to die because he
can not pay the necessary ransom. Previously burdened with

his "griefs unbearable”, this added suffering causes him

to picture his doom:

Hopeless and helpless doth Aegeon wend
But to procrastinate his lifeless end.

The difficulties arising from the misteken identities of
the sons and their servants add to the irony of Aegeon's

situation when he is not recognized by the son who he thinks

should know him,
These serious eventa1 are brightened by the farcical

1rThe grey and sorrow stricken Aegeon, bereft of wife and
children, and exposed by & barbarous law to violent death;
the magnanimous Duke Solinus pitying end desiring to save
the vietim of the law which nevertheless he is bound to
execute; and the sad abbess Mother, who has abandoned the
human world which had so dispiteously used her--all these
are truly tragiec figures, and as such, according to classi-

cal standards, are quite out of place in a farce."
5 H. J. Bridges, Our Fellow Shakeapegge
Pe




scenes interspersed throughout the plot, aﬁﬁ by the comic
denouement in which the family is happily united. The Ab-
bess, who is revealed as the long lost wife and mother, ex-
cresses the past sorrow and the newfound joy:

Thirty-three years have I gone in trevail

Of you my sons; and till this present hour

Ky heavy burdens ne'er delivered.

The Duke, my hustand, and my children both.

And you the calendar of their nativity,

Go to a gossip's feagt, and go with me;

After so long grief, such nativity!

In The Two Gentlemen of Veroma the comic episodes

could be cut out without maiming the play's structure and

the serious love-plots, concerned with the betrayal of
friendship and love. The tragic situations of the play
result from the baseness of the arch-intriguer, Proteus.
Eroad coﬁpdy is embodied in the episodes of Speed and Launce,
usually the result of a comic parody of the main action. In
the scené after the parting of Proteus and Julia, ILaunce
makes his farewells., Agein, following Valentine's grief of
the coming separation from Silvia, comes Speed and his dis-

cussion of love. These comic scenes are more enjoyable be-

cause of their serious impetus.

Proteus, in his intrigues, betrays his boyhood friend
and his sweetheart to satisfy a sudden fancy. He seems void
of all human compassion. Even his desire for Silvia is not
due to a deep and noble love; she has struck merely a sudden

fancy in him. The suffering of Valentine and of Silvia fails
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to produce a single spark of sympathy. It is with a gloat-
ing pleasure that he recounts the suffering of Silvia in a
conversation with Valentine.

Valentine. And why not death rather than
living torment?

To die is to be banished from myself,

And Silvia is myself.

I have fed upon this woe already,
And now excess of it will make me surfeit.
Doth Silvia know that I am banished?

Proteus., Ay, ay; and she hath offered to the
doom-
Which unreserv'd, stands in effectual force-
A sea of melting pearl, which some call tears.
Those at her father's churlish feet she
tender'd;
With them, upon her knees, her humble self,
Wringing her hands, whose whiteness so becomes
them
As if but now they waxed pale for woe.
But neither bended knees, pure hands held up,
Sad sighs, deep groans, nor silver-shedding
tears,
Could penetrate her uncompassionate sire,
But Valentine, if he be ta'en, must die.
Besides, her intercession chaf'd him so,
When she for the repeal was s=o suppliant
That to close prison he commanded her,
With many threats of bidding there.

Proteus becomes so involved in his intrigues that he
is led to further betrayal of trust. That he lacks a
conscience as well as human compassion can be well seen

by this soliloquy:

Already I have been false to Valentine
And now I must be unjust to Thurio.
Under the color of commending him,

I have access my own love to prefer.

In the final scene, Proteus' treachery is fully re-

vealed and his plens sre thwarted. However, he is not
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punished. Dowden beli@a that in the complete forgiveness
of Proteus by 21l whom he hts injured, Shakespeare holds
true to one of the outstanding differentations made between

tragedy and comedy. H.ltlys'

In tragedy.aoharaobr is either from the first fully
formei and four-square, or if it is developed by
events, it develops in accordance with an internal
law. Paseion runs its inevitable course, like a
great wave driven by the wind, and breaks with thun-
der upon the shoals of death. The human actors dis-
appear; only the genersl order of the world and the
eternal moral law endure. Put in comedy the indivi-
dual must be preserved, and must at the close enter
into possession of happy days; if he has erred through
folly or viee, his error has not been mortal; he may
in the last scene of the fifth act change his outer
garb. The t’raitgué&pteus is suddenly restored to
his better nind.

o
Thus the denouement of the play brings reward and

happiness to all alike.

ithile serioua difﬁcnlties arise in A Midsummer Night's
Dream, never once do we dou’bt that all will end happily.

Again, we find a burlesd;i which furnishes humor. The love
of Pyramus znd Thisbe is more enjoyable because it follows
the difficulties of the Iove affairs in the main plot.

