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I .
RECONCILIATION, TRAGEDY, AND TRAGIC HERO |

This thesis proposes to apply to certain of Shake-
speare'!s plays the theory of recanklligtian found in Profes-
sor Bradley's lecture on ‘thelfs Theory of’Tragady.“ 1

The théory involves aAconception of the nature of the
universe. According to it, the universe is so constituted
as to be essentially good; therefore, when evil arises,
from whatever caﬁso the uhi#éfao‘mﬁét endeavob to thraw
1t off, somewhat as the human body attempts to throw orr
poison. When this ondeavor has reachad a8 auccesarul end,
even though the process involve suffering, loss, and death,
the universe ls restored to equilibrium. The universé, thus
concaived;»Bradley_deslgnatos bj a term borrowed fiom'ﬁbgel-
"athiaal substance.” His ldea that the uﬁlvéﬁae necessarily
throws off evil In order to resume equilibrium is, roughly
speaking, the theory which this thesis deaignates as the
theory of reconclliatlion. v

Professor Bradley statea that in tragedy the catastrophe
haa, in addltlon to a negative aapect an affirmative aspect,
which is the source of our feeling of reconciliation to the

1 A. C. Bradley: Oxford Lectures on Poetry, pp. 69-99.










last two cases touches the limit of legitimate
- pathos? This exultation appears to be emettd
with our sense that the herc has never shown him- .-
self so great or noble as in the death which seals
~'his fallure. A rush of passionate admiratlion and
a glory in the greatness of the soul mingle with
our grief; and the coming of death, so far from-
destroying these feelings, appesra to leavs them
- untouched, or even to be entlrely in ham wikh -
~them. "If, in such dramea, we may be zaid wr«n
" that the ultimate power 18 no mere fate, but
spiritusl power, then we also fesl that "the -
was never so near to this EOPI' aa in the momn’a
:han lt rtqnjxad his life.

ndluy’a eonmption ot r-cmnhtiou 1&&63 him to be~
lieve that tragic sction portrays a division of self or &
cqnfllut of the. lpirlt,~and that the cntutropbg; with itt
negative and affirmetive sspects, shows the "violent
annulling® ® of this division or confllect by a power,
superior to the conflicting agents, which overcomes all that
'is incompatible with it and restores.the divided spiritual
unity--’che ‘othxco.l aubatam:e'-- of which the. nanfllcﬁing
a@onta are a part. - Unlau a eutaatropho ntfoof:a \m in a
‘manner oomapoudmg w}.th th!.s upect lt S.n not truly trag!n.
. Bredley daueriben tho catastrophn u tho 'vlolnnt ult-
restitution of the dividod apiritual mw.'f ..
Tho neonnlt‘y wmch ucta and msaﬁn in S.t thnt !.a
to say, 18 yet of one substance with both the {eon -
£1llet ing) egents. It is divided against 1tself in
them; they are its conflieting forces; and in re-
storing its unity through negation it affirms them,
go.-far ‘a8 they are compatible. The qu:lltlcatlon
13 essentlal, since the hero, for all his affinity

‘with thst power, is as the lliving man we see before
: Aus, not ne cenpntibla. Bo must d!.o, and his unlcn

1l Bro.dleyz 0xford Lectures, pp. 83-84
2 Ibld., pp. 90-0I.
3 1Ibid., pp. 90-91.













On the contrary, those powers, and with them the
only thing for which the combatants care, are af-
firmed.  What 1s denlied is the mlunrm and there-
fore wrongful aaaertlon of thelir rlghs 1 -

B:radloy agreos with authoritles 1n general that mgedy
ia a atory ar unhapplneas,' endlns in death. Howaver, 1% is
not merely a atory oi‘ mlsfortm » such as that of a man dying
of atnrvntlon or diaeu:o or poverty, but ratber a story of
A tha kind of auffarlng 'hlch apringa from a par‘eioular actlon
A becau,ae of ths preaonoe of 8 trags.c tral‘k !.n ths chu-acm
of the horo. | _ o
Pity for nere mizrortum, 11ko fear ot 3.1: 15 not
tragic plty or fear. . These are due to. ﬁhp ‘sapeg-
tacle of the eonflict and its attendent suffering,
which 40 not appsal simply to our sensibilities or

owr instinct of mlr—praaorvation, but alao to our
deeper mind and ap!rs.t..'g

In Slmknupeman tragad: thom is no fatulum{ mm 1s
‘responsible for his own actions_, his deeds are ch.aract‘eria_tic.
‘His Sctiona 1ssue from hls own character, or hils chai'aotax_-
1samea from his actlor.w. . Tha hero in a sﬁakaspearoan |

| tragedy i not dutroyed by ali.en forces but rather by &
traglc tralt Ln his own character 'hlah forces thB particu-

lar actlon or actiona which are ths c:uaa of hls dcath or

- fallure."

Shakaapearean tragody is prmarily the atm or the

: 1 Br'aéllé'y' (gggrd Laoturea, P ‘73.
2 'Ib’id., P. ’71. ,



axceptlonal calamlty of one person-—cr at thﬁ most two, -a

hero and a haroina. Only in Bomao and Juliot and in Anthony

and Claopatra ia ‘the. h&roine as 1mpurtant as the hare. Even
Macbeth 1s a single ator&ed trag@dy. Acaording to Bradloy,
then, Shakaspearaan tragedy 18 tha-story of axceptional '

calamity hrought on by charactoriatlc actionn and 1eading
to the doath of n man Ln high oatnts. |

To Bummarlse Bradley‘f idea of reconciliation in
tragedy, lt is ths attampt of the "ethlcal suhatance" to
-harmonize the oppoaing claims of confllcting agents. Sueh
harmony may enﬁ in tha denial of the ona-sideé clalm of the
tragie hero and may lead to his death; but ln the proaeaa,
the equlllbrium of the "sthieal aubatanne“ is restored.






recent orltic, puts 1%

No character in the entire range of literature has
provoked more controversy than Hamlet the Dane.
This 1s not difficult to understand, since the
oritlea have been accuastomed to miyu and psycho-
analyze him from different polnis of view, each
one attempting to maks one quality er gnother the

- outstanding tralt of his peraonality. Indeed, 1t
may be sald theat In coreating the character of
Hamlet, Shakespeare has made a serious mistake; .
he has proaan‘kad every crank, every eritic, every
faddist in the world with a golden opparttmlty.
Hamlet is the only satisfastory hsre in Shake-
speare, the only one at any rate that will give
“the commentators a run for thelr money, so the
whole eriticel paek are Iin full ery after th!.t axX-
tremely illusive and extraordinary creature. '

Bacauao Hamlet 1s the most dlapum play, it will %
treated at greater lsngth than any of the other plays In
an effort to arrive at an aaemt«a understand ing of m'adlay'a
conception of the melancholy Dane. |

Bradley does not agree with the sqhmi of thought which
attributes Hamlet's delay to external difficulties--the dif-
flculty of overcoming the obstacle of the guard protecting
the King; the difficulty of not merely killing the King but -
also of securing public jmtina fmr thes wrong dons his
father. Bradley disclaims this theory by evidence from the
text. Hamlet never makes a referense to external difficulties.
He asserts that he can obey the ghost.

Sith I hgvaf cause and will and strength and means
To do't. ‘ '

1 Willlem John Tuoker: Gall.m Shakatmm, p. 212.
2 Hamlet, IV, 1iv, 45-46 s



Hamlet aééi not éﬁﬁi éalk of briﬁgins the King to publie
justice. S _‘ : K | B

Assuming that Hamxat's delay was eauaad by 1ntsrna1
difflcultloa, Bradlay disaardz the thaery that he. was re-
atrained by oonseienea or a moral seragle, or rapnlslaa
for the deaﬁ hacaune a stuﬂy'et the %oxt shswa naﬁhing to
support this thecry and much that disprovas it..

