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THE DRAMATIC SPRUCTURE QF SHAKESPEARE'S PLAYS,

A drama is a3 presentation of an action. Action is the
connection and interweaving of details, by a contrqlling idea,
into a work of art, possessing unity; it is the train of in=~
cident, conoceivad as a whole. Events in thesuselves are not
dramatic, but must be remodelled inta the relations of cause
and effect by an underlying dramatic idea; them it is that the
drama becames a woerk of art.

The plot is the form which the action takes, the abstract

Woudton. design or pattern which is applied to the material, life. It

"

may be simple, complax or compouund. The ancient drama consist-
ed of a single plot; the Shakespearian drama is a cdmplex,

much more alaborate, having a main action and subordinate act=
ions; its unity is subtler, as it is a harmony of actions; each
of which blends with the others; they may be cqonnacted by com-
mon personages or links, by being coanstantly intsrwoven, by
being related to the same enveloping action, by being mutual-
1y dependent, or by furnishing parallels and contrasts to each
other.

» Any series of details which have a common interest may be
censidered a separate aoction; so that division intg sub plots
is not fixed but is partly optiocmal. The beést division of the
sub plots, however is that which best presarées the unity of
the whole, connectiag each sub plot, as far as possible, with
the main and making it throw l1iZht upon the whole. So an a-
nalysis Qf a play pust separate it into its component sctioas,
bepinging out its symmetry and showiang the influence of each
action upon the aethers and their interweaving and overlapping.
Besides the main sub actions, a play usually has an eaveloping
aotion, which shows the relation af the world Qf the play to
the outside world, by involving the characters in an intsrest

more far-extending than their own, as does the war with






Fortinbras in §AMLRY, or the war with Franceg in KING LRAR..
This “action may be only slightly related to, the others ar may
bear a great influence upan them,, but it must not violats the
unity @f the play. Its influence, also, upon the others must
be pointed out in an analysis af the dramatic structure.

The drama must possess unity throughout. Something indeed,
must always be pre-supposedy after thess preqsuppqse@loironmf
stances have been set forih and the action started,. it must
proceed by well-<9rdered stages to the climax, then downward
ta the end, nothing being introduced which has not been pre-
pared for, but everyining happening as a result of something
that has aliready taken place. Freytag and Miss Woodbridge
divide the actiqgn inta two parts; the rise and the fall, il-
lustrating it by the figurs of a pyramid:

A" bednd The vniroduction,

B the rvavand actiown,

G %he fwuravad povalk,

D Yhe fabbivnd activon,  and

E the .covasturophe, wvn case

o o %rofedy, the dencdement

W cose of a comedy.
We shall.hqwever,adopt Moulton's scheme of analysis; a faour
turning point scheme which is in slightly different terms. It
may be represented thus:

)

a

The turning point is the point where the forces that are
paking the aotion assert themselves and bring about a turn inifs
direction and development. There ars turning points in every

drama; if there were not it yould not be a dramatic story, but

(2)






merely a train of incidents., A drama represents a struggle;
it is the struggle, the play of foroces, that makes thevéfbrj;
these faréesAmu$£Aoqme, in and arause interast in the issue

af the struggle; there must be opposition to the hero, maodi-
fying the line; and this qpposition must sonquer or be cons
quered., This means that there must be a secand amd a third
turning pqeint; but the first and fourth turning points are

not the turning points in the strictest sense of the ternm,

as up te the first turning point there is na action and after
‘the fourth thers is none; the action begins at the first turn-
ing point and closes at the fourth. For the sake of comvenienoe,
however, we shall speak of the "four turning poihts“, bearing
in mind that the first and fourth are not really turaiag point?.
Also,: the'gggg is not always sharp, forming an angle in the
line of aotion;'as igiha;e repiesentéd in the diagram; it does
not take place at once, but is gradual,vounae@? going on for
some time; the force at work turns the action ‘gradiually from
its line of development; at first we may not be aware that the
turn is being made, but there conmes 5 decisive moment or

crisis of the turn; which marks it sompletion} it is this de=
cisive moment that we call the turning point.

The drama is divided accordiang tg Moultoh inta e five
paris” the Introgduction, Rise, Complication, Resolution and
Closey; these parts are separated and determined by the FPaur
turning points, the first being that at ghich the exciting
force enters, the second that at which the complicating farce
enters; the third that at whioh the résclving force'enters and
the fourth that at whieh the resolution is complets. Het Us we

now examine the parts of a play as shown by our diagramii

A, THE IXNTRODUCTION,
This extends from the opening of the play up to the first
turning pointli In the 3reek drama what was pre-supposed for

the -actioan was given in a pR@logue; the prologue was a

‘(3)






., necessary and vital part. In Shakespeare the pealogue)when
used at akl; is extraneous, having no conanection with the
action, but merely a plea for tLhough,. attention and ia-
dulgenogﬁsggy;ometimes gives information. The intrqduction

is by Shakespeavemade an orgdanic part of the play, with a
defignite funotion to perfora; thatbogvcbﬁcisély characteriz-
ing the enviranment, sa that the hearer will be in a position
to Epilow appreciatively the developmsents; of intpoduoinﬁaﬁhﬁfx
character and giving information about him;: of Ziving

the atmosphere and striking the keynote,Shakesp?are's intro-

ductions are masterpisces:

B. RISE.

Up tqg the first turaning point we do nat know what the
action is to be; here the story receives an impetus is a def+
inite direction. The action is not started xciting
force enters; this disturos the inactive ¢ affairs

~and starts the dramatic action. So the first "turning point"
is not a turuning point in the strictest senss of the ward, as
the action hitherto has had neo direction; it is merely the

giving the line a definite direction. Hers we learn what is

to be the main action.. So far agur figure is thus=:

7

C. CONPLICATION. .
This is begun by the entrance af the conplicating farce

at what we call the second turning point. This force may

have baen at work before the opeaning of the drama, but ws do
not become aware of it and the influenoe it is to exert upon
the action until the second turning po%nt, where it sways the

action. ‘

(4)






wwabu11H ;n a play of the first type, where the hero dominates the
first half and is relatively quiescent in the second, the exs
citing faerce is usually the event which inspires in him a
feeling or will which is the cause of what folklows; in one of
the secend type, where the hero is guiescent in the first half
and rousad tp action iIn the secand, it is usually where the
countsr-play resolves to act. Thus in WACR®TR it is the ap-
pointment of Malcolm as Prince of Cumberland; whica decides
Macbeth to murder Duncan; in OTHBLLO it is Iago's resolve to
make Qthello jsalous.. The complicating force coantinues tao act
until the third turniang point is reached.

1
D. RLSOLUTION. ¢
At the third turriag poiat the complicating force is

spent and the reversal is begum by the entrance of the resolv-
ing force. In a play of the first type the cliimax is when the
nero has reachsd his highest poiat of success and meetbts with
nis first cneck; in one of tne second it is when he 1is roused
to action. If the strugile is an ianteranal ons, the secoad
turning point is where the foMce that is ta conguer in the end
becames predominant. The line of action is deflscied again,

and the dowaward action begins.

®. CONCLUSION.

The fourth turning point is the poiant at which the re-—
solving force brings the development of the action to its end.
In the case of a tragedy the Catastrophe, at the faurth turn-
ing point)is usually coansidered to be the desath of the hero;
but if the struggle is an interunal one the tragic fate lies
npot so much in the hero's death as in his realization of his
failure. In the case of é comedy this last division of the
turn of the action is called the Denodemsnt. Froam the faurth

iuvning point the drama should speedily reach its close, for

. (5)






there the action is ogmplete, a few more lines, however being
often necessary to set in order the disturbed conditigns of
affairs. The usage af the term "Catastrophe” for the fourth
turning point apd far the section of the play from this to
the close is confusing; so we shalkl use the term "Conclusion®
to apply to the diviision of the drama and "Catastrophe™ or
"Denoement”™ ta apply to the feurth turning point. This term-
inolggy better shows the relatiomn of the drama and other forams
of literary composition, by showini that the drama cpnsists of
an Intreduction, a Body (inciuding Rise,, Complication, amd
Resolution) and a Cpnclusion, as da all literary works of gnt;
But we belisve that the line of action and its turning
'point may be represented slightly more clearly and simply than
by Moulton. A Tragedy is fundamsntally the struggle af the v//’
hera agajinst apposing forces. Up to the first turning point
the keynote has been strucik, information given about the hero,
and the hero introduced. At the first turning point enter the
forces which are to bs on the side of the hero, to direct, im-
pel or aid him in the struggle; there may be several forces :
on his side, only one of which we become aware af at the first
turning point; here they begin the action by becaming the
cause of the heroc's starting toward a goa@;V?He pragresses tos-
ward this unmolested until the second t;;iing point, where he
is met by the opgbsing,ar counplicating, farces. These may
have been in existence before the beginning of the actiaon; but
da not influence it until here,. where they came into contact
with the hero,: and begin the struggle: There may be several
¢f these fqQrces, only ¢ne encountered here. The hera's strug-
gle against theses forces cpntinues, with the result undesided,
untik the third turning point, where he is ohecked; the oppos-
ing forces became uppermost and the tragic fate of the hero
inevitable;: in spite of the continued exertieon of the forces
represented by the hero (which furnish the *final suspeanse"),
he is plunged downward irrestsbly ta the 8atastrophe. Sa for