The parental objection, Helena's unrequited love for
Demetrius, Demetrius’ lovie for Hermia, Helena's disloyalty
to Hermia, Puck's interto}renoe and its consequences, and the

difficulties between Oberon and Titania are responsible for

1Dovvden. " shakespeare A8 & Comic Dramatist", Representative
.EngliSh Pla-ls_, VOIQ I' P0540.




the slight tinge of sadness found in the play. All of these
obstacles and ironical twists are treated with lightness

and are placed in a romentic atmosphere of dreamland and
fairyland. Thus the dilemmas, which are serious enough for
the lovers, do not arouse great pity or sympathy from the
audience, due to the treatment ard atmosphere of the play.
It is impossible to concentrate on woes and sorrows, while
fairies are airily and gayly flitting through the scenes.

As in the other comeiies, all who erred are forgiven, and
the lovers are happily united.

In summarizing Shakespeare's first period, we can say
that in each of these early comedies there are serious under-
lying plots interspersed and brightened by comic episodes
and witty dialogue. 4t no time, however, do these serious
plots intrude so strongly that the comic atmosphere is en-

dangered. The Two Gentlemen of Verona more closely approa-

ches the tragic than do the other comedies, but even it lacks

the sombreness of tone pervading in some of the later come-
dies., In each of these plays the clownish parodies burles-

quing the serious themes are more humorous because of their

connection with the main plot.




CHAPTER III

The comedies included in the second period of Shake-
speare's drama are The Merchant of Venice, The Taming of

the Shrew, The Merry Wives of Windsor, Much Ado About

Nothing, As You Like It, and Twelfth Night, These plays

exhibit the growing mastery and power of Shakespeare, who
now viewed life in its entirety, thus seeing the darker

as well a8 the lighter side. Consequently, the tragical
elements are more noticeable in these plays than in those
which comprise the first group of his works. Vhile Shake-
speare, in this period, dwelt little upon men's failures
and sorrows, he did not ignore life's darker side., He
used it, however, as a background for his piocture of youth,
happiness, and success.

"In structure, The Merchant of Venice", says H. J.

Bridges, "is one of the most elaborate and masterly of
Shakespeare's productions. A whole series of separate ac-
tions are artistically combined, in such wise that they act
and reaet upon one another in a manner that seems perfectly
normal, Tragedy and comedy mingle as naturally as light
and shadow, as they do in real life, but as the classical
tradition affirmed that they ought not to do in drama., Ve

have the love-stories of Bassenio and Portia, of Gratiano

and Nerissa, and of ILorenzo and Jessica. We have the trage-
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dy of Antonio and Shylock, the comedy of the Caskets, and,
at last, the delightfully humorous episode of the two rings,
which comes to relieve the strain of the Court scene, and to
reveal the sweet girlish mischie f of Portia, in brilliant
contrast to her stern and mannish demeanour in the confliot
with Shylock".l

The first sentence in The Merchant of Venice, prepares

us for the diffioulties which are to come: "In sooth T
know not why I am so sad.” Antonio speaks again of his
apprehensions:

I hold the world but as the world, Gratiano,

A stage where every man must play a part,

And mine a sad one,

This play is one of the outstanding examples of the
introduetion of tragedy in comedy, &nd much has been written
about its sombreness. The staging of the play is largely
responsible for this, as Shylock's part is considered to be
the greatest acting part in the drams. Conflicting emotions
of pity and repulsion toward Shylock are thus produced. We
sympathize with Shylock's suffering, but we cannot sympathize
with his disbolical cleverness. This problem did not exist
for the Elizabethan mind. The hatred of the Jews was very
pronounced and the audience had no pity for Shylock., Boyer

in commenting upon this, states:

lBridges, Our Fellow Shakespeare, p. 76

g

P I e AT N o
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His hardness of heart was a matter for hatred, his
misfortunes a matter for jeers. His suffering was
not an occasion for sympathy, but a sign for degra-
dation. So ran popular judgment. Even today there
are some readers of The Merchant of Venice who re-
gard Shylock as a villainous Jew unworthy of pity
even when most deeply humiliated. The majority of
men sympathize with Shylock., They feel that the
wrongs which he has suffered account for his conduct.
He is kicked into the gutter by those who are strong-
er than he, and then reviled for bearing the marks
of his harsh treatment. How can he keep from hating
his tormentors?...all of the decent people in the
prlay hate him. In spite of the fact he is a usurer,
the poet makes us sympathize with him by revealing
his proud and spirited inner nature, and by displaying
the oppression which has brought about the hardening
of his character. By doing this he has made us sym-
pathize with his villain; he has not made him the
hero.

Antonio fits into the main action of the hero
well, It is the merchant whose life is put in jeo-
pardy by & noble action. It is he for whom we are
congerned. It is he who is about to suffer unmerited
woe and misfortune and his danger stimulates both
pity and fear. Our pity for Shylock begins long be-
fore the fourth act, but the pity we fiel during
the trial scene is aroused by Antonio.

The elimax of the drama is reached at the time Antonio

comments,

"ereditors grow cruel,
My estate is very low, my bond to the Jew is forfeit."”