Eradloy next rojeeta uhat he calls thﬁ ’aantlmanﬁa&
view of Hnmlet R uhich conﬂeivsa or Hhmlct ”na a levaly,
pure and most moral nakure xlthauﬁ tha stmaagkhvanﬂ nerve
which rm a hero,® who “ainh bensath a burden mm it

cannot. bear and- must cast away." i ,
He admwa that ‘this conception is not without its basis’
in carbaln b@auzlful t?tlta in ﬁsmlet's aharaotar, bt a
- atudy of the text: proves it untrun bseauae it is unjust to -
Bamlet and “furns tragedy into pathaa.
Plnally hﬁ attacks tha view of Hasmlet thlch ha 8ays,
| mighx be named after Schlegal anﬂ Coleridge.
According to this, Hamlet is the trasaﬁ of - reflaekian.
- The cause of the heFo's delay ls Ilrresolutlon and the
‘cause. of this. 1rreaolut1en iaﬁ&xaess or the rmrlactlve
or apeculativa habit er mjné
Braﬂlny says that thia ic ths moat tlﬁaly reaelved view

or‘Hhmlet.< It nnswars in seme renpeeta to the 1m@reaainn

1 Bradley: Shakesperean Tragedy, p. 10L.
2 Ibid., p. 104 |




produced by the drama and 1t can be supported by the text,
particularly by the solilogules. Nevertheless, the theory
falls to satlsfy as & whole. The Hamlet of this view is In-
tarlorlto-shkkasgeare'a,mnn;‘far séeh.xn’;nﬁerprétatian de-
scribes a characteé thc"ut any time and under any clroumstances
would be unsqual to the task unaigntd te him. Braﬁlny'utflrmn
that Hamlet 1s |

‘a man who at uny other time anﬁ in any othar'cireumo
stancea than those presented would have Deen perfeetly
equal to his tamslt; and it-1s, In faet, the very
oruelty of his fate that the corisis ef his life
comes on him at the moment when he cannot meet i,
and when his highest gifts, instead of halgé:g him,
~eonspire to paralyse him. This aspest of
the theory quite missea; and it does so because it
misconceives the cause of that irresolution which,
on the whole, it truly describes. For the cause was
~not directly or mainly an habltual exsess of reflective-
nesa. The direct cause was a state of mind qulie
abnormal and induced by special eireumaﬁanﬁea, 8
state of prarounﬂ melancholy. -

Perhaps Hkmlot'a rerloatlvenaaa played a pxr@ 1n the
productian of his melancholy and 80 was an indirect cause of
his irraaolution. Ths malanchaly, once establixhnﬁ, ahmuaé,
as ‘one of its aymptems, an excesaive rotlee%laa on the re«
quirad deed. But exaeas of refleatien was nalthar the élreet
cause nor the on;z indirect cause of tho 1rrasolu%1on "and

in the Hamlet of the last rour acts lt 18 to be cansidared h
rathsr a aym@tam of his ata%e than a cause of 1t u 2

1 Bradley: Shakesperean Tragedy, pp. 107-108.
2 Ibid., p. 0. T ‘
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- If we study the text in en effort to discover the Hamlet
of the period before the play opens, we find that he was not
6ne-sidedlylrarleetivaAnnd Indlsposed to sctlon. He was re-
spected and a favorite of the poople; he was fond of fensing
as well.ua“actlng. 1Eb waa:frank;~eéur€c¢ns_anﬁ kindly, but -
not ‘timid nor deferential. He was sensitlve and perhaps
1nclinqdto»narvoﬁa'lngtabillty and to extreme changes of
feeling and mood. So 8h§keapeare,haa given to Hamlet what
to the Ells&bethans was a mslanohaly tcmpnrament which under
undue strtln.inuld dsﬁalop lnto dsng;r@uz malanchblig.
Hhmlet of tha earlier days poaaoaseﬂ an “axguisi%c aﬁnﬂlbi«
1lity,"® wl as shawn in his ecstatic languags, his adoration
or hl- raahnr hia laek of suapieian mr his mothsr,»hia ten-
dency to sse anay whnt is good unlena ha in farneﬂ tb aeo
the revorne. The Hamlet of the earlier dayx as well as of
tha period of tho play, evidenecd 1ntollectua1 genius as
ahown ln his unu:nal quiokneaa of peraaptlon anﬂ hla agility
in shlftlng hil mantal attituﬂe. Hhmlet ‘han he is not wary:
sees through‘people and maater- tham, anﬂ at such timas no
one can ba mnah 1088 llks thn hslpless dreamar than Eamlet.v
His ln#allset ahann itaolr ln hza rlt and hnunr, in hia N
aoliloquios, in hin mneikating phllaaophyw If thare is danger

in thls kind of intelleot if thsre 13 danger that thia kind

1 Bradley: Shakesperean Tragedy, p. 110.



of speculative mind may_bnébmn’toa reflective, Bradley says
thht uhaﬁfpioduna¢ the dangarlia”g sudden demand for a 4if-
ficult and decisive action such as that made on Hamlet at s -
tine when he was grieving for his father and disillusioned +
by his mother's actions. It was a desolating, shocking,
and'beilidaringirééalatioh, partibularly to a man of Hamlet's
temperament; and 1t left him weary of life énd’longing for
death. - | | | |

‘The crisis of Mevs life-~the domand on him to
rise and act-~comes at this hour of uttormoat‘wearinesa with
the revalation of his moth@r’u aﬂultary and his ratbar'a a

mu:rd or.

And for a moment, though his brain reels and tottera,
~his soul leaps up in possesslon to answer this demand.
But it comeszs too late. It does but strike home tha].
last rlvat in the melancholy uhiahAhnldn him bound.

Bradley, thsr@roro, believes that mmlaneholy, not de~
jection nor inaanity, acconntn for Bnmlsﬁ'a 1naation. Kiﬂ
disgust nt 1ife and hia yoarnlng for dnath, caused immodzakQZy
by melancholia, do not contribute to a desire for action.
Melancholy accounts for | | |

Hamlet's onorgy as wall as raw ‘his 1usaltudoz thore

quick decided actlons of hils being the outcome of a

. natwre normslly far from passive, now suddenly stlmu-

"~ lated. . + - It mocounts for the ovidently'ka%? satlis~
faetlon which soms of thnuo actlons glvo hﬁm.

1 Bradléy. Shakesperaan Traged P 120.
Tbid., p. 25, Lo
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It acoounts for hia irrltablllty; his nelr-abaorptlon, ‘his
insensibllity to tho reclings of- othara.' It accounts for
his apathy or "lethargy" and hia alaaatiaracticn with his
"dullness.” 1 It accounts fo: h;a own 1nab111tyrtq understand
whyhe delaya. | S
» Bradley traces the course of the actlion of th@ play in
an attempt to lllustrate the charact:ar of Hamlet as he
conceives it. At thB cloae of the Pirst act, within an hour
aftor he has received the charge from the spirit of his
father, he relépaes into a state in which he is weary of -
1ife and longing for death, which Bradley calls the im-
medlate cause of his lator Inaction.
He malntalns ‘thls attitude toward life with occasional
'revivala of- hia former 1nteraata, such as hia apontaneoua
Joy uponvtha»arrival p: the players at court; but for the most
part’hs‘is‘contlnually exousing his delay in speeches which
'.ahow.hla longing for death. He évantually agrees to go to-
England and on his wny meets the army of Fortinbrns on ita
march to Poland.
??e slght of theag men §olng chacrrully to risk death
oronth aeeinee: Mim With nemeas e vensmbevs v Ber
with so much greater cause for aection, "lets all aleep.

‘Ho breaks into the sollloquy "How all occaslona do
Inform against me! " 2 .

1 Brédley. Shakaaperean Tragedy, p. 125.
2 1Ibid., p. 140.
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Then Hamlet returns to Denmark partly because of his -
own actlon and partly because of accidenﬁ. Thgre is a change
in hinm ﬁhen he returna.  There appeara to bs a conscliousness
of power. From this point to the end of the play there is
no direct expression of his wearlness of 1ife and longing
for death. There are no_sollloqﬁies in the fifth act.
Bradley says: |

I Incline to think that Shakespeare means to show in
the Hamlet of the fifth act s slight thinning of

tho dark cloud of melancholy, and means us to feel
1t tragic that this chango comes too late.l

' Bradley does not agree that these changes in character
indlcate any material difference in hla condition or “the

formation of any effective resolutlon to fulfil the appointed

e

duty " He says thﬁy express religious rasignatlon—~

fatallsmunrather than falth in Providence,

because 1t Is not unlted to any determination to do
what 18 bellieved to be the will of Providence. In
place of this determination, the Hamlet of the rifth
act shows a kind of sad or Indifferent self-abandonment,
as -if he secoretly despalred of forcing himself to
actlion, and were ready to leave his duty to some

other power than his own. This is really the main
change which appears in him after nls return to Den-
merk » « « ,~~this, and not a3petsrmination to act

nor seven an anxlety to do so.

Bradley bases this thought on Hamlet's apparent indlf-

1l Bradley: Shakeaperean Tragedy, p. 144.
2 Ibid., p. 144,
3 Ibid., p. 145.
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ference to his périlous 8 1tuat lon. o

Vhat 1s requlféd of him, thererore i1f he 1is not to

perlsh with hils duty undons is the utmost wariness

and the swiftest resolutlon.l
He critlclzes Hamlet'a delay at Ophelia's grave. Iie asserts
that his acceptanne of the challenge to fence wlth Laartea,
contrived by his enemy, the King, s an indlcatlon that he
has no planned action for the fulfillment of his duty~-tﬁat
he 13 careless of the necessity of the mccomplishment of his
ﬁask. But, Bradley continunes, In aplte of this "he 1s not |
left in ubter defeat because his task is accompliahedé’ and
Shakeépeare lata his hero show "in his la*est howr all the
glorlous power and all the nobility and aweetneas of his
nature™ in his forgliveness of Laortes, in his farewall to his
mother, 1n hlas thoughts of the future; In hls reachlng at

last "the havén of silencelwhsre‘hﬂ would be." 2

| Bradley, 1t seems to me, hgs loat‘hera en qppqrtunity
to apply to the fuli hia'qonceptlon ol recongiliation. As
everyone knows, there 1s a wide dlvargenée of opinion and
authority on the cause of Hamlet 's delay. There are the )
theorles of "irternal 5 and "external" % dirficultles. There
are the arguments for S.nafficlency, for oonaolence, and for

repugnance for the desd. Yet while thny-preaent conflicting

Bradley: Shakesperean Tragedy, p. 145.