()






. a tragedy the figure is thus:

|

= aevo's jovroes R

opyposwnd forces

the figure is thus:

for a third turning point the farces of the opposition aio
overcpme by the hero and ne coatrols the development of the
action and instead of its being turned downward ta the Catas<
trophe by the opposing forces, whioch enter at the second turne-
ing point, it is carried upward to a happy end by the forces
which are on the side gf the hero, those which entabed at the
first turning poeint: Imn this case, the opposing force:remains
active after the third turning point, becoming now the sourocs
of *"final suspense®. These diagrams, it seenms to us, afford
a simpler representation than Moulton's, for they show that in
a tragedy what Moulton calls the Resolviang Force, which sways

g&&he action downward at the third turnini point, is in reality
ouly the victory of the opposing ar complicating forces, which
4ntered at the second turning point and the final suspense is
faurnished by those forces siding with tahe hero which entered
at the first turning point; and that in a comedy what Moulton
calls the Resplving Force is the victgory af those foroes an
the side of the heroy; whioch entered at the first turning point,
and the "final suspense” is furnished by the opposing forces,
which entered at the second turping point. This diagram

simplifies the representation of the action, showing more

(7)






plalnly the fact that the drama is prlmarlly a struggle be+
tuaen the herqg and resisting forces, and bvxnglng out more
clearly the difference between trajgedy and comedy. The a-
nalysis of the plays will be the same; however, whether by
tﬁis scheme or H¥oulton's.

W#e may recognize these divisions also by the change in
the agtitude of the audience. During the Inmtrpduction their
interest is being aroused, they are waiting to know what the
story is to be aboutyx at the first turning point they lsarn
what the stary is;, wnd throughout the Rise they are curious
t9 know what is tp happen to the hero; at the sscond they
learn what the hera is struggling against, and throughout the
Complication they are anxious about the outcome of the hero's
effort, or that ¢f the caunterplay if the tragedy is one af
the secsond kind; at the third (in case of a tragedy) they are
gsure of the ultimate tragic fate of the herao,y yet, buoyed
throughout the Resplution by the final suspense, they hope
against hope; at the fourth turaing point they.sinx into utler
¥y hopelessness. To shake their coanfidence in a happy oad,
(it oomedy)ﬂia inspire them with hope enough to hold them
through the fall of the hero (if tragedy), there is pressat
between the third and fourth turniang points a"finah suspenss",
In a tragedy this is a hindrance to the downward action, whieh
furnishes & hope of escape for the vicitim; in comedy it is an
abstacle placed in the way of the happy ending; but it proves
of np avail and the dawnward actien continues its course..

Besides the logical divﬁsiqnpwhioh we have been discussing7
there is also the mechanical division iantp acts and scenyes.
The division of the drama intq five aats is not cgafined to
Shakespeare and djd mpt eriginate with him. The olassical
drama passessed it, and it has been retaimed imn the Geraan,
FPrench; Spanish and sther dramas based upon the classical; so
it certainly is not without purpose. The mechanical coanstruct-
ion is dependent upon the logical; hence the division into
five acts; due to the rogicali division into five partsi The

(8)






.meehanieal and logical divisions do not coincide thrcughout/
however. According to Freytag's scheme each mechanical di-
vision contains a logical ore; Ach I contains the Introduc-
tion, &Act% Il the R'ise, fck YII the Climax, Ack IV thg Fall,
and Ao% YV the @atastrophe or BenoMWement;
the rise is not cqomplete in the second
act, however, nor the fall in the EBourth;,
but tums over into the next act:

The relation of the mechanical and lpg—

ical divisions may be thus expressed
according to Freytag's scheme.
According to Moulton's

it may be thus indicateds

showing that the lpg-
ical and mechanical di-
visions ‘exactly corpes-
pondglthe first act’s be-
ing closed at the second

turning point. This is

a gqgod place for an act~’
division, for the compii~

cation has just brought about the turn in the action, the
struggle has begun, and the audience ia anxious as ta its oqut—
caome; as a section of a continued story invariably ends at

an intensely interesting crisis, so should the act in the
dramal, The cemplication develops throughout the second actj
it is not completed there; but runs over into the first half
of the third,. If it developed continuously the even tension
would become monotonous; relief is necessary; so that the com-
plication is not all placed in the second act, but an acts
division made, the second act closing at a crisis as does the
the first. Thus the unity of each act, as well as of the
whoke play, is preserved. The third turning point occurs
about the mjddle of the third act, the first half of this act
being the cgntinuation of the €omplication, the second the

(9)






beginning of the Resoluiion or Falling 4Action. Perhaps the
reason why the pechanical division does not correspond with
the lagical at the third turning point as at the second is
that the hjghest point of the Aise and the initial point of
the fall are so closely related as not to admit of a mechane
ical division between thenm; also,in order t¢ bring out the
Rise and Pall more oclearly, the group of scenes leading up
to the crisés is contrasted tg that leading downward, so that
a2 mechanical division between the two groups would serve
only to meaken the contrast and connection; the climax is
the nucleus of the third act as well as of the whole play;

the act as well as the play centers around it. The Rise con-=

« tinues to the end of the third act. Just as the development

of the €omplication would become monotonous if confined to
one act; so that of the Resolution would; hence a divisioam is
made, at a crisis, and the development‘of the Resolution con-
tinues in the fourth act. Another division is made, and the
resolution continues in the fifth act, where it ends at the

fourth turning point, the mechanical division, however, runs

on to the end of the play, rounding off the whole. The fourth

turning point must not occur until the end of the play, to

keep up the interest.

Acts are $¥b-divided; logically and for stage purposes,
into scenes. Shakespeare's scenjes show fine technique. They
are well grouped, related to each other and to the drama as a
whole, and are & unit in themselves, having a beginning, mid-
dte, and emnd. Shakespheare does not begin a scene in the
midst of a situation nor leave the situation unfinished im the
scene, as do the German dramatisis; instead of wmaking a new
scene at the entrance or exit of any important character he
makes it only when it is logically necessary or affords a re-
laxation of temsion. Yet it is true that he sometimes makes
too many scenes; as presented today his plays have not so
many scenes, more parts of the action being put together in

(10)






the same place and at about the s&%o time, for owing to the

luxurious stage equipments it is not convenient tg shift the

scene so often as was daone in Shakespeare's day, when owing

to the absence of stage machinery a scene-division was not

felt to be sa significant as it is today and s¢ was often

gade unnecessarily. Though Shalktespeare pccasionally grew

carsless in his pechanical division; his technigue is gpod.
It is a fact generally noticed that Shakespeare places the

second turning point at the end of the first acty; and Houlton

has announced that he places the third at ;bopt the middle

of the third act: We shall examine several of his plays to

see whether these state#ments can be substantiated. We shall

take up first the tragedies; then the comedies;, then the

" historical plays.

'~ Pirst, MACBWIH® , as its structure is simple and clear. (The

dates used are thosse of Barrett Wendell, and the text that

of the Temple editioni ).

(11)






¥ ACRETH,
£ kX ¥ X ¥ %

"Macbeth" is singulaily simple amd symmetrical in ' ..
structure. The play is shart and the action rapid. Shakes
speare concerned himself almost exclusively with the main
action; not pausing to develop the sub actions; everything
in the play belongs vitally to the main action.