Previouely comic or romentie, the play now temporarily
becomes tiagio. Coupled with the concern for Antonio's safe-
ty, is a sympathy for Shylock. The elopement of Jessica

added to his past grievances, causes the Jew to demand the

lpoyer, The Villain As Hero in ELizabothan Tragedy.
Po 2 7’
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_’ his bond and to utter the sympathy-inciting speech
in which his soul is bared:

I am s Jew, Hath not a Jew eyes? Hath not a Jew
ands, organs, dimensions, senses, affections,
passions? fed with the same food, hurt with the
game weapons, subject to the same diseases, healed
by the same means, warmed and cooled by the same
winter and summer, as & Christian is? If you prick
u8 do we not bleed? If you tickle us, do we not
augh? If you poison us, do we not dio? And if
you wrong us, shall we not revenge? If we are like
you in that rest, we will resemble you in that.
If & Jew wrong a Christian, what is his humility?
jevenge. If a Christian wrong.a Jew, what should
18 sufferance be by Christian exampie? Why, re-
renge. The villainy you teach me, I will execute,
d it shall go hard but I will better the instrue-

With this desire for revenge in his hesrt and with
the smﬂ-?ﬁ e remembi‘noes‘of his spurnings and mistreat-
1 his mind, ﬁ&ylook enters the court for the trial.
appeal to him is mede in vain.  In the great emo-
;Lﬂl soena; éuylook'a diabolical nature and gloating
over hiéjfz-:oted revenge show his villainy as well as his

sufferilﬁ . When tﬁe tables turn and we are assured of An-

11 & sympathy for Shylock, as he leaves the court,

still fe
saying, .
I pr you, give me leave to go from hence;

I am not well, 8Send the deed after me,
And I will sign it,
[}

Jitﬁi&he closing of the play we feel neither the serious
mood th&*iiooompanios tragedy nor the lively satisfaction
that nanihy accompanies comedy. With our relief over Antonio's
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gafbt,iiﬂd our enjoyment of the delightful music and moonlight
in th.gitrth act, is mingled our pity for the lonely Jew.
shak.s!aare has well proved the fact that happiness for one
may nodﬁftragedy for another.

Shakespeare's next two plays are exceptions to the general

type in this period. He forsakes the grim type of comedy

in fuvognof the rollicking farces, The Taming of the Shrew

and Thaﬁihr:y Wives of Windsor. These dramas are episodie
oomedie; with serious sub-plots,

Thasmain ploé of the first deals with the unmanageable
Katheriﬁ; and the riotious actions of Petruchio. Combined
with this, we have the serious sub-plot of Bianca and Iua-
centio. Petruchio so eclipses the wildness of Katherine by
his ownrétubbornngas and waywardness that Katherine obeys
him, fi;ét, through bewilderment and finally through sub-
miesion.‘fThe "taming", however, entailed sacrifice and a
small a;ﬁunt of suffering on Katherine's part, as she is

"eeeeso8tarv'd for meat, giddy for lack of sleep
With oaths kept waking, and with brawling fed;"

The mistaking of Vicentio for a mad man produces a momentary
graveness, but the error is soon discovered. Thus we find
little resemblance to tragedy in this farce.

Falstaff, Shakespeare's master comic character, appears

in the second farcical play, The Merry Wives of Windsor.
Palstaff in this play is not the same charscter, who delights

us in the Histories. Shakespeare's development of Falstaff's
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character in the Histories, shows again his ever existing
ralstaff,

practice of fusing the tragic and the comic.
' At the

the great comie charscter, dies of a broken heart.
height of his anticipation of future glories and power, his
dreams are cruelly ended as Prince Hal, mow King Henry VI,
spurns him,

"I know thee not, old men, fall to thy prayers.
How ill white hairs become a fool and & jester.

Even the Qpreat abounding humor of Falstaff can not stand
such # rebuke. He never rallies from the rejection of his
former companion, aﬁd he soon dies., However, Falstaff in
love eould not be pictured in any other way than he is por-
trayed in this play. In it we see him the object of various
tricks perpertrated by the merry wives, but largely brought
upon himself by his own blundering. The sub-plot with its
serious intonation deals with the triple wooing of Ann Page,
Ann is beset with opposition and difficulties but finally
outwits her parents and succeeds in marrying the man of her

choice. The affairs of Palstaff are both disgusting and

pitiful, The brooding jealousy of Ford, however, is s little

more serious in nature, but as can be seen, neither this

play nor The Taming of the Shrew have any elements of real
tragedy. |

The next three plays have more noticesble tragic in-
fluences. In Much Ado About Nothing, & villainous intrigue

takes ugs to the border of tragedy.l The tragic atmosphere

InThe romance plot, with Hero, Claudio, and Don John as
cont, p.22
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is lightened by the serious portion being conducted in a
romantic manner; by Don John's, the villain, being little
more than a puppet, announcing: "I am a plsin dealing vil-
lain"; by the blundering Dogberry; and finally by the bril-
liant and sparkling Beatrice and Benedick.