Ibid., p. 147.

Such as the theories of colerldge and Sehlegel.
Such as that of Werder.

-
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evidence as to why Hamlet h»éitétia, they all agree that
there was a delay; a delay whldh.was not In harmony with the
character of Hamlet, as shown by numerous speeches by the
hero In the early part of the play.l |

‘When the Ghost sdmonishes Hamlet to remember him, Hamlet
replies strongly and with resolutlion:

: Remembexr thos! ;

Yba, from the table of my memory

I'1l wipe away all trivial fond records,

All saws of books, all forms, all pressures past,

That youth and observation copled there,

And thy commandment all alone ashall 1lve

Within the book and volume of my braln

Unmixed with baser matter.®

‘melet's words:

The tlme 1s out of joint'-—o cursed splte
That ever I was born to set 1t right!

/show that he recognlses the obligation plceod upon him by the
CGhost. Hamlat's_soliloquy in Act II, urtar Rosencrants
leaves him, shows that the delay is repugnant to him and that

the only way ln whlch he can satiary the duty put upon him 1!
by actlon.? |

1l Charlton M. Lewils In The Genesls of Hamlet states that we
owe a debt to Werder Tor polinting out the fact that Hamlet
does not delay wvery long. Things that suggeat lapses of
time are the affalrs of other persons. The play covers a
perlod of two months, and Ophella says in the early part
of the play that it is "twice two months" since the.death
of Hamlet!s father. Iewis says that the matter was a grave
one and could not be decided: off-hand

Hamlet, I, v, 97-104.

IEIETT I, v, 189-~-190.

Ioid., II, i1, 575-634.

€A



_ Later, Hamlet meets Forti@braa:énd has his encounter

with the piratea; and from that time on there are not only
no soliloquies and no comments about hls weariness of life--
as Bradley has pointedvout,l but there are deflnite state~
mentes of determination to accomplish his purpose. The op-
portunity to kill Claudius presents itself and would be selzed
by Hamlet but for the fact that the King is at prayer.®
The letter Hamlet writes to Claudius announcing his return -
to Denmark bespeaks a change of attitude on hls part which
portends his future actions,3

When Hamlet leaps into Ophella's grave and Laertes
grapples with him, he exsialmn"

I prithee, take thy fingera from my throat,

For, though I am not aplenitive and rash,

Yet I have somsthing ln me dangerous,

‘Which let thy vileness raar. Away thy hand § *
These last words, a8 well as the preeoding lines, ahow that
Hamlet 1htends to procfaatinaﬁeinb loﬁgnr and>that'hé has
changed to a man of declded actlon. , |
| Bradley>statanrthat Hamlet, bacauae'df his delay at the
grave of Ophellia, shows that he has not'detarmined on action;
and yot, as has been seen, he describes Hgmlet‘as possess ing

S

an "exquialte aanaibl;ity"-- a;tomparament that was capnbie

Supra, p. 17. :
 Hamlet, IV, 1v, 74-96. -
Ioid., IV, vil, 43-48.
-Tbid., v, 1, 282~286; :

Sugra, pv 14 .

G s G O



of losing Intereat in the actlvitles of this 1life 1f he were
confronted with a situation which would upset him emotlonallyﬁ.
Surely, the death of Opm11a,'what}m§r érjno_t he atill loved -
her, would divert, for a time, his determination to accomplish
his purpose. Hamlet was not a Laertes, whose grief becomes
angoer and who acts quickly; he was not =a Forﬁinbras‘ whose
grief 1s guided by resson. On the contrary, the sensitive
Dane suffers a .‘shock which dulls his peraep’alona}-mmntarily.l
But he readlly accepts the challenge of Laertes~-perhaps
this readiness is an mdvlcation of his determined desire for
actlon--and in the duel, fulfille the injunctlon of the Ghost
in his murder of .Claudiua. He has not falled evﬁn though 1¢
has cost his life. |
His (Hamlet's) story 1s the history of purposes .
adhered to and of the end which compassed them.
The man who, llving consecrated to a purpose, ac~-
complishes that purpose before he dles, 1s not:
S AR S LR
Hamlet's raconciliatlon-—-hls unity with the "ethidal
subatance“~-is achieved by his own aa%ivi.ty, which satisfies
his sense oi‘ duty to hl:z murdered rather. He dies but he
soars above death; m has acted in aecordance wlth the duty

lald on him, and relinqulshea 11fe peacefully ln the words,

1 I am indebted to Lily Bess Campbell: Shakespeare's Tragle
Heroes, p. ll4, for the contrast between the ermp@ramenta
of Hamlet, Laerbas, and Fortinbras.

2 Tucker, _p_. ait., . 198.




¥The rest 1s silence.” 1

Although the herces in Othello and Hamlet are vastly
different, both plays deal with noble and trustful men who
recelve a great disillusionment. , |

Bradley says that, not even excepting Lear, 'okhalio is
the "most painfully exciting and the most terrible" 2 of the
four great tragedles, boéauno it is ouonthliy :ﬁodern in

its deplctlon of human astlons; because the subject of sexual
jealousy holds a universal interest; because Desdemona's
suffering 1s paéaivo, not brought on by bar-»m aectlons; and
because Iago's intrigue on Othello's tragic trait is one of
consummate wlokedness. Because of - the sub ject and because of
some of the secenes, particularly those in which Othello abuses,
even strikes, Deasdemona, the play is exceedingly depressing
to many people, in splte of the reconciliation which Shake-
speare achleves at thse end.

Othello ia the most romantic of Shakespeare's heroes.
He has ied é life of war and adventure. He has won Desdemona
partly by means of the tales of hiz mndei'mga. fe 1s not
meditative 1lke Hamlet; he is pootic, as he shows by many of
his speeches. He is lmaginative; his "love is steeped in
imagination." 5

Eaﬁ%it’ v é&’ 360 a 176
Br ey: JShakesperean Tragedy, DP. .
Ibild., p. 187. ’

(R B
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His love for Desdemons 1s the whole of him; therefore
when jealousy comes to hlm, 1t usurps his nature. And yet
'the jealousy of Othello, as & lover, is not the only thing
which possesses him; he is cdnaumed-by his 1055' of falth’ Ln
the one he loves. He thinks not of the murder of D'es:dago:m'
but of her death as a sacrifice to save her honor. When '
Lﬁdovico agks him: : |
. VWhat shall be sald of thee?

Othello answers:

' VWhy anything
An honourable murderer, if you will; 1
For naught I d1d in hate, but all in honour.” . _
His world becomes chaotie, and he kills Desdemona only
to find out that his suspicions are unfounded and- that Des-
demona has loved him so much that she even seeks hls protec-

tion in her dying words to Emilia who has asked,

0, who hath done this deed? >
and Desdemona replies, | ,
Nobody; I myself. TFarewell} 3

Commend me to my kmd lord. O, farawelll

Othello!s faith in Desdomna is reatored but he asks:

But why qhould honour outlive honesty? 4

Othello, V, 1i, 202-5.
Ibid., Vv, 11, 123.
Tbld., v, ii, 124-5.
Ibld., v, 11, 245.
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'r‘o*v':rigé'ha"nyir' o

I'd have thee live; . - ‘1
For, m my aonao,' ttis happi.nus to Gio.

And thsn m m.- uﬂ nmm 1n hla mamm'ios of the
nrvico hn has dcm the :tato, he ronrta to h!.a fom self,
thn bmm, romntic advantw, mc from nmum mpi.-
clon and ‘mirderous intont.v Ho dlca with his ramon %o

nudcmm 3

I kln'd thoe ore I knm thu; no m but thn
K11ling myself, to die upon a kiss.®

&'adlcy ny: of thlx &conu

| Pity itsmelf van!.ahm -m love and admiration alone
remain, in the ms aua dignity and sovereign ase
cendency of the elose. Chaos has come and gone; end
the Othello of the counell chamber and the gquay of
Cyprus has returned, or a greater and nobler Othello
atill. And he speaks those final words in whigh all
the glory and agony of his life . . . sesm to pass
before us, like the plotures that flash before the
 eyes ‘of a drowning man, a trliumphant scorn for the
fetters of the flesh and the littleness of all the
‘lives that must swrvive him sweeps our grisf eway,
, nndvbnhodhuupon:kiuth&mtmmuarﬂl
- tragedles leaves us for the moment free from pain,

and e:mlt!.ngam ﬂm pmr of "lou m man's W
able m!nd

Emllu tho dull, somhnt stupm ané nmmpiainm
wife of Iugo, bocoms a emd woman at tha am of the plsy
and utters tor ua the vorda of lndigmtion NOecessaAry to OXe
press our violent cmoﬂtip,m}.l Some of her outbursts against

1 Othello, v,"ﬂ"n,'f 200.




, ‘o#;halle endanger her life. &he cries to hkz‘ R

:Mumtmwm&pmzsdcum
‘AsIh.avetobomt... . o

I'll nfh thee m

'*rhough I lost 'mmty 1ives.
3 V'Am agaln: |

ily thee down and roars -

For thou hast killt*d the ?oﬂat !nnoaont

That e'er dld lii’t np eye.