The main action is Macbeth's attempt te gain the threne
and to keep it for himself amd his posterity. HMacbeth is
the heroy Dady Macbeth the heroine who urges him onward in
the way he was going. The Banguo-story and the MHacduff
story are not developed fully as sub-actions, but used to
_throw light on the chief character of the main and to give it
the conditions requisite for e develgppmehi. Though these two
stories are not elabgorated so carefully as to enable us to
lpcate the four turning-points in them, we may say that the
Catastrophe of the Banguo story coincides with the third turn-
inrg-point of the main action and that the Macduff story then
begins and is not complete until the Catastrophe of the main
action is reached.
- The enveloping action is the wars; which show Scotland's
relation to England, Irsland and Normay, it is closely inter—

.woven with the main.

"INTRODUCTION: I. ii == I iiis 50.

The first scene strikes the keynote; it shows the physi-
cal world in anarchy, and intrgoduces the witches, whg 8ymbo-
lize goral anarchy; It makes us feel that something dreadful
is going tao happen, and arouses ocuriosity about Hacbeth by
the mere mentxon.of his name. The following scene shows us
Macbsth as a milxtarg hero, praised by all for his courasge,
The next shows how utterly horrible and repulsive the wilches
are, and increases aur anxxetg as to what is going top take
place between them and Macbetih.

RISE. I. iii. 50 == I. vii. 79-82,

The first turning-goint; the witches' reeting to Mac- ¥

beth: "All hail, Kacbeth, that shalt be king hereaflter". Here

we learn that the story 1s to be that of Madbeth's strugile

for the throne. ,The Bgnyuo stOP{hls now begun bi the witches"'
. n

prophecy to nim (I. iii. Maocbeth's confidence the witches

(12)






is streng@hened by his appointment as Thane of Fife; in par-
tial fullillment of the prophecy, and he resolves:

*If chance will have me king wh¥ chancg may cpown me",
But Malcolm is appointed heir teo ine hrone ?I;.xviz; this is
a part of the,complleatln% farce, and the turn in the action
begins. here. bady Macbet ;.anotﬁer force on the aide of the
hero, spurs him on to the murder of Duncan; he soliloquiszes
abqn% the murder, and after her taunting him with cowardice
resolves: .

"I ag settled, amd bend up. .
Each oorporai"agentwto this tatnzblgmfeat".

COMPLICATION. I. vii. 79-80 --- III. iii. 20.

Here tihe qqmp;icating.fgrce..whicp entered at I. iv, has
swayed the, action imn a definite alreetlon, the murder of Dun-
can. Banguo's "cursed thoughts" recalls the prophecy; and makes
us realize that Banguo and Fleance are, alsoe parts of the com-
glicatlng force. Macbeth's soliloguy (II. 11? prepgres us.

or Duncan's murder, which takes place 1mmed;atel¥ IT, iii.)
The humorous porter scene heightens the tragic effect {rI.iiif,
+Macbeth murders the grooms to divemnt suspicion; Malcolm flees
to England, Donalbain to Ireland, beginning the enveldping
action. Macbeth gdoes to ?e crowned, and we learn the attitide
of the people toward him (II. iv.). The main action now be-

ins to influence the first sub-¥acbeth plans the murder of

anquo and Fleance to make his throne securs.

RESOLUTION. IIT. iii. 20 —---V. wviii. 15£19.

&
The third turnin ioint is the escape of Fleance, which ./
begins Maebeth's downfall: The Banquo siory influences the
main, - Macbeth is haunted bg Banquo's ghosti The Hacduff
story, begun in the scene afier Duncan's murder, develops
further - Macduff refuses to_come to court. Scene v is_an
intergolatiqn. At the seocond meeting of the wiftches and
Macbeth their prophecy is the final suspense which keeps up
our hope for Macbeth; it is alisg important in the Masduff
story - Macbeth murders Macdufffs wife and children. (IV¥.iii)j;
go Maoduff resolves tqg invade Scotland amd ki Macbeth; he
becomes part of the resplving force in the main,  We learn
the effedt of the murders on Lady Macbeth, (V. ii{) The English
army advances against the tyrant Haobeth {v. 11,3 who is re-
morseful but poping-agdinmt hope (iii.); conditions prophesied
by the witohes ss necessary to his downkall are being fulfills
ed; he is desgodbnt over Tady Mgobeth's death;.the 8Bnglish bee
slege his castle. HIs kikling of. Staward (vii) is anolher part
pf the final suapenmaﬁ;oven at the meeting of Macduff and Nac-
beth we are not sure 6f Macbeth's tragic emd until Macduff's ;-

*Despair thy ochar .
. And let the angel whod thou still hast served

Tell theg Macduff was from his mother's wom

Untimely ripped®. (V. wviiii 15-19.);. .

this fulfillment of the propljecy orushes Macbeth's last hope
and keads directly to hig dggtha P

CONCLOUSION, V, viiis 53 === V. viig 76

# The oatastroghe, or fourth turning point,is Macbeth's
death at the hands of Macduff..

(13)






TTITTUS AXNDRONTICOCU S,

A Trofedy of BLood. 1588.
¥ k% k ¥ % X% X
TITUS AXDROXICBS; if accepted as Shakespeare's; is Shakes

ppeare's first play. It is a tragedy of horror rather than
of ‘terror, like Marlowe's rather than Shakespeare's later ones.
It dis not truly tragic, faor Titus dies without realizing his
guilt and repenting of it, as do also Aaron, Tamora, and
Saturnine., We may consider this Shakespeare's trial effort,
after the manner of the o0ld tragedies of blood, like Kidd's and
Marston's; before he had learned to improve so vastly upon
their methods, had discovered his powers and shaken off the
shackles of custom and public taste. Sg it . is valuable be-
causey with his later ones, it shows his progress in his art.
The interest lies in the accumulation of horrorsjamé there is
no logical connection between them, for the interest does not
lie in the development of characteri So the pleot lacks a firm
knit structure and the turns are not so well indicated as in
his later plays. It is not a historical drama, as its person-
ages are not historical and it has no historical basis;. but
V“f@M&quan history furnishes a parallel to most of the political

. circumstances and the play has a historical cqloring, sp it
may be classed loosely among the historical plays.

The enmnveloping action is Titus' wars with the Goths and
Lucids' invasion with the Goths.

The main action is the suffering of Titue and his family
at the hands of Tamora.

Pirst sub action is Tamora and Saturninus against Bassi-
anus aand DLavinia.

Séoond sub action is Demetrius and @hiron against Lavinia,

Third sub.action is the Tamora-=Aaron story.

Fourth sub action is Aaron against Titus.

(1¢4)






INTRODOCTION, T, i. -+ I. i. 134-141

The play opens with the 3uargel between Bassiapus an
Saturninus over the crown; Andronicus ig mentioned (1l. 23);

lines 23-69 correspond to I: 1ii of WACR%TH. Titus 4ndronicus
is introduced; returning from the Gothic war with Tamora and
other captives; he sacrifices Tamora's son to his dead sons,

amd this leads tq9 her seeking revenge:

RISE., I.. i. 135-141 —--- I. 1i. 450-6.
The first turning point is::

*But hope withal

The selfsame gods = = « - =

May favor Tamora, the gquesnof Soths

When Goths were Goths and Tamora was a queen,
To quit the bloody wrongs upon her foes".

Here we learn that the story is to be the struggle of
Titus against Tamora. Titus bestows the crown upon Saturninus,
who offers .to,make ELavinia, Titus' daughter, Empress; but her
betpothed Bassianus carrieg ner off;- Titus #iils bis son
Mutius for defending herj Saturninus marries Tamora and Titus
is confident she wi%l reward him. The plot of Tamora’' znd
Saturninus begins. 403—4?

COMPLICATION. I. i. 450=8 —--- ITII. i. 265-86.

 Second turning point is at Tamora's speech aside to
Saturninus:

"I'll find a day to massacre them all,

And_taze their faction and their family". L.
Here we learn the means counter to Titus that the opposition
will take. The_second sub begins - Aaron asists Demefrius
and Chiron din plotting tf.ravage Lavinia on the hunt (II. i)
which Titus gives; the climax of this story is the ravishing
of BLavinia and the cuttlné.qff of her hands, which resultsin
the death of twq more of Titus' sons amnd the banishment of
liocins. The fourta sub develops - Aaron cuts off Titus' hand;:
the horrors drive Titus insane.

RESOLUTION. III. i. 265-6 ~--V, iii. 64.

b Third turning point is Titus' falling into madness, shown
y:

Pitus: "Ha, Ha, Hal" .
Karcus:"Why dost thou laugh? It fits not with this hour".