The main plot deals with the desire of Don John, the
jealous bastard brother of the Prince, to injure him, as he
explains "If I can oross him in anyway, I bless myself
everyway." Because the Prince becomes interested in arrang-
ing the match between Hero and Claudio, Don John decides to
prevent it, not from any dislike of them, but because by so
doing he may vex the Prince. The plot of Don John ies suc-
cessful and Hero is publicly denounced on her wedding day,
and falsely accused of infidelity. She swoons, and the word
is given out that she is dead. ILater Don John's villainous
trick is revealed, thus proving Hero's innocence. Claudio
is commanded to marry a supposed cousin of Hero, but when the
masks are removed none other than Hero is revealed. All ends
happily. Even Don John's punishment is put off until the

morrow.
A8 You ILike It, included in this period, gives us the

Ets chief persons, might easily form a tragi-comedy; that
is, it brings about so serious a situation that it threatens
to arouse the tragic emotions, and the wickedness and pathos
of Hero's wrongs approach the point of spoiling the light-

hearted pleasure proper to comic art."
R. M., Alden, Shakespeare, p. 219.




23

usurping older brothers. At the beginning of
we leurn of the unjust banishment of the Duke by

,, Oliver's treacherous plans to get rid of
Orlando, of sosalind's and Celia's escape to the Forest
of Arden. villainy in the play is held in the back-

ground and is temporarily forgotten in the charming romantic

T

setting. The foul plans of Oliver are not smccessful and
after loyﬁas overcome the difficulties in its path, the
usurping %others pey their penance and are forgiven. The
denouemen%»"zconoludea with the uniting of the lovers and the
forgivena% of the brothers.

'.Vhen,&;:.lando first comes to Arden he is suffering from
fatigue a” hunger., He encounters the banished Duke who
invites hgi to join his group, The Duke comments on their

state: ot

#

m seest we are not a2ll alone unhappy
This wide and universal theatre

Fresents more woeful pageants than the scene
Wherein we play in.

Even thes;l'?:i)angs of remorse are forgotten in the later happy
existenoe-{i’n the Arden. The comic spirit pervades the whole

™1

play.
Jacques,! one of the most notable persons in the play,

Wt s

1 Jamues is a noncombatant in the battle of life. He has tas-
ted pleasure in his youth, he has spent his patrimony in for-
eign travel, end has nov retired on his experience. His sole
occupation is to wateh the combat he has quitted. Seen from
the outside, 1ife is to him a mere dramatic spectacle. Per-
haps his point of view is not the best, for he finds more to
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‘and oynicism. He takes
.\* of mind and is con-
wu.wnot cast much of a

ﬂm ugﬁu He says of himself,
itpa aon@ es a wmol sucks

o
i remarks to him, "They say

you TR
m so; I .m:,hve it better than

P Lo

itude can r 't ‘be taken very seriously.

‘X ol !

is the only dissatisfied one
il %Qlebutma

Ry q.t

: m I, What you would have
w at your a.bah’don'd cave.
- "'l"
‘ e w111 begin these rites,
hey'll end, in true delights.

of romantic pathos surrounds Twelfth
3 hat ¥ 111, in Orsino's unrequited love, and
in the gemplica: ‘ ns @w the shipwrecked maiden, Viola,

attired as o, pum,' This pafhea is brightened by
the a le y aﬁtk !oby, An&bow Aguecheek a.nd

| s . |
:;g :::f‘v:n.iaméa life m ite mean, ludiecrous,

' Shakes

are, "As You
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mischievo ‘r:la‘ | the badgering of ¥alvolio- "gaa
eivil™ b sick ¢ ? gelf-love", e

] b " i
.» _Night )sents a great confusion of attechments
and mist . identities. We find Viola grieving at the sup-

4
=

posed de: _. of her, Sebastian grieving becan

thinks sh .. drow 1 Orsino in love with 0111:1;, V::1:.1n
love wit ‘ ino, ia in love with the young page, Malvo-
lio posit .j' that 0: a is in love wi th him, Sir Andrew
with a broken ‘ Sir Toby with a2 "bloody coxcomb",.

These ¢ 8 but passing shadows, however, and by

contrast dntensify the humor of the play. Shakespeare pro-

| b
longs pense*gl;he greatest degree - the Duke is
wrathful amd threatens to kill Viola for her apparent hypo-

erisy, Olivia is Wt heartbroken at the seeming desertion
of her husband Vi& is scorned by the man to whom she has

Just conf Jove. At the height of this suspense,
the mistal 1dent"l s are revealed. Suddenly, Malvolio,
who has b ~bound P placed in a dark room, ie remembered.
He state Y is wronfin his letter:

and the world shall

By the Lord, Madam, you wrong me
tnow of it. Though you have put me into darkness and
: ir en cousin rule over me, yet have I

i

mv senses as well as your adyship. I
own letter that induced me to the semblance
on: with the which I doubt not but to do myself

sh right, or you much shame. Think of me a8 you
ge. I leave my duty a little unthought of and

out of my injury”.
icause °'1§:f‘@lis high regard for himself is an easy
He so sincerely believes

g
th
I

plea

i

Malvolio t

vietim Sir Toby.