. mn I-.go triu to snenu hm.' ahn nm to Okhallo:
0 xmxrdorom omcmb! !hat ahonla a fml ‘

Do with so. good a ll.ro?

" Then Iago killa hhl vltn, and her last tlah is M

aha be luld by the slde er her mw

OG0

- Iioor, she was whatii m lov'd tm orml mw;

So come my soul to bliss, as I :pouk trm;

- So speaking as I think, alas, I d!s.‘*

Ear words, |
She ua too fonﬁ of hep mv :nm mgam 5

nrt ths ovarwholnmg we ight of oalmlty thst Wn
us, and bring us an extraordinary lightening of the

‘heart. -Terrcr and pity are here too mumeh to bear; we |

long to be allowed to feel also indignation, if not
rage; and Emllia lets us feel them and glves them words.
She brings us too the relief of joy and admiration--
a Jjoy that 1s not lessensd by hex death. Why should
she livet? If she lived forewver she never could sosr
a higher pltch, and- nathhzg Ain. her uto bum m 1ike

tht 10:1:15 11:. : .

Othello, V, 1%, 162-166.

Tbid., v, 11, 199-800. -

m-. , &1, 232-238.

T6id., V, 11, 240-261.

5., v, 11, 157.

Bradley: Mnmm_mm: pP. 241,






- Virtue shall at last succeed." 1 :
‘Bredley belleves that we may not be right in condemaing
| the fullng vh!.ch prmpm thnu aluratm my of us may
duira to sn Ioar amd coréclh cm and to llu m 3.n
murity and hnppmm. Bat, he continues, all the beat
authority is against such an outcome. He qncus»lsamb';
A happy ending l-<as 1if the’ liiing mertyrdom that Ieer .
had gone through, the flaying of his feelings alive,
did not make a fair dismissal ‘the stgga of 1life
the only Gworoua thing for ‘ _
Bradloy auortn thnt Lur does not 1caw a peuimist lc,,

dopreuod improumn, u :.u aaié‘

' T% ar thoughthomt%rriblootthoaﬁm
' our great tragedies), does not Aiffer in ssasence
from the rest. Its keynote ls surely to be heard
nelther Iin the words wrung from Gloster in h.'as '
_snguish, nor 'In Edger's words "the gods are wh"
Its f!.nul and total result ia one In uhm g'
- tsrror, carrled perhaps to the extreme limi ctm,
are so blended with a sense of law and beasuty that we
fesl at last, not depression and much less despalr,
buf & comcioumola of greatnesa In pain, 3:@ of a
_nolcmlty in the mtm-y u m‘k fatm.

‘Becauao Lur m mn pualn tmrd the end and has
not unduly aastrtod his autmny oxaopt in the first set,
there la danger of our forgttt&ng tmt he 13 maponalbh tor
the aatutropha thnt bttalh hh. mu S.n h!.s paas iveness,
during hia sane muntn, ha bem aatomtln ama forgota
‘man lmitatiam Buk in 'cha end, aurtoring revives his

1 Bradlnr‘, W pp. 251-2-
2 Ibid-, p‘ oi

am::w»- .



~ greatness and awaetnaas. - I% restores his oz*iginsal s‘tr:mgth
~ and unltes 11: with repentama and love fe@ 00::'6&11&. Lo

- And rinally though he (L@ar) is kil}.ﬁd an agony
" of pain the agony In which he actually 4 biu g ‘

. not of pam but of ecatasy. Suddenly, with a m
‘represented in the oldeat texh by & rmw ﬁm ro~

: ;:_peated Ho", he emlam: e :

D14 you see this?. ‘Look on m, TR
: lwk, m l&m,
. Look- thom, laok thm‘ai

Theae are -the laat worda of W Eo La am, a:

last, that she lives; and what haﬁ lw said whma he
wasd atill In dauﬁ’E?

She lives! 1if it be 8

It 18 a chanse whieh éogfruéum all amm :
That ever I haw fel%!

. %o us,. perhapa, ‘the m:wﬁge tmt he is dm im m

" bring a culmination of pain; dut If it brma%
_that, I believe we are felse to Shakespesre, t
seems almost beyond guestion that any actor is false

- %o the . text who does not attempt to exprassa, m lear's .
last ascents and ‘gestures and ook, an unbearable joy. 3

Jahmon deauribes I.ear as a trngaéy in un!.ah thc wiehad
proapar, ‘but Bradlsy does. not ngrae with hs.m a8 is natwal
. for Bradley in his theo:ey or rmoneumnon.' Evil exlsts on
totméatloxm ~lald by its opposite. It 18 salt-é!astr\mtlm, .
as well aa destruetim of thse an‘klt;n Flva of tm wmm
charactors in Laar die._. The outbmt ot thair evil is fa#al
%o them. ’ﬂm ‘world in which "m. appears 1s xmfriendly to 1t.
Eood is the principle of lﬂ'a m ths vmrld az:ad svll is n:a

Tbl'n]% I.&ar, v, 5.11 3%-51@.
oy V, 1151, 265-267.

3_ qudlex: Shamysrsma Tmadz P.. 291.‘
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Farther,

Hacbeth leaves on mosi readers s profound impression
of the misery of a gullty consclence and the retri-
bution of erime. And the strength of this impression
is one of the reasons why the tragedy is admired by
readers who shrink from Othello and are made unhappy
by lear. But what Shakespeare perhaps felt even nore
deeply, when he wrote this play, was the inceleulability
of evile~that In meddling with it human beings do

they know not what. The soul, he seems to fesel, !s a
thing of such inconcelivable depth, complexiiy and deli-
cacy, that when you introduce Into 1, or suffer to
develop in 1%, any change and particulerly the change
called evil, you can form only the wvegusst 1ldea of

the reaction you will prowveke. 4ll you can bs sure

of is that 1t wlll not be what you expected, and that
you cannot possibly esecape it.l

In spite of the horror which comes with hils bloody deeds,
as Bradley has poinked oul, our sympathy with Nacbethe-which
1s the source of cur feeling of reconcllliatlon-~remains because
when he Llwows himself back to hls old courage and reallges
the worthlessness of hils struggie to gain power, he dlsplays
the qualities whilch we admlre most In hilm and whieh bring him
nesrer to perfection than he ever was In 1ifel] In comuon
wilth the three other great tragic herces, he does nol desire
life.

out, out, brief candlie!

Life's but a walking shadow, a poor player

That struts and frets his hour upon the stage

And then 1s heard no more. It ls a tale

Told by an ldiot, full of sound and fury,
Signifying nothing.2

1 Bradley: Shakesperean Tragedy, . 386.
2 Hacbeth, V, ¥, 25-28.




This 1s not reiling st 1ife, as one critlc has called
1t .l Hathez;] 1\‘:_‘513_;: ,apqééh‘at resignation to s -jpowgr‘wh'on‘
function s to harmonize snd unify humsnity.

1 See footnote, supra, p. 32, on-Lily Bess Campbell.
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ROMEO AND JULIET, JULIUS CAESAR, TIMON OF ATHENS

ANTHOIY AND CLEOPATRA, AND CORIOLANUS.

As has been stated, and as shown by the foregoing sum-
mary, Professor Bradley has covered completely his theory
of reconclliatlon 1h the four great tragedles. The tempta-
tlon he offers to consider his'theory of reconciliation wlfh
roegard to the other tragedies and fo certain other of
Shakespeare's plasys, is not easy to resist.

From the six remainlng dramas of Shakespeare!s which

are usually'classifléd as tragedies, Tltus Androhlcus is
here omitted as a play to which any such thebry might be
apblicable. it haa none of the essentlai characteristics of
tragedy, as Bradley cbncolves of them,l and probably 1s best
classiflied by the comparatively modern term, melodrama.

The'remainlng tragedles are Romeco and Jﬁliet, Jullus

Cacsar, Timon of Athens, Anthony and Cleopatra, and Corlolanus .

The tragedy of Romeo and Juliet has beon called "not

one of character but of fate."® The lines in tho Prologue

substantiate this contention:

1 Suprsa, p. 8.

2 Raymond Macdonald Alden: Master Spirits of Lmteratureu-
Shakespoare, p. 244.
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From forth the fatal lolns of these two foes 1
A pair of star-orossed lovers take their life.™

~ Tragic predestination runs through the drama. Romeo,
sent imental and not in sympathy with the feud between the two
families, ‘ea‘rly in the play expreissea this fatallstic feeling:
o - My mind misglves - '
‘Some- consequencea yet hanging in the stars
Shall bitterly begin hls fearful date
VWilth this night's revels, and expire the term
Of a desplsed life clos'd in my breast o
By some vile forfelt of untimely death.