The second sub action continues - Lavinia reveals her
ravagers; it influences the_main by causing Titus to challenge
hem and Saturninus te resolve to punish him. Luocius and the
Goths, the resolving force, enter, The TamorasfAaron story and
envelo€1ng action -- Aaron and their child®ea are captured by

the Goths; Aaron made to_oonfess Titus' wrongs; thus he be-
comes a part of the resqelving force inm the main. Titus’serv-
ing up Demetrius and Chiron, at a feast, to Tamora, is a part
of the final suspense, as is also his killing her. He kills
Lavinia. Saturninus also becomes a resolving foroce.

(15)






CONCLUSION. IV, i. 64 -= V., iii. 204.

The fourth turning point is the death of Titus at the
bamnds of Saturninus. The play closes with the envelop 1n§
actlont - Luciusg becomes king and decrees the tortue of Aaron

and rufuses burial rites to Tamora.

’(15)






ROM®NEO AXD J U LIET.

A Romontive Trogedy. ABAA-5.
¥ ¥ % X ¥ |

ROMEQ AND JULIRY 1is one of Sbakespeare's carliesti trag-
edies; its structure is not so easily discernible as that of
WACRRTH, and it differs from MACRETR partly in that the strug-
gle is much more against outward circumstances thamn an inter-
nal struggle. It is the story of the triumph of love.

The play .opens with a praelogue which gives ths scene, the
setting, the staoryy "4 pair of star-crossed lovers", and close
with a plea for attention; but the prologue is extraneous to
ihe action; and does not need tao be considersd in an analysis
of the structure.

Main action ¥ The love story of Romeo and Juliet.

Bnveloping Action = The Brince . This is an integpdli ' _

element. .
. . 1 Family feud,
Complicating force =y 2 Suit of Paris
8 Romeo's Rashness.
. 1 Suit of Paris.
Resolving force =
2 Romeo's Rashness

INTRODUCTION., I, i. -- I. ii. 49-50.

Gives the atmospheres+fapily stirife;. the guarrel between
he servants of the twop houses gl—Ssir fenvollo_and Tybalt
55-67?, Capulet and ¥ontague 7-73). Enveloping Aciion
' 73=95). Lihes 1-95 correspond to RACRRIR I. i. except tha

the hero has no} been mentioned. Romeo 1is mentioped (1 108),

his morbidness (110-147) and its causes ?155-215 < bines 110-

130 correspond to I, ii. of WACBRTH., .

Scene ii introduces the suit of Paris; the feast planned.

RISE. I. ii. 49-50 =-=- I. v. 116-17.
First turning point is Benvolio's:

"One desperate grief cures with another's languish.
Take thou some new infection t tpi ege
And the rank poison of the old will die".

. be

Here we learn that the story is topRomso"s love for some other
irl than Rosalind._ The turp really comes when Romeo decides

o go to the ball. Ui ii. ng Scene iii introduoes Juliet, and
prepares her mind f£or marriage; Scene iv is ggesaratory- Romeo
on the way to the ball. At e ball ?ybalt in

tague and threatens revenge; (v.52-90);
in love at sight.

s Romep a Mon-
Romeo and Juliet fall

(17)






COMPLICATION. I.v..116-17 & 137<8 «—- III. v. 54-7.
Second turning point is Romeo's:

"Is _she a Capulet? .
0 dear account ! My life is my foe's debdt".

The.enmglicatind force is the family feud, which Romeo and
Juliet feel will hinder the smoqth  progress_of their love.
IXI. i. is a preparatory scene;. in (1ii) the lovers plight their
troth and agree to marry next day; Romeo confesses their lofe
to Friar, who agrees t¢ marry them at once. (iii). Tybalt v
sends challenge to_Romeo. Romeo sends word by nurse for,
duliet to comé to Friar's to,be married that afteprnoon flv);
Juliet receives tge message (v); the marpiage (vi). Romeo re-
fuses t% f1ght_Ti alt, Mercutio fights in his stead; Romeo
accidentally kills Mercutio and kills Tybalt. Bere_the
eatastrophe of {the Mercutio story and i{hat of the Tybalt
story. nveloping action influences_main - Prince banishes
Romeo. IYII, ii. 1-30 is lyrical - Juliet's gpithalamion; the e
effect of Romeo's banishment _on her 71&135?;»1ts effect on
Romeo (iii); he is to visit Juliet that night. Capu%et sets
Ihursdag as the _day_ for ?u}let's marriage to Paris iv). Part-
ing of Romeo and Juliet (v

. RESOLOTION. III. v. 54=7. —=-- V. iii. 119-20.

The resolving force does not make iitself felt in a con=
crete event, as in ¥WACRRTW; we can not make any rigid mechani=
cal division; but at Julietl's:

"0, God, I have an iXl-diving soul]}
Méthinks I see thee, now thou art below,
As one dead in the bottom of a tomb",

her hopelessness communicates itself to_us and we feel that
their gart1ng is final and theg are moving downward toward

the catastrophe; - here Romeo's bDanishment is felt as a part of
the resolv1n§ forcej;- in this scene Paris also bejins to be
felt ag a resolving force, + Juliet learns of the setting of
the wedding day, agpeals in _vain to mother; father, and nurse,
and resolves to aci alones Juliet's taking the potion is iart
of the final suspenge§<she is found as one dead, amd is aced
in the tomb (IV. v. omeo learns of her death and goes to ner
tomb, oarry1n§ poison; the friar's plan to send him news that
Juliet's death is feigned - (part of the final suspense)- fails.
Romeo's killing of Paris at the tomb is further final ‘uspense.

CONCLUSION, V. iii. 119=-20 ==~ V, iii. 310.
Romeo drinks the postion and dies; Juliet awakes and kills
herself. Se the catastpoghe is double. The play closes with

the enveloping action; and the reconciliation of the two famil-
ies.

(18)






Bo-so.

JULIUS CAaA® S AR

A.Chovrocter Drano 1800-4.
* % % % X

Tovn o
This is the .earliest of‘Shakespea?e'shhiStonieal'playsg,

belonging to the first part of the third period. Historical-
ly, it portrays the last struggle of the dying Boman republic
amd the rise of the monarchy. Barring a few condensations it
is true to history as presented in North's Translation of
Plutarch's bhives of Caesar, Brutus, and Antony; where the
historical material was already used so as to threw light
upon character; the chief value of the play 1lies in its por-
trayal of character. ,

The_ play has beem eensured as a work of art by Ulriqi and
other oritics because it lacks unity, the first half treating
of the death of Caesar, the last of the history of Brutus and

Cassius, But Richard Grant White, inm his "Studies in Shakes-

peare®’¢” says JULIUS CARSAR forms"a rounded whole, in spite of "

its scission at the death qf Caesar".

Fleay conjectures that JULIUS CARSAR is a condensed redden
ing of two plays 9n the death and revenge of Jilius Caesar.
Most of the 0ld revenge plays wore in two parts. Ashley H. T~
®horndike, in "Publicatiqons of the Moderm Banmguage Assooiatignﬁ
XVII,; 1902,. says: "The revenge tragedy is a dist¥ct species
of the tragedy of blood, a tragedy whose leading motive is re-
verge and whose main action deals with the progress of this
revenge, leading to the death of the murderers and often to
the death of the avenger hikself®. This species of tragedy
first appeared in Kidd's SRPARISE TRACEDY also in the ariginal
EAMKET and in TITUS AXDRONICUSL Mp. Thorndike shows that there
was a revival of tkhe pepularity of the revenge plays in 1599-
1604, as shown by John Had&ﬂn's revenge play in two dramas
ANTONIO AXD MELLIDA and AKTOXKIO'® RREVENCER, 1599, THE SPAXISH

TRAGEDY with additions by Ben Jonson, revived by Henslow 1601—1,
(19)






WARNING TO FAIR WOMEN, 3599, THE SPANISHE TRAGEDY (or JERONINO)
revived, 1600; three lost plays that were probably revenge
plays, THE ORPHANE TRAGEDY, TAR® ITALIAN TRAGEDY, and RODERICR,
1599-1600, the German play BROFFMAR, or A REVEXGE FOR A FATHER,
1602; THE ATHRIST'S TRAGEDY, and the final WANLET 1603, 3IVLIUS
CAESAR, 1601-2, by having a ghost and a revemge element, re-
sembles the 0ld revenge plays in two parts; so Fleay's conjeoct-
ure seems probable.