0, ; aria




3 ‘-'.' [ C'e .““;“
ions and letters, that he reslly suffers be-
} ‘E:}Alden believes, "....Malvolio's

aul ‘1like Shylock's, seems to some per-
gome Qﬁzseriou a matter for oomedy. His i1l

treat tarcml in itself, is raised by the vitality and
) the ¢ y of hy character to something like the painful-
ness of tragic q@,"l Consequently, if the comic tone of
! the pl to b‘"preserved, Malvolio cannot be interpreted
! as a ¢ ster of too much importance,
’ atonement is to be made to him for his injuries.
| Olivia ks, "He hath been most notoriously abus'd", and
| the Dukéorders, "Pursue him, and entreat him to a peace”.

dless of the entanglements of the various love
l affairs d the ruthless tricks played on Malvolio, Twelfth
Night ndeniably a comedy satisfying and pleasing in

[ nature.
rlays of this period we find evidence of Shake-

speare's growing mastery of technique. Generally speaking,

these p: are concerned with youth overcoming the obstacles

by

the path of love. They, especially Much Ado About

placed
You Like It, and Twelfth Night adhere to one of

Nothing
the que cations of & good Elizabethan drama mentioned by
Dr. Alde
, was, of course, likely to be a complication
1

Ro -0 N » MSEO&!O, p.228.
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the principal charac-
_‘by the happy coali-

skill. Such &

1 be due to boeitivo villainy,
depioted in the
"the evil would

: Muoo, ‘and that its

) Y S I 4 ?
1 "L' ”Ut&{'mt the comic aptr:lt

A
w u ' Lﬂ%’heultioa are over-
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:

re for Measure. It is interesting

e comedies of this period, the pre-

911 Mooll says, "....it is

o:t m«:speare 8 comedies, has a
T
.5 ekilrnl as is the delineation of

dralnt:lst's power to hold our
o

synpat “'ﬂ : to b us to an unwilling assent to the title."2

[ 4 : v - sk g
o r t aom,a# t‘l‘lo ‘play acquaints us with the griev-
- SRR
ing ot 1 her o“f tho death of her husband and the depar-
¢ - -f Qk’)-q\ A
ture of_ - son for ﬂu Court, the King's seemingly fatal

% \t .ﬂ. " 4
illnosq 16 Holmt'“f nnroquitod love. At the very outset we

are p d with -a giaoiy piecture, which is brightened by

:I.ng o:l.' W xi.ng. The scene darkens again with

t“\ ! el 5

Helena'

Inico11,
®reilson

»
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ition to his marrisge with Helena, and his
er immediately after the ceremony. The re-

desertion
meinder of e play to the denouement is morbid, dealing
with BEe ‘;Qw,zidiaaipation and Helena's success in turning

‘{’into a deed of restitution. Thus she

ngly impossible conditions Bertram's own

time seems &0 adverse and means unfit.
isness of Bertram, and Helena's difficulties in

; j recognize her as his wife make us doubt the

truth of qqgﬁpbovo quotation. We are left with the feeling

that it 1:, m "most lamentable comedy".
iﬁor Measure hes scenes and motives which are

very detiﬁ1 '1y tragic. There sre three tragic motives:

-

Conflict ﬁi’ﬁéén law and individual ethies, trial of woman's

chastity, ii;?fha unmasking of hypocrisy. Behind all of

this is the comic motive of the Duke in disguise, produeing

"tragedy éuiv&omedy together, inextricably interfused, co-

existent in'a mutual contradiotion".l

The setting of the play is in & city of corruption and

rIsibella, the chaste heroine, ennobles the story

lewdness.
somewhat. Her character remains pure and unsullied in spite
of the circumstances, but "her very courage and purity and

TURY
L 4

1 -~ b
Arthur Symons, Studies in Elizabethan Drama, p.44.

v = o i
5 - X o
." VT TG B 3
A\ — 2
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. but serve to deepen the darkness"”,

n we conceive ez'her as but one sa-

" 3t as Oomlclia mtonaiﬁoe the pity
and terr ‘1 King*u 80 wonld Inbclla's helpless vir-
- 'eeneswnsudiont to th&«onp of bitterness but

for the Duke:"l Claudio is the viotin of tyrannical law,

3 er‘.l .
while he suecombs thhia own weak inner nature. At the

beginning ¢ : the plaa ho pretonda to be & virtuous man,
provoking s trihgt” '
: 1 gkt 1L B
If any in Vienna te worth
To ergo such ample grace and honour,

’{] ‘Iord Angelo.
11 self is revealed, Angelo pleads for death,

A e
n sorry that such sorrow I procure;

p deep sticks it in my penitent heart

- crave death more willingly than mercy.
my deserving, and I do entreat it.

make the comic denouement complete, proper justice is
er the intervention of the Duke. Both offenders
ed and the real criminal is maerried to a lovable

are pardoned
woman. . . the forgiveness at the end does not dispel the
sordid and serious tone of the play. "Indeed, though Measure

for Measure is counted, technically, among the comedies”,

believes D% Stalker, "it is, in its total scope, one of the
mo st sole%;n'nd tragio of all the poet's productions."?

» ‘

lirthur Sxa: &u in Blisabethan Drama, p.46.
2
James Staér How ‘to Read Shakesgoare p. 134.