When Benvollo tells Romeo of the death of Jercutlo,

Romeo exclaims’ '

This day s black fate on woe days doth depend;
This but begina tho woe others mnat and.3

’I‘hrcugh the entire play there runs a thought of fate.
Romeo and Julmt is conceded to be one of Shakespoara's early

tragedlies: am} it seema to me that because 1% is an Immature
work Shakespaare ha.d not yet eonceived of that enlarged

' fate4whleh Bradley ealls unity wlth tm "othical substanee.
And yet even in thia mmature play reeoncuiation beglna to

Romeo and Jullet, Prologue, v-vi.
T5W., I, v, 106-111. o

T61d., TIII, 1, 124-5. |

This does. not mean that Shakespeare consciously included a

= G0

definite 1dea of reconciliation in his plays, but rather that

as he matured, his rwtural genius produced such an under-
standing of the universe. "It is as a dramatic poet and a
dramatic poet only that Shakespeare deals with life; he is
a moralist and a theosophist Iindirectly and by virtue of
the subtlety, profundity, and comprehensiveness of his
dramatic insight" - Collms, J. Churton: Studiea in Shake-
amare, P 179. : : ,




omerge.  The love of Romeo for Juliet pitted against the feud
between tm hmuoa of mntaqm cnd Capulet umi the insilatence
of these com‘notmg forces upon thn ‘rightful claims of each
| produce nnbalanm in tm anﬁrt m of the werld. One
claim must be denled--one side aumm»m order to achiesve
harmony. Romao and Juliet are “the vietims of tm power which
controls the unlverse. But thm is recomuxatian, even
though 1t ls somewhat trite.l We do not feel erushed at the
onﬁ ot ‘Romeo and Jul let, Mcnmc we see love is trimhnnt

aven 1n the fa«co of. dsath. At mm:'a tomb Romo exclaxmz

How oft when men are at the pelint ot death
Bave they been merry! which their MM;; eall
lightening before death. O how may I
, Call this a lightening? O my l.owi my wife!l.
‘rhon art not: conqm'd. « o -
- O, here

: ~wu1 I ut uy my onrlaating rut
- And -shake the yoke of inconspl W ;m

From thu world-wearied flesh. ,

‘mnre Ls rurthcw roollng of rocomu!.atlon in the know-
: lodgo that beanaso of the settlement of the feud thn 1overs
have not. d}.ed .tn vain. ‘ﬂu final Ipombn in the play
atrengthon this reolma. When Capu.lat a.ttw: Eontagm hh
\ hand, montagm says: | ’
But I can giw thee mt‘ o -
"For I will ralse her statute in pure gold
That whiles Verona by that name ils known e

Thers shall no figure at such rate bo se
- As that of true and raithru}. .mli.et

l This nry t:ritomn 1s evidence of the mnnturlty of Shake~

- speare's ldea of the relatien of man to the general scheme
. Of life. ’

2 Romeo and Julliet, V, 111, 88-112.

3 Tbld., Vv, IiT, 598—362.



And Capmt annmn

rlch shall Roma'a by hils hdy's lie,
’Poor sacrifices of our onmity.

The coneluding s »peogh of the Prince Includes the words:
Some shall be pardon'd and some punished.?

A8 we furn’td..?ulflala’éua.ur‘, it is interesting to ob-
serve th'ét Shakeapoure préiunﬁs iittia reconcilidthn In‘ ariy
of his plays ae.ung mh political confliets. He seems to
reauza tho Mavltabnity of hlstory-—that the "hllbcn'y of
a nation mrahea over the headn of ita men. L

| 'rho Ldu wmah stmkupom dosivu 1 13 ccmvcy Xn J’ulma
Caesar is that no m, oven though he were as mlgh!;y a8
Cnsaar or as nobl.o as Mua, 1a wt eneugh to gnmo hiltory‘
to ‘his m nn. He givn us a pompm, luperstitioua Ca.oaxr,_
sponod by vs.ctory, namingly ind!.fforsnt to flamrara but
uc’cually dulrma of their presence, nm‘! mmnmgly cmbltiom
for the orown. 7 Ec.msonts &mtus, the ldealist, acting
upon ‘his oin ldeia ruth@t than tiu faet';l ax-d;md'him; vho,
bocauso of what he beliovu to be right, is fm-ced by his |
belier to klll Gaesnr, .too abnorbmaly patrlotlc, but high
minded and ‘m-ajm. Ceesar with his ambition for the c_rovm and

1 Romeo and Juliet, V, 111 505-304

zm

i mrm: 8hgkospuro'a m'mtic Art, p. 195,
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Brutus in his efforts to save Romo by contlinulng the republic
are unsuccessful; while Anthony, Octavius, and Lepidus do
not attempt to make hlstory but rather to follow its natural
course and so are successful.

This: 1s a drama of political ideas--a conflict between .
typos of political thinking. "The blind and selfish mob,"
and "the selfish but far from blind politicians® 1 are the
- clalmants for what they think is right. The claims are
pushed too far until right becomes wrong and a catastrophe
iz lmminent. Why does not the catastrophe sadden us?

Hero is no mystery of fate; there 1is but 1ittle efrortr

to touch the sympathlies with profoundly moving pain or

pity. The judgment is satisflied that all happened as

"1t must have happened. None of those who failed could

have succeeded; history rarely reveals itself as more

intelligible, even 1f ironic in its progress. Ve

may mourn for Caesar, if the glamour of hls greatness

has touched us appealingly; we can scarcely fall to

mourn for Brutus, though it has hardly been possible
for us to acquire for him any passloneto regard. Thus
intelligence, rather than the capaclty to suffer, 1s
demanded of the spectator of this tragedy; and one

sees why 1t may be called as nearly perfect as any

Shakespeare madg,-yet at the same time 1s one of the

'Leaat powerful. E . : C :

Shakospeare haa no f£inal word on a conflict of pblltidél
ideas. As has been polnted out and as is true of all Shake-
speare's tr&ly hoble characterss-—thoseﬁwho doinot posseas

some human crack or wGAKneas——we are not entirely sympathetic

Tbid., —pp. 251-2.
Such characters as Bolinbroke in Richard II; Ulysses in
- Trollus and Cresslda’ ‘and Octavius In Anthqﬂy and Cleo-

patra.

Q-
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with Brutus, the unlfying force in the play. Consequéntly‘;
his death produces in us no profound sadness; and even
though Brutus 1s not taken al_l_vé, even though Anthony callg
him "the noblest Roman of them all™  there is no great feel-
Ing of plty or of exultation such as that which ls felt at
thé‘death of Hamlet or oi‘ bthallo. | | _

The political aspects of the play, in short, have

wegkened our sense of reconciliation.

Timon of Athens has been described as the only play

of Shékespeare"s "in which spleen 1s the predominant feellng
of the mind."2 : | | |

Othello has been called dramatlcally the most perfect
of the tragediles, v?hile Timon 1is "weak, 'ill‘-consﬁructed, N
and confuséd; énd though cars might havé made. it cle'ar, no
mére care could make it really dfamatic.“ S

Lear and Timon both deal

with the traglc effects of ingratitude. In both the
Vietim is exceptlonally unsuspiclous, soft-hearted, and
vehement. In both, he is completely overwhelmed,
passing through fury to madness in ons case, to

suicide In the other. Famous passages in both plays
are curaes. The misanthropy of Timon pours itself

out In a torrent of maledictions on the .whole race

of man; and these at once recall, alike by their

form and the ir substance, the most powerful speeches

1 Jullus Caesar, V, v, 68.
2 WIIllam Hazlltt; Characters of Shakespeare's Plays, p. 47.
3 Bradley: Shakesperean Tragedy, p. 243.
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uttered by Lear In hls madness.™ 1
Alden contends that the plot of Timon is a matter of
comody and that Shakespoare treats 1t as satirlc comedy al-
most throughout’Q He uses ths banquet scene as an Lllus-
tration of the fact that much of the action is that of farce.
But the actlon ends with tragedy in T imon's death. This

tragic ending reverses in an Iinteresting way the cases of

lMeasure for Measure and All's Well, In which the stories

are treated with much seriousness and are brought to sup-
posedly cheerful conclusions.

It 1s difflcult to agree with Alden as to the farclcal
troatment of Timon. A study of the play convinces he_that

there is a pauclty of the»‘comic strain in Timon of Athens.
Timon's traglc trait makes him bitter towards his fellow
men when he diacovers that they admlra him only because of
his glfts and wealth.

It is dlfficult to find any element of farce In the
words which Tlmon utters at the banquet: - |

lay you a better feast never behold, '
You knot of mouth-Iriends ! Smoke and lukewarm water
Is. your perfection. This is Timon's last;
Vho struck and spangled you with flatterles,
Washes 1t off, and sprinkles in your faces
Your resking vlllalny.
(Throwing the water in their faces)
Live loath'd and long. :

1 DBradley: Shakesperean Tragedy, p. 246.
2 Alden, op. cit., pp. 504~6.
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Moat smiling, smooth, detested parasitea,

Courteous dastroyers, affable wolves, meek bears,
You fools of fortune, trencher-friends, time flles,
Cap-and-knee slaves, vapours, and mlnute-jacks !