~The plEy may, then, be considered a drama like the old re-
venge plays in two parts, the two parts here united; Caesar is
present badily in only the first half of the play; but his
spirit presides over the last halkf: The play then . presents
the murder of Caesar and his ghost's revenge. Thué considered,
it is lacking in unity, starting as the story ¢of Caesar and
ending as . that of Brutus. .

3@t, though the drama is entitled JULIUS CARSAR, the plot
shows that Brutus is the hero. The main thing in the drama
is the study of the character of Brutus. Shakespeare has now
turned away from the man of action, as Henry V, and is por-
traying the idealist, as Brutus and Hamlet,; who falls beameath
the weight of the task proposed for him, who is teo much of a
dreamer to be successful when forced inte the world of action.
To make Brutus shine Shakespeare has to darken Caesar, be-
Xittle him somewhbat, show him to ws as he appeared to the con-
spirators. In reality Caesar's influence became greater after
his deathy so it does in the tragedy where he is mightier in
death than in life and his spirii becomes the avenger of his
foes.) :But we shall see what is the mﬂ&n action and what is
the chief character by an analysis of the plot.

The main actigm is Bratus' attempt to serve the general
good, .. and its-results. Chief characters of the main are Bru-
tus; Caesar, Cassius, Casca, and Antony. All of these throw
light upon the character of Brutus; and especially does Cas-
sius, the political.conspirator by furnishing contragt to

Brutus; the idealist drawn into the conspirady by his idea
of right: (20)






Enveloping Action = The passion of the Roman mob.

Sub dctions = The Portia=-3rutus étory, whicn throws
1ligsht om the character of Brutus: The Calpurnia-Caesar story,
which thrqws light on the character of Caesar, Antony, Octavius
and Lepidus, the resolving forces. The soothsayer and Artemi-

dorus,, The actions are well interwoven, the plot clear cut.

INPRODUGPION. I. 1. —== I, i. 172-5.

. The play opens with the envsloping action, the mob tears+
ing down the decorations from Eomgei's images; it shows the
fickleness of the mob and bints o he main action - opposi-
tion to Caesar.. Seene ii. introduces Cawesar, Antony; 3rutus,
Cassius, Caxa and others, and thae soothnsayer warning Caesar.
Amid the shouts of the people Cagsius discusses with Brutus
the probability q?caesaf's pecoming king;: Brutus admits he
does not wish 1t (%8-81). Cassius chafes at the injustice
of their enforced submission to Caesar.

RISE; TIi i. 172-5. === I. 1iii. 153.
The first turning point is;

"Sputus had rather be_a villager

Than to repute himself a son of Roms

%nder these_hard conditions a2s thgs time
s like to lay upon us”.

Casca's account of Caesar's manner of refusing tne crown the
third time, and his killing of Marullus and Flavius for pluck-
ing the decorations from the statues show Caesar's charadster
in a light anfavorable. Casca'g

"I will: this night . .

In several hands, in at his windows throw,
#ritings, all tending to the great opinion
That Rome holds of his name, wherein obscursly
Caesar's ambition shall be glanded at.

And after_this let Caesar seat him sure;

For we will shake him, or worse days endurs".

prepares us_for the second turning point, and dbegins the furn;
supe natural.pm_e_ggnd portents increase oyr anxielyy S}assius
an asg definitely form the conspiracy glll. 72-130 , with
others,and all resolve to win the noble Brutus.

COMPLICATION..

Second turing point is Cast¥'rs:

"Come; Casca, you and I will yet ere dag .
See Brutus at his house; three parts of him
Is ours already, and the main entire
Upon the next encounter yields him ours"}

for here we know that Brutus will be drawn into the conspira-
‘cy; and turned aside from the course which he should take to
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maintain his honor and that aof his country and started in a
wrong course. The second turning point shows that Brutus, not
Caesar, in the main character, for the complication is fo
Brutus, Brutus finds hhe let(er'and enters the conspiracy for
the sake of Rome; they plan tg kill Caesar next mormning, where
Decius is to bring hjm. The ortia-Brutus_stgry shows Brutus"'
affectionate nature 333—399); the -CalpurniarCaesar siory
threatens to delg{ the action, but Decius takes Caesar to_the
Capitol. Meanwhile the Partia-Brutus storg threatens to delay
the action — Portia in her anxiety for Bridtus almost belrays
the conspiracy to the soothsayer. The sogothsayer and Artemi-
dorus dghagﬁﬂﬁuooeeq in _hindering the main aciion: The con-
spirato ntony wins Bputus' permission to sgeak at Caesar's
funeral ?&II; i, 226-231). Bruius' speech at the funeral wins
the people teo him; but Antony's counteract§ this.

RESOLUTION, TITI. ii. 200=9 === V. iii. 94.

Antony's speech, especially his:

"Look you here . .
Here is himself, marred, as you see, with traitors",

Xeads to the qob's:

"Revenge! About! Seek! Burn! Firg! Killl .
Stay! Let not a traitor live". (Enveloping Action)

The ill-luck of the conspirators has now be%un; Octavius, a
gart of the resolving force, is coming; Brulus and Cassius

lee; Antony, Octavius and ﬁeplﬁus oonaemn the conspirators
to death; Brutus and Cassius unite their forces; strife a-
rises between them, and threatens t9 be a further resolving
force;, but geace is established. The gortlg—arutus storg
influences the main, through the effect of its catastrophe,
her death, on Brutus. Further resolving forces are Caesar's
ghost apieariné to Brutus, and bad omens; the battle of Phil-
ippi is lost; Cassius and Titinius end their lives.

CONCBUSION: V. iii. 94. —= V. v. 81;

The catastrophe in Brutus'" mind is his recognition of
his failuret

“0 Julius Caesar, thou are mighty yet™.

This leads to the gutward catastrophe, his death. The

?%ay elog?s with praise of Brutus by Antony and Octavius.
. Ve 350):

(22)






B ANEL E® T,

A choracter Dramo. 18604-3.
* % % % *

BAMLET is considered the greatest of all Shakespeare's
dramas.. It is pervaded by an ad¥ of mystery. It is the most
variously interpreted; the"Sphinx of Literature®. It is the
tragedy of an idealist confronted by a deed tp perform, but
unable te perfarm it, alweys procrastinating. The complica-—
tioﬁ is both subjective apd objeoti#ei Werner emphasizes the
external side, making the &#ifficylty of performing the task
due to Claudius" strength rather than Hamlet's weakness, to
the unprovableness of Claudius' crime and the necessity of
bringing him to ognfession. This is;, indeed, a part of the
trpuble, but not allk pf it} the chief trouble lies in Hamlet's
own naturey He has been commanded to avemge his father's mur-
der and his filial piety makes him want to obey the command; b
but his nature will not let him. Coleridge says thbe diffi-
culty is due to excessive reflection,enqgmus intelleqtnal
activity, which deprives higp af the power ¢f action. Goethe
says it is due to a weak will and moralf sensitiveness: He
has been bidden "Taint not thy mind", his conscience revolts
against blLgodshed and especially against the killing of his
fsthor's‘brqtherh and he fears that the people may think he
is only striving to obtain the orown, and that he cam not just-
ify his conduct to them: Furthermore; he must be considerate
pf his mother.. So we see that in BARLET the struggle is much
more an internal gone than it was in WMACRBRTH, who was worked
upon by outward ciroumstances.

To perceive the highest value of the play we must postulate
Hamlet's sanity; we n9 not even believe that he feigned mad-
ness, but that his disturbed mental state is the natural re-
sult of his feelings overwrought by the terrible evemnts and
by the terrible task imposed upon him. He nowhere assumes mad
®ess, but sees through the nature and purposes of those who
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come t¢9 him and suits his answers to their personal peculiari-
ties, satirizing or playing with them. He knows that hs can-
not always control himself, that his aotieons will sometimes
seem strange, so prepares for them to be interpreted as insan-
ity; he knows that his tendancy te drony will be misinterprets
ed,. so lets them think he is insane{ out he does not .conscious-
ly feign insanity; he never acts that way emocept when there
is spmething to provoke ity Thisview affords a2 much finer in-
terpretation of his character than dass the old one.

The play is longer and more complex in structure than
W ACRRTR. There is a "play within a play", and the sub actions
are more fully developed.
The main action is Hamlet's revenge upon Claudius for his

father's death.

d The enveloping action is the wars with Fortinbras.

g
g

The first sSub action is the Hamlet=®phelia love-siory, which
throws 1light upon Hamlet's character.