‘JQ': e
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e8 a like criticism of the drama:

_Measure breaks gradually down as &

smotion surges upon the barriers erected
it. They break utterly down at last.

| becomes ever more at one with the

as created; and, at last, in a play

intended to stand aloof and critically

here intrudes that most bitter ery of all

peech at the height of tragedy:

ut do die, and go we know not where,

lie in cold obstruetion and to rot;

sensible warm motion to become

aded clod...."

e's comedy now lies in ruins, destroyed
trusion of an emotion tgo deep to 1live
.‘ﬁ%‘-ghter of M. Bergson,

the comedies in this third division of

o T
8's plays, Troilus and Cressida, starts as a

pe 8.1
lay and then becomes a degraded sort of s trage-

10 e theg:
dy. f;: gif roilus and Cressida disappears altoge-

T CRevaEs

ther from the plot and plays no part in the concluding
‘a . ey in

action.® This drama is the result of Shakespeare's attempt
re.am L e

to writ g@uzdi; intellectual comedy. "It is made out of

b .7.- (= )

th an infinite deal of tragedy in the matter of

histérj
1t'.<?{_ ;?%f;:ifiand its upshot is purely comic."?
‘Jl; jfo;;ﬁibhooncarned with the Trojan - Greek war,
'h1°h;2f_{:pon%;%1e for some of the seriousness of tone.
. B e -
Lgonn. , Comedy, p.20.
R e A g

of Troilus and Cressida wes bound to
8 J ley as a whole
been brought to an end at all. Put in tg:ogmznt. At

the ool S s actually far more

su;pol“i ::triﬂu: ;lots are interpreted with agtzgggzztb::tal
flippangy which makes impossible any dgf:n.j;te 9

the sympa thies, and emotiogflugoggg;g? gh;kaa eare, p.295.
B\rthur Symons, Studies in Elizebethan Drams, p.l157.




The two ling causes for gloom zre the infidelity of

c,.“m‘ *, doath of Heotor. Troilus is sincere in

his lw,x "_ he finds Cressida untrue to him he re-

ooiyci a g low. After Iroilus' lament, nothing more
nkesperl 3' - :

: "Q‘! 0 false Cressid! false, false!
. untruths stand by thy stained name ,
y! r'll seem glorious,

is heard of

A deopall

i As o ““f-} )
Shortly d- er tr s, Hector, surprised wi thout his armour,
2 BT} S L . ¢
is slain : ,:31 lles. So ends the play, whioch bears little
femlll h11 '
ange to the other comedies. The ending is certainly

not o’oi:l‘..c-' t enough humor exists in the remainder of the
% SBRoN "
uge it to be classified, as a comedy, The remem-

Lare SOREEGS
brance of the tragic figure of Troilus, the man who loved
‘, l he death of Hector almost overshadow the ele-
rar G okl el
ments of comedy in the play. The light treatment of the

QP A
oharaotors J' ‘ns the gloom and prevents our suffering to

3 :idoring these three sombre comedies it is

. woiiy g
eas:lly seen :'fhat Shakespeare carried the spirit of trageiy

sl ;
into the othn plays of this period. Each is sordid, sen-
g None of

suous, a.nd 'hma resemblances to the tragedies.

them are onﬁl&nding plays, exhibiting Shakespeare's mastery
L 5
and powc!aa -
N

. oo, i

$2

Ap‘f-f 3.

t with the characters in their disappointments.
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nyza, the eapture of
sriences in the brothel.
es of his life in these
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e King of Tyre,
ntry, did wed

1':, but brought forth
1.?"& tteac
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1'd Merina, who, 0 goddess
silver livery. ﬁ’he at Tarsus
sleon; who at fourteen years
der, but her better stars

j, ;ilene, 'gainst whose shore
fortnnaﬂ bronght the aboard us

r her own clear remembrance, she

n herself my daughter.

ementable &re the experiences of Varina,
riolou - Motherless, she is raised by
ously yhna her dcath. Egegping from
she is captured by pirates, who

the ds

There she remains until she is
taken_- Throqgﬁout all she remains pure and
noblo"
fec and Marina are happily united, it is
soon ¢ d that Tha;u is still alive and a happy re-

union ¢ es. joyouaﬁose which prevails at the o neclu-
sion es Pe i%:os to say, "Your present kindness makes
my pé ise ‘ aport.

Y line t have :I!ollowed not long after Pericles.
The f‘ editE. called it The Tragedy of :(!ynbeline, but
perha‘ no better reason than it purported to deal with
fortunes of a king. MNodern editors place it among the come-

dies b *f'- of its happy ending. The villainy and jealousy

in Cymbeline bﬁs resemblances to those in some of the

great tragedies. Imogen, like Desdemona and Cordelia, remains
unsullied and 1;ﬂooent through the treachery and intrigues.
The Qu in h.g scheming and _villaj:ny, has been compared

b
o

.'}:L
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Cloten is killed, the innocence of Tmogen is es-
| 'cj‘m'beline 8 lost sons are restored to him, peace
n ifain and Rome is declared, Iaschmo is forgiven,
,ﬁ ﬂgﬁ and Posthumus are united and reinsteted in their
ightful place. That all shall be happy, Cymbeline orders,

"“‘ 411 o'erjoyed,
$ e these in bonds. Let them be joyful too,

T they shall taste our comfort.