0f man and beast the infinite malady

Crust you quite o'er! vhat, dost thou go? '
Soft! take thy physiec firut--thou too~-and thou;--
Stay, I will lend thee money, borrow none.

- {Throws dlshes at them and drives thﬂm out)
What, all 1n motlon? Henceforth be no feast,
Whereat & villalin's not a welcome guest.

Burn, house! sink, Athens ! henceforth hated be
Of Timon, man and all humanity! 1.

This long invective shows the beglnning of Timon's
bitierneaa; He becomes more and more depraved Iin his hatred
of humanity as the play progresses. In the opening lines
of Act IV, he curses Athens and all its inhabitanta. VWhen.
he lnadvertently dlgs up the gold, he rants against mank 1nd
for lts love of the glittering metal. Yhen Alclblades tells
him he ls warring against Athens, Timon again shows hls
almost Insane bitterness by encouraging him in his efforts
to destroy‘the city. Even 1n his grudglngvklndnesa to his
faithful Flavlus, Tiﬁon shows auaplcion, lack of trust of
his one real friend. In his words to the senators who have
come to seek his ald for Athens he continues his unforgiving
attitude, and hls miserable life ends with a fitting in-

scription on hils grave-stone:

Here lies a wretched corse, of wretched soul beroft.
Seek not my name: a Plague consume you wilcked caltiffs left !
Here lie I, Timon; who, allve all living men did hate.
Pass by and curse thy fill, but pass and stay not here

thy galt.>

1 Timon of Athens, III, vi, 98=-115.
2 IBIE.’ G, I 30"'74.



In Timon of Athens there 1s no reconclliation accord ing

to Brgdléy's theory. Timon's folly in demanding loyalty in
return for his lavish gensrosity and his subsequent disillu-
gionment as to hils protegea change him into a mallcious
misanthope who remains»bitter and vindictive toward all man-:
kind even after hla death.f Th@re is no harmony here, no
unity with the controlling povar 1n the universe. The only
consiatent way to end this play 1z to annihllate Timon.

In Anthohy and Cleopatra the conflict is obviously be-

tween Anthony's atrﬁggleAfor cdhtrol,of a third of the world
and his all-consuming 1ové_9r Cleopatra. With the elimina-
tlon of Lepidus, tho‘atruggle for power 1s concentrated in |
two men--Anthony and Octavius. Octavius has a singleness
of aim which 18 not found in Anthony. Yet power, while de-
s irable to Anthon&; is not to him the most Important thing
" in the world. \ B
At the beginning he is risking it for love; at the
- end he has lost his half the woild, gnd lpat his |
1life, and Octavius rules alonse. :
ABecaﬁae of the voiuptuous love story Shakespeare pre-

sentg,'we évehtuglly lgnoré the political struggle in the

play and turn to the two lovers "who seem to us to find in

1 Bradley: Oxford Lectures, p. 288.
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death something better than their victor's life."t  our
sympathlea are focuased on the Iinward fall of Anthony and the

inward reoovervahich succeeds 1t.

- The greatness of Anthony and Cleopatra in their fall
is 3o much helghtened by contrast with the world they
lose and the conqueror who wins it that the poslitive
element In the final traglc lmpreasion, the_slemont
of reconclliation, 1s strongly emphasised.

The final act of the play entitles 1t to be called

All for Iove and the World Well Lost.

Anthony 1s uné'crupulox;s in his treatment of Octavla,
but ln splte of thls fla' Shakespeare has glven us a charac-
ter with whom we are in sympathy. Anthony not only wants
power, but his ambitlon is subservient to his passion and
8o he makes no great‘fighﬁ againat the enchantment of Cleo-
patra. His love for her is his ruin. His desé@nt begins
with his return to her, after his marriage to octavia; he
turns his back on his faithful soldlers In battle and follows
her when she leaves. Then his Iinward redemption starts.
Shakespeare depicts this redemption first in Anthony's
ovarpoyering’sehaevof shame for his actions and then In
the display of the giory,of his leadership in the last
battle.' Anthony belleves Clecpatra has betrayed him to his
enemy, and yet when he hears she 13 dead, he kllls hlmself.
Before he dles, he dliscovers that she st11l lives, that she

1 EBradley: Oxford Lecturea, p. 291.
2 Ibld., P. 292.
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has decelved him; but there 1s no word of reproach for her
but rather words of advice for her days to come. Ho con-

goles her wilth:
Peace,

Not Caesar's valour hath o'erthrown Anthony,

But Anthony's hath triumph'd on itself.l

There ls reconclllation here. Anthony has lost his
powor,}his share of the world, his life, but he has ﬁre—
servod the thing he valued most in the world--hls love for
Cleopatra. Hls inslistcence on his right to both power énd
“the passlon which exalted him, was not in unlty with the
"ethical substance." One'was denled, negated; and with it,
went his 1llife. 7 |

This is one of few playas in which we.have to consider
reconciliation in relation not only to the hero but
equally in relation to the herolne. The sincerity of
Cleopatra's love for Anthony haé been questionod bedause
of her delay lnftaking her own life. Howeveor, immedlately
after Anthony's death she says:

Vlo have no frlend o
But resolution and the briefest end.
Hor flrst speech in the last act mentions her inten-

tlon to take her life.

It is great 3
To do that thing that ends all other deeds.

1 Anthony and Cleogatra, TV, xv, 14-15.
L} s xv - .

3 Tbid., V, 11, 4-5.

v}
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- 'She fences wilth Octavius, but her determination to
cheat him of his victory never leaves her mind. She 1is
wlly and clever Iln her methods to gain time to accomplish
her dramatic end. Her death leaves us wlth admiration and
sympathy. To the asp, she says:

—~—

0, coulds't thou speak,

i?ﬁtugpgiﬁgieg?i? thee call great Caesar

She has folled Octavius, and we exult in her death
which joins her with Anthony. The height of passlon in
thls play reaches ecstacy, and we should be inhuman if it
dld not carry us along with 1it.

Cleopatra's tragody 1s in the last act, because here
for the first tlme she truly loves, even though the fulfill-
mont of this love 1s beyond her earthly re#ch. It is only
in this last act that her complex nature ylelds to the

power of true love.

In Corlolanus there 1is nothing base in the pride and

self-wlll of tbe noble hero; and yet these qualiiles destroy
him. The interest toward the end of the play is centered

on the question of whother or not Coriolanus will burn Rome
or whother his better nature will overpower hla rosentment

and pride. Through the influence of Volummla, his mother,

1 Anthony and Cleopatra, V, 11, 309-11.



49

he lays aslde his pride and self-will, which are Iincompat-
ible with "the ethical substanée,“ and presefves his native
city.

Ve know he will lose his life, but he has saved his
soul. There is reconciliation here but in a form not so
deep as that found In Othello, for instance. This lack of
depth 1s perhaps accounted for by the fact that Shakespeare
was following historical material as a source. The play .
might be called a drama of a pollticael struggle; and, as
. has been said,l Shakespeare has no £ inal word of reconcilia-
" tion In his political plays.

It has been suggested that the end of the play would
have been moré truly tragic-~although not so noble-<had
Corlolanus, amid the flaming ruins of Rome, suddenly awakened
to the enormity of hls deed and taken his life. Had this
happened, COriolanué would have found reconciliatlion only

in the deed of vengeance on himself.

1 Supra, p. 40 and p. 42.



v
THE CHRONICLE PLAYS

A consideration of Bradley's theory of reconciliation
in relation to Shakespeare's chronicle plays leads me to
belleve that there 1s an absence of the element of recon-
clliatlion In these dramas. |

It has been contended that from the beginning the

chronicle play aé a distinct dramatic form was doomed to

fallure.® The 1limitatlons of historical faét’prévenf a
dramatist from depicting actions as resulting from characﬁer
or charaéter as issulng from actiona. The natural evolution
~of the chronicle play was a development Into thé comédy of
manners, Into tragedy, or into mere romance, depending

upon thé emphas 1s of the dramatist iIn hls treatment of

~ the plot. It 1s sometimes wondered why of all the historical
plays Richard II1I is th@'mcsﬁ frequently acted. The rest

of the chroniéle plays lack one essential of drama--unity.
An audience 1s unsatisfied unless a definite unified im-
preaslon ls left. Richard, In this play, is the dominating
figure who binda together the‘crowdlng incidents of history.

Richard III thus possesses the elements of tragedy more

1 Gédrge Plerce Baker: The Development of Shakeqpeare as
a Dramatic Artist - Chapter iv,. ]
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than‘any of the other chronlcle plays. Rlichard, full of
ambition for the throne, cuts a ruthless path to his goal
and sweeps aside all who stand in his way untll he is slain
by Henry, Earl of Richmond. | |

It follows naturally, then, that In this one of the
chronicle playﬁ, which might have been tragedy, there is
an inkling of reconcillation. After the ghosts of Rlchard's
victims vialt him in hls tent, he baglna to reallze the
enormity of his crimes and to think of himaself as the con-

summate villain he is. In a long soliloquy, he says_in
part:

Cold fearful drops stand on my trembling flesh.
What! do I fear myself? There's none else by.
Richard loves Richard; that is I am I.- :

Is there a murderer hare? Yo, Yes I am.