The second is the story of Laertes, whioch furnishes cagontrast
between the jdealist and the man of action.

INTRODUBOTEOR, I. i. ==+ I. v. 25,

Scene i gives the keynote, - a ocold dark night; the
guards Zn dusy amid restlegs excitement (1i4q) introduces the
ghost (40~70) and (127-164); narrates grecedlng ?vents in the
enveloping action (80-107); and mentions Hamlet (170). In ii.
the King, Queen, L?ertes bolangys, and Hamlet are introduced.. -
Enveloping .action 14—71,. Hamletl's pessimism and %ts causes,
and his tepdency.to irony ($#9-159 and 180-2). Bamlet learas
of the appearance.of.the_ghost, reig;YTSAto,wqtcbq.,Prepara-
tion for the.Hamlet+Ophelia story (i1i).and for the_.lLaertes
story; Laertes and Polonius give—@%helia their a@apinion of
Hamlat's lovej La??t§s deparis. The ghost appears and beckons

iv).

Hamlet to Ffollow

RIS®, I, v. 25. —-—- I. v. 189+90.

‘

First turning point is the ghosts command to Hamlet;
"Revenge my foul and most unnatural murder".

The second commandj

.

"Taint not thy mindy; nor et thy soul ocontrive
Against thy mother aught".

(24)






Ve L

is a part of thg conflication and corresponds ta the prophacy
of the witches,An WAURRIA. Hamlet swears to remember the ghost,
amd the action begins.

COMPLICATION.. I. v, 189=90 —~-- III. iii. S84-88.

The second turnin3d ppint is:

"The time is out of joint. O cursed spite
that ever E was bora to set it right."

The complicatian_is here shown to be Hamlet's oww unfit-
ness fer ths task. The Hamlet<Ophelia story developgs -
Ophelia reports Hamlet's stranie conduct, and Polonius decides

e _is mad and resglves to report his madness to Ckaudius

II; i, ); this story influences the main by giving Claudius
and Polonius a chance to prove Hamlet insane. Hamlet's task
makes him morbid, pessimistic, ironical. The players influsnce
the main bz making Hamlet remorseful; they affgrd Hamlet a
chance ta test the Wimg's conscience (TII. ii. 7. The Hamlet-
‘Ophelia story further influences the main, - Hamlei's insult=
ing sgeeohes to_her as a decoy gives glaua;us the chance to
send him to Engdland on a plea of his imsanity. (IIE. i. ).
By means of the dumb show Hamlet satisfies aimsek? of Claudius
guilt, Will he kill him at once?

RESQ@LOUTION,. III. iji. 84-8 ——- V. ii., 314-369;

The third turaning point is Hamlst's:

L "And am I then revenged,
fo take him in the pur3ia3 of aig soul,
Qh?m he is fit and ssesasoned for his passaie?
No
Upg sword and k&now thou a more horrid adat".

Ham]let, though convinced of the king's guilt and _ having

a 3cod oppoptunlgy of killiang him, lets the oppoptuglt{ slip
{na makes excuses for not ¥illing aim. Here we bogin to

ose hope, for we [feel that if Hamlet were eover j3oini to kilkl
Claudius ne would have dones so anow. Hamlet, upbraiding ais
mother stabs_ someone ligtening: there is a momeal of final
suspense whils we hope it is diagdﬁg%'“put it proves to be
Polonius; the murder gives Claudiu8y 3_send_Hgm 8t to Englang,
which he_does, with instructions for bisg deatn (IV. iii. ).
The envelopini aoction influences the main, - Fortiandras' aray
fldhtﬁn% on 80 slight a ocause makes Hamlei cemorseful and re-
solve o act. The Hamleti-Ophselia storg - Op?ella gpes mad.
Laertes decides Lo avendé his father's death (IV. v.); here
the main has influenced the Laértes story by causing ais re-
turn; from now mntil the clos aertes s %vy and the main are
elosely connected, for the king uses Laertes to obring about
Hamplet's death,. a let's_es?ape from his %uavds is part of
the final suspense (IV. vi. ). The Haplet-Ophslia story also
becomes part of the resolving force = Ophelia's death makes
Laertes more eajer for revende, and leads to & cqutention of
Hamlet and Lasrles in_her grave, which leads to the dusl ar-
ranged by Claudius. There ®s_a moment of final suspense when
Hamlot Jains Laertes' poisoned sword; oui Laertes wounds him.
He ¥ills Laertes, tne Buseen dies; and ne kills the kinZ.

CONCLUSION. V. ii. 369 —-- 414.

Fourth turnin oint is Hamlet"s death. TPhe play closes
with the onvelopiggpactiontz_) ~ gLay ‘
a.






0TE®E L O
A Chaovoctver Drama. 41680A.
* % % k

This dis oms of Shakespaére's Pive best dramas; ramking
with RWAMLET, RACBETH; DBERAR, and ANTONY AXND CLROPATRA, Othels
lo's character has been almast as variously interpretad as
HamIet's. Formerly the play was regarded as protraying the
struggle of love against jealousy; now, that of love against
honor. Coleridge says; "Othello does nat kiXl Desdemona in
jealousy; but in a conviction forced upon him by the almost
superhuman art of Iago". To interpret the drama and find
its dramatic structure we must Eigst decide whether or unot
Othello was jealous:

Tago calls jealousy a "Monster that doth mosk the meat
it feeds on". EBmilia says; '

"But jealious souls will not be amswered se{

They are not everjealous far the cause,

But jealous for they're jealous".
’Othehlo's jealousy certainly is not @f this kind. Most au-
thorities say that Othello has no peculiar predisposition or
aptitude to jealousy, and that Tago knows this, and knows that
Othello will keep his honor at any cost, and his love if he
can believe it consistent with his honor. Othello may have
showed jealousy but it is not his chief characteristig@; he is
not & monster of jealousy, else he woukd have suspeated Iajgo.
He doubts unti] he has what seems to be conclusive praof of
her guilt.. Eudwig says it is "Onme king of jealousy, . ths.no-
bkest; jealousy born not of the wopundsd senses, but of woundi-
. ed honar;; moral, spiritual jeakousy". But we must recognise
in Otheklo a union ¢f two dissimilar natures - the civilized
and the barbarian. Then we perceive a distant likeness be-
tween him and Caliban, As in THR TEMPTRSY we have the cqon-
trast between the natural man,.Caliban and the inferior pro-

. /
duots ¢f ocivilization, Stephano and Trinculo, so here we have

 (28)






the contragt between the natural Gthello and the cunning cive
ilized TIaga;, the picture ¢of how the natural man would act when
canfronted by the concrete act af adultery. Behind the noble-
ness of his nature lurks - though kept in sabjection until a-
roused—the suspicion af the savage: The practice of his race
was death for adultery; so he dees nat kill Desdemona fraom re-
venge only'?ut as a sacred religious duty, offering her the“
sacritioe,:preferring her abgve himself but aonor above her.
Sp the main actjon becemes not the outward action of Otanello
being led by Iagdo tg murder Desdemona, but the inward action
of the poisoning of Othello's nind against her. So it was
necessary that we arriée at some conclusions as to Othella's
éharaoter, as we can not £ix the main action and the third
turning point until we have done so. The main actian bdbeing
the poisoning of Othello's mind by Iago, the play is of as @%
pkainsdramatic structure as WACRRTH, though ithe—elayis more
complex.
The enveloping action is Othello's war against Cyprus.
The sub actioans abe, First,Taso against Roderisgo.

) Second, (Tago afainst @assio.

Third, The Tago-Emilia story.

Tourth,The Bassio-Bianca story.

!

INTRODICTION. I. i. +-- I. 1. 42-85.

The plka ogens with_the dialogug of Rederigo and TIago; pre-
pares for t%e oderigo~-Iajo aqtmon.?1-3lf the fgganaSSLo ack-
gon action (8+32), and the main; Zives information abaut the
elopement.

RISE. TL i 42-85¢ === I. iii. 400-9.

The first turning point is Iajds speech beginning:.
*T foltow him to serve ay Sura upon him".