! ‘1 irst three acts of The Winter's Tale are tragio.

it thmg.ﬁsq of them, Leontes and Polixenes are estranged,
mun&‘“ia dead, Antigonus is slain, and Hermoinee is ap-
m& dead of a broken heart. The jealousy of Leontes,
ﬁfﬁw rosponei'ble for the tragedy, is baseless and has
h’i"la%g excuse than had that of Posthumus or Othello. Her-

Nﬁﬁ"fﬂ 8 noble and gentle character far removed from the
&ﬁﬁfaﬁd‘shameleas dishonor of which she is suspected. As
the li’gfuiiﬁ'o‘r this unjust accusation, the Queen and Leontes
ﬂlwgi’lifetime of solitude and pain, while the infant Perdi-
ta ti(eﬁtra.nged from her kindred and friends. Here we find

Htf’fe 'oah‘e’dy. It is almost entirely tragic adhering to the

thought given in explanation of the title, "a sad tale's

best for winter."
With the beginning of the fourth act, the play is

briglit:ohol(i by the scenes of shepherd life and the episodes

5051!0:6%0‘6 with Autolycus. The joy of Perdite and Plorizel in

the lidppy pastoral setting is soon ¢loud

enes' iilterferenoe. After the young lovers have

ed, however, by Polix-

surmount ed

w.¥ s
:
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b 1es in their path, and leontes has been purified
:lsh and remorse, the happy reconciliation of

" and f;iends takes place. Even in this new wonder
joy, & noﬁ of sadness enters because of the losses of

This thought is expressed by Leontes a little

A

discovery ot Hermoine.

3 1s't I remember

- Her and her virtues, I cannot forget
My blemish in them, and so still think of

- The wrong I did myaelf which was so much

- That heirless it hath made my kingdom, and

- Destroyed the sweet'st companion that e'er man
dred his hopes out of.

he last, and considered by many the best of all of

e's comedies, is The Tempest. In its beginning,

resembles a revenge pléy, but this spirit of
is not carried out. "The wrong doers of The
," acoording to Dowden, "are a group of persors of
A',',legreea of criminality from Prospero's perfidious
broth?still»mtive in plotting evil, to Alonzo, whose

obligations to the Duke of Milan had been of & public or

Prina;}'gikind. Spiritual powers are in alliance with Pros-
pero ag.a these, by terror and awakening remorse, prepare
Alonzo for receiving the balm of Prospero's forgiveness. He
looks érn his son as lost, and recognizes in his son's loss
the pm.hment of h:ls own guilt. ' The powere delaying not
forgetting , have incensed the sea and shore against the sin-
ful len; nothing can deliver them except heart-sorrow and a

clear ure enauing."l Prosper had been banished from his

1 Dowden, Shakespeare, His Mind and Hig Art, p.410.
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i h his bﬁﬁy daughter was exprosed in a rotten
boat to the ”qx ef ﬁhe vavcs. Now that his enemies are

{‘ﬁﬂ tho injustice done to Prospero, we have the

f:a ‘monstrosity of Caliban, the conspiracy of
Qonlo and Caliban which add tragic notes to

et

o , half-man and half-beast, has been called by

many 'tho"fsaing 1ink". His beastly qualities excite
:st and pity. His human qualities exhibited
in his é Qring and the recognition of his own weakre ss and
detioienc;’ﬁtusea him to curse Prospero,

Ygﬁlgunght me langnage- and my profit on 't

I,g IﬁE:::ﬁZO;et;oggrg:ﬁgugzg.red plague rid you
Pathos is p!osent in his ignorance, his fawning to Stephano
and Trinbnibﬂ and in his later submission to Prospero, whom
he holds in dresd and fear. In contrast to Celiban's mon-
atroaity-f;uiriel's daintiness,

These contrasts--the comic and the tragic, the spirit

of revenge and the spirit of forgivemess, the grotesque and
the beautiful, and mighty power and simple love--cause Moulton
to say of this play:

Parhnﬁé the fulleat harmony of tormes is to be found in
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) We rise to the most exalted point of
sious whﬂn Prospero, temporarily omnipotent,

dispensation of providence over the three men
8 we blend the simple love interest
Miranda; there is the sustained wit

810 and the courtiers who tease him; lowest

N

of & we havo the fercical business of the intoxios-
d ] OIS in dread conspiracy by the fishe
Galiban.
e h;j"f’nnd in eaoh of these last plays the reigning

‘_

@soiliatien, the victory of the wronged, and

5 of th;'ﬁioked. In all, there are outstanding
nt SR Btatos thaty “In them. while we
rise to né%;iih heights of passion as animated the great
tragodiod,':f;«:ve none the less, serious emotions, deep

and penetréﬁi{f insight into human nature, and the presenta-
:If;?ges on the stage in which only the most captious
oriticiamW;¢$Ytind eny falling off in art."”

‘i‘ly enthusisstic over these last plays: "There
n;?omantioiélement in each. They receive contribu-
tions from }%bry portion of Shakespeare's genius, but all are
mellowed, r;zﬁned made exquisite; they avoid the extreme of
the broad Hﬁggur and tragio intensity; they were written with
less of pas;ihnate odnoontration than the plays which imme-
diately pr;:gse them, but with more of a spirit of deep or

R ")
exquisite rjh:oation,'a
1(1 3
1zicharad lhli&o Shakespeare 4s a Dramatic Thinker, p.179.