Then fly. What, from myself? Great reason why,
Lest I revenge. What, myself upon myself? :
Alack, I love myself. Wherefore? For any good
That I myself have done upon myself?

0, no! alas, I rather hate mysclf

For hateful deeds commltted by myself!

I am a villain! Yet I lie, I am not.

Fool, of thyself speak well; fool, do not flatter.
My conacience hath a thousand sevaral tongues;
And every tongue brings in a several tale,

And every tamle condemns me for a villain,

e o« o Crying all, Guilty! gullty!
- I shall despalr. There 18 no creature loves me;
And 1f I dle, no soul shall pity me.l

This 1s not the expression of a crafty enjoyment of
~ wickedness, such as he conveys in other speeches in the

olay, but 1t 1s rather genuine underatandlng of his brutality;

1 Richard III, V, 111, 181-201.
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and with this realization he senses a power mightier than

himself by which hls death and faflure arce shortly accom-
plished. |

By way of contfast with Riéhard III, Richard II might
be termed a tragedy of futlllty,and Shakespeare with his
universal Interest in human belngs portrayed in Richard II

a man who was uncommon in his own day and whose death ended

in futility. But In Richard III, in spite of his wicked-

ness, there 1s a hint of a possible recognition by the hero

of an all-controlling power in the universe.



v

BRADLEY'S THEORY COMPARED WITH SIMILAR CRITIC ISi;
A STUDY OF SHAKESPEARE'S TRAGI-COMEDIES AS DRAMAS
OF REGONCILIATION.

Further elucldatlon of Bradley's theory may be obtained
. by comparing other critics more or less In line wlth 1it.
While 1% ié more complete than that of any similar inter-
pretation of Shakespeare's attlitude toward tragedy, it is
significant that Bradley's theory 1s not singular.

Of all the critics who treat the topic of reconcilla-

tion in Shékespeare, J. Churton Collins's condeption1

1s most In accord with Bradley's 1nterpretatibn of Hegel.
Collins says that Shakespenre severs thsology from ethics.

Shakespeare's Theology, then, may be saild to resolve
itself Iinto tho recognition of Universal Law, divinely
appointed, inimlitable, Ilnexorable and ubiquitous;
controlling the physical world, controlling the moral
world; vindicatlng itself iIn the smallest facts of
life as in the most atupendous conclusions of nature
and soclety.? v

It is,.than, in the recognition of universal law,

and In traclng the connexion of phenomena with that
‘law; In the clear perception that as, in the tossing
wastes of the wildest sea, not a wave gathers, not

a bubble breaks but Iin obedlence to law; so in what
appears to be the anarchy of human life all is
ordered--ordered not as in the physical world becausec

1 J. Churton Collins: Studies in Shakespeare, pp. 127-179.
2 IbMQ"'po 152.- ) °
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1t was the law in 1tself, but because 1t has the law -
within and for 1ltself; 1t 13 In the cloar recognitlion
of this--~in the recognitlon of the ublquity of

the law--in the vision of the "ever during calm sub-
slsting at the heart of endless agitation" that the
Theology of Shakespeare mainly expresses itself.l

Collins continues that Shakespeare contemplates man
in relatlon to himself, to duty and-té society rather than
In relatlon to the unseen. He subordinates theology to
ethlcs. |

moulton2 says that a moral system Iinvolves the assocla-
tion of charactor with fate and‘that retribution is a fun-
damental 1doa in morals. Ile discusses what he calls the

"Wrong and Retr ibutlion" drama? in which evil is punished,

and the "VWrong and Restoration" play4 in which Shakespeare
achleves the "redemption" of his characters. He usos
Cymbeline as an 1llustration of the "Wrong and Restoration"
type. This conception 1is, of course, vastly different

from Bradley's theory.5

While Miss Campbell has no distinct treatment of re-

conclllatlon, she, too, shows the need for some interpreta-

Collins, op. cit., p.- 156.
Riehard G. MNoulton: The Horal §Xptem of Shakespeare.
Ibid., Chapter IV. : '

Ibld., Chapter V.

This diffarence will be shown more clearly in the dis-
cussion of Alden's theory, ante, p.56.

(3 8- R AR
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tlon of evil in relation to Shakespeare's tragedlea,l

Miss. Campbell states that tragedy and phllosophy must

always have much in common, as must tragedy and religion,

because the problem of tragedy 1is thb problem of evil in
- the world and‘the expianation of the reason for the avil.
She malkes a study of the philosophical thinking of Shake-
speare's day and of his incorporation In hils trégedieé of
the prevailing l1deas of the humaniatsvin regard to e#il
and controlling passions, upon which the tragedies are based.
Her study results in an 1nterest1ng analysis of temperament

in accordance with the ldeas of Shakespeare's time.

Lounsburyavstatea that Shakespéare in his practice of
leaving the gullty unpunished and the innocent unrewarded
~ has provoked'severe criticism of himself as a moral teacher.
Vhen Shakespeare considers the larger questlons affecting
human life and conduct we recognize his superiority as a
gulide.
Ve feel then . . . how complete is his knowledge of
the real rewards and punishmeonts which wait on human
action, not on the fanciful ones which we in our 3
shorts ightedness would think proper to have bestowed.

Shakespeare rejJected poetical justlce. Iie rose superior

to any puch arbitrary and unreal disposition of events-~to

Lily Bess Campbell: Shakespeare's Traglc Heroes.
Thomas P. Lounsbury: Shakespeare as a Dramat st and
lioralist. . IR

3 Ibld., p. 401.

N -
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deplcting not what ls true in life but what we should like
to have truc. - Shakespeare's success as a moralist 1ls due
to the fact that his moral is not nade obirusive. Speaking.
of Macbeth and his final realizatlion of the worthlessness
of his crime, Lounsbury says:
Upon him in the rrlde of power had fallen already
the penalty of violated law. It is thls endorse-
ment of the genulne decrees which regulate the
moral government of the unlverse; it is his full -
ecceptation and adequete representation of the far-
reaching consequences which follow human action (whether
it be due to frailty or to fault) . . 1t is nis
inslstence uron the actual. rewards and renalties
that walt upon conduct: these it 1s that entlitle
-Shakospeare to the position he holds of the great
moral poet of humanity.l
Lounsbury's conception of Shakesﬁeére as a mora1'
toacher coincideé In some degree with Bradley's conception
of reconcillationj but Bradley goes deepor than ddés'Louns-
bury, with the result that his theory of reconclliation is

more unlversal and more satlsfying.

For a detalled study of certaln plays we turn to Alden,>
who concelves of reconcliliation as pardon for wrong, accom-
panied by peace. Ilo calls the plays of Shalkespeare's later
period "traglc-comedles, romances, or dramas of reconcilia-

3

tion," and includes in his list of this type of recconclilia-

1 Lounsbury, _@. cit., De 418,
2 Alden, op. t., pp. 290-324.
3 Ibld., p. 3Z1iT ' .
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tion play the followlng: Troilus and Cressida (which he

finds difficult to classify), Measure for Measure, All's

Woll, Timon of Athens! (which he says may also be classified

as tragedy), Pericles, Cymbeline, The Winter's Tale and

The Tempest.

Alden says:
' Having sounded the depths of human evil and suffering, he
(Shakespeare) could hardly do other than chose be-
tween a relapse into sombre slilonce and a growing
consciousnasa of the forces of reconciliation.2
Alden continuea that this tendency toward drama of re-
conciliatlon is natural 1n the maturing playwrlght. To
some this may seem merely an unwilllingness to Nface the
facts" S but vtfo‘othera it "implles an Insight Into that
region where tragedy diaappearé because the whole course
of thﬁ passions has done 1lts perfeot work, and the human
spirit has come into 1ts own inheritance." : A

This conceptlon of reooncillation 18 entirely different

from that of Bradley.

In this thesis, Timon of Athens has been considered as
a tragedy. Supra, pp. 42-45.

Alden, op. clt., p. 323.

Ibld., P. 334,

ibid., p. 324.

i



As Alden has sald, Trollus and Cresaidal 1s difficult

to clasaify; but certalnly there 1is no reconciliation (as
Bradley conceives it) in this play. There seems to be
abject futility in the onding54n6th1ng'la resolved. All

the amorous. Intrigue, all the boasting and fightlng bring

no settled issue. The "Trolilus~Cressida™ plot or the "Achll-
: los-AjaxaHbctor" plot might have beenvbrought to a far |
more'concluéive»end; If there werélpresent‘the element of
reconbiliatlon. 1In splte ofyhla vows of eternal ldve for _
Cresalda,'Trbilus herely spurns her when he finds her
unfalthful and leaves her in the midst of her love affair
with Diomedes. Achilles contrives the death of Hector by

a baée trick and in spite-of his arrogance and inaction 1s
left in triumph. Because thererla no recohciliatlonn-
because there is no reaching for a unlity with something
higher than the bickerings of love and war--there 1s‘no
cleans ing of the close, unheaithy atmosphere of the play.