Here we learn that the main action is the struggle of Othello
as the victim of TIago's scheme. Iago has Roderigo arouse
Besdemona's fatpner ajainst Othello; he goes to inform_Othello.
Secene ii introduces Othella and tells af of his royal birth;
the #nveloping action - he is sent for by the senate %6 hear
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the news from Gygvusr~envelopiug aotion (iii. 1-48) Desdemona's
father accuses Othello in the senate of winning Desdemona by
witoncraft;. Othellos character is shown im nis honest, unboast-
ing st qigﬁt-f rward tale in his defense. Desdemona is intro-
duced (iil 170), confirms Otheklo's statementis. Enveloping
action affects the main and {he IadoiEBmilia - Desdemona Zoes,

n their charge, ta the war. (210-3 17. The Iajo against Roder
1o story js preparing to influemce the main - ¥ago dupes
Roderigo for more money by promisini him enjoyasat of "'Desdisnoni;

COMPLICATION., I.. iiii 400-9., ——- IIT: iiii 448-9.

The second turpiang poeint is Iaga's;:

"After sage time, to abuse Othello's ear

That he LCassig] is toofamilar with his wife..

The Hoor is of a free and open nature

And will as teanderly be led by {he nose

- As asses are.

I have't. It is engender'd, Hell and night

Must bring this monstrous dirth to the world's lijant".
Here the main action has taken the direction of the persuasion
af @thello of Desdemona's_ infidelity. Thepy plot of Tago a=
gaingt Cassio is influenciang the maln action - Tado is to use

assio in persuading Othello. The second act opens with the
enveloping actiqn influencemq the others- Cassio arrives at
ngruSﬂ-t‘gu_Bagp,.Desdemona and Emjliaj; Lthen Othello. Cassio
s,oqslis high opinian of Desdemona QL-b!L; Iago his lgw o-
inion of womem (105-159). _Iago a%gxnst Jassio an miih -

Iago is to make use of CassioSdevolion ta Desdemonf. he Iagg-
Roderigo and Tajgo-_Cassio plots ere anited as gamp%Lcatlong
to tge mainy tHus_Tago secures Cassiosdegradation from gffice,
The Iagoe+Cassio ploty tge Tago-EZmilia, and tme main are united
- ﬁiiq has Emilia gaim Cagsio admittance to Desdemona and_ 0+
thello watch. The olnon;u% of Othello mind is begun at %aio@
"Ha, I like not that", which arouses Othello's curiosity (I1X
iii.. 35); DesdemouaSgieadlag for Cagsip loWks suspicious to
Othelloy Iagg leads him ta suspect Cassiow's "Hoanesty".
Othello resqlves!

“And on the proof there is no more bu? this
Away at once with love or jealousy". 1QOqe)

The Tago«Ehilia story influences the main - she gives Iago
the handherchief.

RESOLOUTION:TII, ji. 441-449. --- V. ii. 323..

Thei:third turaning point is Othello's:

"Now do I see "tis truei. Laok_ here, TIago;:
All my fond love thus do I blow tQ heaven.
Arise,. black vemgeance,from thy hollow eell™.

The Cassio~Bianca story < Cassio éives 8ianca the handkerchief,.
The Iago~Cassio and the main < Iago has Othello watch Cassio's
interview with Desdemona. The Cassio<3Bianca stqr{ inBluences
the main_-+ @thello sees the? have the handkerchiel; the main
and the Iago-=Cassio.. Othello bids Taga kill Cassio, Othello
resolves tp kill Desdemona; If the acltion is outward this is
the third turnlué pointy fhe Tago~Roderigo and the Iajp-Cassid
stories unite - Iago persuades Rpderigo toe murder Cassio in

(28)






order ta dn}oy fesdemona. In act V soenq&. is_the catastiro-
Fbe of the ago+Rodern§o story - the death of Roderigo in a
ignt with Cassto. The_Iago-Cassiow, Cassio+3ianca, Iago-Emilia
staries are united; Im scene ii is the smotneriang of Besde-
monay Thq,Iagofﬁillla = Emilia accuses IaZo openinily of bes
1n% the cage af Desdemona'8 dsatny he stabs her; here is the
catastrgphe of this_story. Roderigo's lstiters, iago's faorced
goifgaglou and Cassios explanation make @thellqg see how he was
eluded. :

CONCLOUSION. V. ii. 323 --- V. ii 371,

The fourth turning point is Othello's realization of his
delusion:

"0 fool! faold fooll!

The re&l catagtrophe is in his mind; notl outward, his

death, The play closes with the enveloping actian + bassio is
placed in command.. ) ;

(29)






EING T E AR

A choracter Drama. 1805..
X ¥ ¥ ¥ %

LBAR is more campliex in.structure than eithér BWANREY or
®ACRRT4: but the varicus sub actions are well blended with
gdch - other and the main; and are more fully developed than

are those of NACBRTH..
The main action is the suffering of Lear under the cruel

treatment of his daughters Goneril and Regan.

The first sub actigp is that by which Edmund carries oug
. . .lhis opdther.
his orimes against . an
e . his father.
/Thxs action doubles the tragedy of the Dear stiory by inter-

jweaving with it the story of a father and two spnsy ¢f whom
i
{

one is as untruae as Goneril and Regan, tne other as true, as

g Cardelia.s Glocester shows the same folly and blindness as

{ Lear does; Edmund the same wickness and kack of filial piety

; that Gonerdl and Regan do; EBdgar the filial piety of Cordelia.
f S¢o this sub plot heightens the impressien made on us by the

/  main.
A

The secodd sub actien is that by which 3oneril and Regan, for-

merly allies,destpgy each othner.

INTRODUCTION. I. i, --- I. i. 291-312.

. Opens with the report of Lear's having divided his kin%dom;
this makes possible the development of the main action. The ~
first sub_action is prepared for by the introduction of 3lo-
cester and his tyo sons. Lear's inconstancy is shown by his re-
dividing his kingdom through a'whimfordelia refuses ta answer
?ear's ntreaty, is disinherited apd goes ta France as queen.
'80-285) Kent 13 banished 1!8—1829,

RISE. I. i. 291-812 -—- I. v. 43+8.

. The exciting force is the plot of Goneril and Regan a-
gainst Eear:

_"Pray you, let's kit _togathar". (307-310);

* which shows us that their feeliui toward him is to manifest
itself in setting him aside and taking his peswer.

(30)






The first sub action develppgs — Edmund turns Slocester a-
dainst Edgar, and warns Edgar of Gloster's wrath: The pain

ctipon develop¢s through the per ution of Lear by 3 1
?iii?' Kent eugars Lear's service ilv;“If44)' We Cal nowv %ell
yot whether the Fodl accelerates or retards the main action,
as we do not know what direction it is {a take: The main
developgs_by the partial brealy begtween Lear and Foneril, and
gijopevll's letter t9 Regan fiv?, and Lear's leaving for

esan's.

COMPLICATION. I: V. 4528 === III. iv.

The ssecond turning point is Lear's:

"0 Let me nol be mad, not mad, sweet Heaven!
Reep me in teaper; s would not be mad".

The main action has taken the direction of Lear's insanity-
We look for {t{he third turning point to be his recovery from
it or his falling into it. ‘n act IX.. (i) the Pirst sub de-
velopgs farthner-— the first turnini point of tnis action is
Bdgar's flight; Edmund is made heir. The main and first sub
blend - Regan olames Lear for Tdgar's misconduct., bear's psr-—
secution is continued by Kent's bein3 but in the stocks (il).
The main and first subd gegin to influence each other in 5los
ocester's treatment of Lear. The first §ub — Bddapr feiins . din-

~sqaity (iii).. The Fool amwm_hw%as; ooth daugh-
%epI %r?e“uta nim; hints of nis approacning madnsss are 3Ziven.

i) Lear is turned out into ~.>the  'storm which will
peobably affsct his msatal state;. the final suspsasg i$ Lhe
aews that Cordelia is at_ Dover Ly rescus DLgar. ~In ?1} Lear
is still sane and fearful of ma?ge s.. In (1iii) the first sub-
Edmund against his father. In (iv) the first sub is influenc-
ing the main - Edgarginfluence oa Lear.

RESQLUTION: ITI, iv., —-- V, diii. 255.