ZPelix Schomng. Elizabethan Playwrights, p.223

Dowden, Shakespeare, His Mind snd His Art, p.403. 4
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nly a ;ught tinge of sadness, while
agiog,%!mjlzrth" indeed. It has been inter-
, that each of the comedies in a period

elelponts,

rlyia‘plota bnt lack any extreme tragic tone.
th"ﬂzhys 13 the result of brilliant dialogue

-odes. In Ioves labour's lost the
1§ gpt well in the background; in The Comedy

he @ering of Aegeon gives a somewhat solemn

who}t-play; in The Two Gentlemen of Verona, the
. nbe

Pra%gge is almost gloomy in its outcome but the

are qﬁod from disaster by his sudden repentance;

and 111 dsummer Night's Dream a grave intonation is

. J' tg;;atmoeplferé of the play as well as by its
comic e 'ea.»j‘sghe burlesques introduced in each of these
1ve:&yﬁre1atotl‘_‘ to the. main plot.
‘:I?iqié‘ﬁp:!;rag-iq notes are introduced in the come-
dies of the second period, Even in these, however, the
sombrene :s na}%lly kept}ii_n the background, while the por-

trayal o uth, 'lp?.“ppine‘aq,‘ and success receives the greatest
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ut two lays of this division, The Merchant of

| - . R Ado AL yut Nothing, is the tragioc allowed to
come to the

[ groq_ﬂig,é‘he Taming of the Shrew and The Merry
} arq‘;-tﬁgmal in nature and are almost lacking

iives of Wi
in gravenes

You Like It and Twelfth Night are more sol-

em in tone ) thq;,ji‘,,ture of youth and happiness in each

of thgki]‘ n the greatest emphasis.

Jiel _th‘ diﬁa;@on of Shakespeare's work are grouped
his great := ies, and only three comedies. The prevail-
ing tone ,aomeg'tjg - Troilus and Cressida, All's Well
That Ends Well, and Measure for Measure - is almost more
trag!.;i_i"t Ce gii;;e are more elements of sordidness

and sqm 8, to@:;ﬁh&n in the plays of any other period.,

!‘hexé to be n'ifed in the consecutive periods an in-
creasing stress upon tragedy, but its height is reached in

the ﬂlildq eriod. Igggthis time on, however, cynical bit-
terneujj, i
The Winter ’

foed hiéd mellowed kindly reconciliation.
ames Ofi‘khp last group—Pericles, Cymbeline,
T e, and The Tempest — there is neither broad

fercicel humor nor the bitter tragedy of the earlier plays.

B d
The triunp ' good a‘x'ldgthe reunion of separated families

are 114“0‘ _in thogo 1ast comedies. The tragic nmote is
s 4k
the result of the innogent suffering, unjust wrong, and

'8 PR i -
accusations, )

This m.

speare's pOR ®. By contrasts in his plays he has intensi- -

s
G

ngty
s‘ ing of ;;agady and comedy exemplifies Shake-

:'Iv"

| - = - S—
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7%103 he desired to produce, he has avoided mo-
.;51hhé’boen able to give us & true picture of

-

;"*iiripia the master of all situations and of

:}is; ‘His plays are not confining; they reach
ac e all of life.
,ﬁ’%e:a feel bound by the unities. Shakespeare

¢ neture and not by hard definitions. In life,
Bughter are mingled; therefore, in drama which

fe, the two must be fused. Fleming praises this
3
* Shakespeare:

thing does Shakespeare reveal his genius more
in the fusion of the tragic and comiec in the
me play. In dramatic literature there are great
agedies in which there are comedies of & high
from which is entirely excluded the serious,
dd, the tragic. Shakespeare perceived that this
;g%ion was neither real nor artistic, The smile
@ lip is as natural as the tear in the eye.
sagh, like the sob, is & normal expression of
| &n tithesis of the serious., Shakespeare is
@ to this phase of human nature. On the boards
his theatre fools elbow philosophers, clowns

' 8ide by side with kings and heroes. In his
B,ee+0.the humorous and the serious, thi comic
gic, are mingled; more, they are fused.

age is the world, hie characters are types of
sal mankind, his subject is the human soul.

portrayal, he seems to mingle and fuse apparent-
andictory elements. His imagination unites

listic with the romantic, combines the humorous

tesque with what is mostly deeply tragic. The

pment of his art - and doubtless of his character -

ard self-confidence, self-mastery, serenity, a

3 but profound morality. If any man was ever

ony with nature, it was he. Consciously or

gciously he understood the world in which he

i, sympathized with it and had the power to portray
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ﬁﬂ%io treatment of various

universal appeal. "PFree of every

all,ﬁ:].ife, rejecting nothing, uniting
poetigi'appealing to the most various
th‘u to a wit. Shakespeare's drama
 of and beauty. All who thirst for
‘ oon&@ ?; the tender, ecstasy or satire,
sthﬁtp, drink from its waters, and

P

;st%“"pg their changing moods find the

stog:yiét English Literature, p. 134.
igamian, History of Enelish Literature, p.454.
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