Measure for Measure "acoumulates the materials for a

tragedy, from which 1t 1z saved only by half legitimate

means."z

1 Shakespeare's Problem Comedles by Willlam Witherlee
Lawrence was extremely belprul in giving me a better
underatanding of Trollus and Cressida, Measure for
Measure, All's Well, and Cymbeline.

2 Alden, op. clk., p. 299. .
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The drama 18 not one of reconclliatlion lanradley's
sense. There .1s no unity with the "ethlcal substance."
There 1is only superflclal reconciliatlon. The Duke orders
Angelo to marry Marlsna; then sentences him to dis. ﬁhriana‘
and Isabella borauade the Duke to allow him to 1llve.

Claudlo 1s freed from prlson and marrles Jullet. The Duke
proposes marriage tb Isabella. .This 1s no deep solution

of thé'problém presented by the play. The Duke, a dilatory
ruler, has no realizatlon of his shortcomlngs; Angélo'a
wlckedpeas-ls not negated e8 1t should be. Claudio, in
aplte of his wililngness to sacrifice his slstér, i1s allowed
his'freedom and his bride. The entire ending 1s shoddy

because of the lack of reconciliation.t

- Just as Measure for Measure 1s a mlsnomer, so iz All's

Vell That Ends Well an Inappropriate title for the outcome

of the play.

Can a marrlage so arranged, an agreement between
husband and wife so fulfilled end happily? 2

Helensa appaala to some readers as dlgnifled and womanly,
but I find little to admire in the extreme lengths to which
she goes. Bertram is a rascal, but an insignificant one;

he is a liar, a chaat, and a seducer; He dlsplays his

1 The marrlage of Isabella and the Duke 1ls, perhaps, the
real tragedy which is unwritten.
2 Lawrence, op. cit., p. 35.
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faults to within the laat f1ifty lines of the play. Then
there occur a haaty whltewashing of this ineffectual villalin
and & patched-up pardon by the king and forglveness by
Helena. It is almost needless to add that thls is not re-

conclliation.1

Alden calls Pericles "a pageant of adventure rather
than a true drama. Such a tale requires no characterlization

to make 1t effective." 2

The inner nature of the persons
is not necessary to the actlon. Th@réfore; 1t !s only in
Perlclesa' daughter, !Marina, that we find any attembt at
reconciliatlon. She delivers herself from the brothel

by force of her purlty and courage. But nothling further

grows out of thls suggested development.

As in Perlicles, the action_in Cymbeline is carried
from place to place, but there is much more unity in the

latter play than there is 1in the former. Imogen dominates

1 J. Dover Wilson in The Essentlial Shakespeare, p. 117,
makes the following comment on Measure for heasure and
All's Well: "...these plays, above all others by Shake-
apeare, should be easiest for our own day to understand.
HMeasure for Measure 1is written in much the same key as
Yoint Counter Polnt and others of Ir. Aldous Huxley's
novels. The hatred of sentimentalism and romance, the
savage determination to tear aslide all vells, to eoxpose
reallty in its crudity and hideousness, the self-lacera-
tlon, weariness, discord, cynlcism, and disgust of our
modern '11tarature of negation' all belong to Shakespeare
about 1603."

2 Alden, op. cit., p. 307.
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the play.';She retains her purity and will in an evil world
but Shakespeare asks us "to rejoice over her union with a
hero umworthy to llck the dust at her feet." *

This play, like those we have juut discussed, does not
£1%t Bradley's definitlon of reconciliation. Posthumus,
gullty of the Iinsulting wager on the virtue of his wife and
of an intent to have har.murdéred, and the scheming Iachimo
are pardoned by Cymbeline with,

Pardon's the word t6 all.2

, ,Such,blankét‘rorglvenesa, while it may preserve a man's
life, robs him of part of his inner bslhg, and‘déos not
bring him into permanent unity with the universe.

‘"AB has bsen mentioned,s'Tho Winter's Tale has the most

aup&rtlcial ending of all Shakespeare's plays ags far as
raconciliation 1s concerned. ILeontes, whose unfounded
. Jealousy 1s the cause of the unhappy beginning of the play,"
is rewarded in the end by the forgiveness of his wife,
whose statue comes to life. Thia”ia”thn best example of
the maka—ahlft reconclilliation found In these plays.

Bradley says of Posthumus and Inpntes that if they wéfa
put in true tragedieé, the-pla§a would not end traglcally

because nelther of the heroes reaches trhgic dimenslions.

1 Alden, 22. cit., pPe 310,
2 Cymbeline v, - v, 422. .
3 upra, p.’z. !
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For lnstance, Othello would never have acted as Poathumus
d1d; nor would Othello have continued to livo If,:like -
Leontes, he had dlacovered that hils wife had been accused
unjustly.

. Do.we not find In the absence from these plays of re-
conclliation of an ultimate nature the reason why the tragl-

comed ies disappolnt us and are rarely presented?

J. Dover WIIBonl agrees with Alden In his bellef that
Cymbelline, The Winter's Tale, Pericles, and The Tompest

are "tales of reconcillation and forglveness." 2
"¥Willson describes the appearmnda of the living atatue

in The Vinter's Tsle as a "reconcillation" scens.® But

he cont Inuoa that 1t 41d not content Shakespeare because,
Two separate worlds, the blessed world and the bitter
world, even when reconclled in a finale, do not make
olther one world or one play. 2
The prcblem which confronted Shakespéare was to ”attaln
.2 vision of the two worlds and hlis moods as a single
harmonlous whole, and express that vision in a play as

perfect In its way as King lear." S ' . _
This, I think, Shakespeare achieved in The Tempest.

It 1s interostihg to observe that, in spite of thelir

J. Dover Wilson: The Essentlal Shakespeare.
IbMQ"po 1&0. .

Ib1d., pp. 140-1.

QKW



different views of reconcillatlion, all critics--~from Dowden

to Wilson--who dlscuss The Tempest, treat 1t as a play

which falls naturally into Bradley's conception of reconcilia-
tion. I belleve that at the time he wrote The Tempest

Shakespeare's mind was not concentrated on the evil In
the world and so he wrote a play which ls entirely one of
reconclliatlon--ehtlraly in harmony with all things in the
universe. |

Prospero lnows there 18 evil in the world--perhaps that
1t is inevitable-~but he has learned to bear with it. Ie
realizea the transitoriness of all things materisl; that
man's life may be looked at as an illuslon or a dream.

Our revels now are ended. These our actors,

As I foretold you, were all spirits, and

Are melted Into alir, Iinto thin air;

And like the baseless fabric of this vision,

The cloud~-capp'd towers, the gorgeous palaces,

The solemn temples, the great globe itself,

Yea, all which it inherit, shall dissolve

And, llke this Ilnsubstantial pageant faded,

Leave not a rack behind. e are such stuff

As dreams are made on, and our little life

Is rounded with a sleep.l

But he knows also that, dissipating 1llusion and dream,

patlience and forglveness bring harmony. In The Tempest,

those who do wrong and those who are wronged are brought
together, and their two worlds are harmoniged at one spot
and at one p_oint of time-~harmoniged not through punish-

1 The Tempest, IV, 1, 148-157.




ment and revenge, but by means of "forglveness and recon-

ciliation.™ 1

In Lear, Shakespeare '"showed Truth, at 1ts bleakest

and most terrifylng, as Beauty; In The Tempest, he succeeded
~in showing Beauty, at 1ts severest, most magical and most

blessed, as Truth." 2

Prospero's harmonious and fully developed character Is

the reconciling personallty In The Tempest.
The student of reconciliatlon cannot faill to remember

that The Tempest 1s the last play ascribed to the sole

authorship of Shakespeare.

-1, Wilson, op. cit. p. 141.
2’ Ibld., p. 145, .



VI
CORCLUSION

An analyals of the plays Indlcates that Bradley's
theory of reconciliation is more satisfactory than that of v
any other critlc. He appears to have a true concept of
Shakespeare's tragedies.

According to thls sfuﬂy, the plays which contain ele- .
ments of reconciliation, as reconcillatlon 1s concelved by

Bradley, are Hamlet, Othello, King Lear, Macbeth, Romeo

and Julliet, Anthony and Cleopatra, Richard III, and The

Tempest. Omitting the comedles, the plays included In

this llst are produced more frequently or read more generally
than any of Shakespeare's other dramas. As this thesls 1is
belng written, three of the plays-~Hamlet, Richard III, and

Romeo and Jullet-~are in production on the New York stage,

Othelio was played Iin Colorado last summer, and others
have been produced within the yoar. Their presentations
cannot be called Shakespearean revivals. In fact, those
plays have never been dead.

The explanation of their appeal is not far to seek.

They represent the éternnl‘verlties, which cannot be
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measured by time or place. Thelr constant appeal may be
attributed tov' the unconadious recognition by audlences and
by readers of the presence of recénc'illation, as Bfadléy
conceives it. In splte of tragle endings, which exclite
such plty and fear as to produce a catharsis of the emo-
tions, fheae dramas yet reveal that suffering and s0rrow
make us at one wlth the unlverse in the fulfillment of
destiny, In the establishing of the final order of all
things. | | - |
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