The exact point where Lear beiqm s mad can not be fixed,
but it is somewhere in this sceneliv), where he_ is brought

into contact with Edgar's_ assumed madness. He is now_unable

to keep his mind from dwelling or his daughter's cruel treat-
ment of him and his mind, Zives way. Now we are sure that the
end will be tragic._ In (v) the itg t_sub + Edmund betrays
3locestsr;and is made @uke. In (vi} Lear 1s certainly mad;
finak suspense is Kent's starting wita Lear to Cordelia at
Dover. ,The climax @&f the first sub i$ the blinding of Slo-
cester (vii); 3locester discovers Edmund's treatchsry Th

main - OqgranwaXl is wouunded. The first sub devgloghs lIv 1) -
Glocester is bed by Edmund; the main_and the firsi sub ygnite

to form the seoond sube~ Goneril and Edmund's agreement (IV. 11).
The death of Copwall i$ the final suspense; so is Lear's ar-
rival at Dgver ?111 ,» 2nd the physician's hope for his recov-
ery. The first sub Edmund Foes to _kill Glocestsr and spy on
the enem{; the seooni sub+ Redan sends note to_Edgund; this is
the complicating forcef in the Goneril plot. 1In 371 the
first sub and main are’'in contaet' - 3locester and Lear to-
gether; the main, first sub and second sub_- Edgar kills Rejan’s
servant and gets the letter; here is the climax_of the_secoad
suby Final suspense - Lear rational with Cordelia at Daver,

In V. i, is the fourth turning point of ths second sudb - 8dgar
-give: the letter t& Albany. Cordelia and Lear are taken pris-—
oners.

CONCLUSION, V iii. 255. —-- V. iii. 328.

_ _The fourth turning feint is Lear's entrance] with Gordelia
in his armsy her deat eads(atﬁ his.






AXTONY AYD CHLBOT® AT R A
A Tragedy. 1607.
¥ % ¥ %X X

ANTOXY AXD CLROPATRA is ane gf the Roman historical
plays;; it protbays the envents follawing the death af Brutus
and Cagsius unti} the death of Antonyy Shakespsare iIs In it
true to history. But the chief thing in the drama is nqt the
histeryx it is the character pof Cleopatrfi, on which Shake-
speare pours fardh akl the wealth of his genius; she surpasses
by far in splendér 'alk his other waomen,and gives this draga
its place with RANLRT, NACBETH, LEAR and OTHRLLO. In delines
ating the power of this wounderful %Serpeat:of 014 Nilke" Shake-
spéare's serigus purposs seems to have been to show the tran-
sitoriness of senflous things, as pleasure, beauty and pomp
and to teach self-control and moderation by protraying the
evils due to living a sensual life.

The mechanical structure differs from that of most - of the
pkays in the great number of shart scenesy this may be account-
ed far, however, by the variety af events, in different placesj
thr historical material thus mars the mechanical structure by
the frequent shiftjing of the scene and the logical by ths’
number 9f details not grouped sp as to cluster around a main
idea, thus violating dramaiic unity.

The main action is Gleopatr&. fortunes, as determined by
her influenmce over Antany. The first sub action is the war
against Pompeys The second is the war ¢of Antony amd Casesar.
The third i the Antony-@Gctavia story. The fourth is the
Enobarbus storyy Enbarbus, besides throwing light aqn the char-
acter ;f Antoay, serves as a chorus to keep the main aotion be-

fore as.

INTRODOCTION. I, i. --- Ii ii. 118-19.

Lines ono to thirteen prepare far the entrance of Antony
and Cleoxatrn by telliag of the chagge that has capmpe over
antony;: Antony amd Cleopatra emter together Itpl4<%Antong
puts agide the ambassadors to roam with her ‘ e sothsayers

(32)
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%rogh cy excites our curiosity and aqxiety as tg CLeopatra's
+Tate ?1-73?. The amnnouncement of Labienus' conguests.  causes
dntony to resolve’ to returan tc Rome.

RISE{L I. ii.. 118-19, ——= I. v, 78=9.

The first turniang point is;

"These stroni Egyptian fetters I must break,
Or lose myself 1in dotage".

Here we learn that the story is ta be that of Cleopatira's
influence over Antqni. Enobarbus predicts that his golng will
kill Oleopatrja; he telks Cleopatria he is €01ng;.ag leaves.
Scene iv.. shows the conditions at Rome and the opirion of
Antoniboauduot neld by Caesar and Bepidus. Cleopatra is chaf-
ing atl Antpny"s absencs, she can not live withoui news from
him, she is so absorbed in the little things of love that she
does not recognize its true significance and Zreatness. She
chgoses ta show her power over him rather than let him alone
and win glory througn his success. Tnis defect in her char-
acter is the complicating force.

COMPLICATION., I. v. 78+#9 +«~- IIT, x. 9-21.

The second turniag point is;

"Hé shall have every daz a several gSreeting
Or I'1ll unpeople EZypt",

which shows her folly as the c_mgligatfng force.. The first
sub - Pompey prepares for war (II. i. ); Caesar and Antaony
emegt their ?rlendsnlp by the marriage of Antony and Octavia
i, and iii. ). The malin action,thdhzh not developing, is kept
before us by constant discussion of Clesopatra by Znobarbus an
others. Tne soothsayer, a part of the ce@glloablng farce to
dntony, bid ‘pgy Leave Caesar, and he decides to return to
cleopairga.?111 . Theé main - Cheopabra further shows her follk
1y bg sending mgessenjers for information about Octaviaj:. the
ilrgt sub closes - Pompeg accepts the terms of the triumvires
vi Menas! plot threatens tg fupranish complication Q{ the
eath of Aptong but does not (vii). Act ITII opens with the
scene showing he political conditions} the Antony=9ctavia
story and the Antony-8aesar pcgy - Octavia goes as geaoe
maker from tony te Caesar (iv)« Lepidus is out_of the tri-
ungirate. (v Caesar hunting cause [or_ a zuavrel with Antony.
Mafn - dleupaﬁrngessengers return (111); ntony 3o0es te her,
they resolve tq fight Caesar at sea.

RESOLUTIONL IIL. x. 9=21 —==- 7,. ii.. 303-10.

Third turning point iss

"Yom ribaudred nag of Egypt

- - = = 1' the m%dst og ghe fignt,
Hoists sail and flies".

Cleopatrasflight is the be%inninﬁ of Antony's downfall and so
af hers, Antgony resolves ta fight, but spends the night in

(33) ‘
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revelry (Iv. ii.); his soldders hear evils omens (iii)s ¥
He_wins Alexandria; this furnishes final suspense; but he
celebrates it by revelling with Clepopa&ra. he Enobarbus
tary bec% es part of the resalving force - Enobanbus degerts
?III xii ?; Antony sends his treasure after hjm ?IV. vp?,
which causes him to kill ?1mse§f frpom pemorse tlx). Antong
loses_all in a sea fight (x., xi. x11..$; final suspense- Dlam-—
ing his defeat to Cleopatra's trgachery, he resglves that she
shall die (xii);: on receiving n of her death he stabs him-
sekf to joinm her (xiv); she sepds fqr him, and he dieg in her
arns: She decides to die too (xv). Cleapad al,l?arnln? that
Caesar means te take ner to Rome in triumph (vii.), sends for
asps. :

CONCEOUSION. V. ii. 303-10 --- V. ii. 384.

The Beurih turning point is Cleopatra's death. The play
closes with Caesar's praise of her.

.

(34)






TINXNOX OF a4THEN S.
A Trogedy. 1307,
X X ¥ %

The authorship of TIMOX OF ATHENES id doubtful; much of it
is thought t9 be un+Shakespearian, it I's uncertain whether
$halkespeare worked over an older drama, collaborated with
anather author, or legt his work teo be finished by another;.
at any rate, parts of all five acts are camsidered not his.
Its chief defect as a drama is that the main plot has not suf-
ficient action, so that the play becomes im the last half
merely envenomed declamation, lyricalk rather than dramatic.
Another defect is that the Alcibiades story is not sufficient,
ly.interwoven with the main in construction, theugh it has the
same fundamental idea, ingratitude. The contrast betwesa Al=:
cibiades and Timon is that between the man of action and the
idealist. Shakespeare has not managed Timon's death well; it
is not sqg tragic as he cqould nhave made it. At the cLose of the
drama Alcibiades's character at the expease of Timon's. Apei%na
tus acts as a sort of chorus and dges nét influence the action
much; his selfisghiucynisism ' iis . a"foil to Timon's which is due
to the shattering of his ideals. The plot is simple and
slight.. The main action is Timon's sufferdng at the ingrati-
tude of his friends:. The story of Alcibiades furnishes final

suspense.

INTRODOGTIONL I.,. io «-=- I. ii 83-8.

The play opens with_ thke praise ¢of Timon, for his generos«
ity'by tge merchant, jeWsller, painter and poet.

RISE., IL i.. 83-8. —-=- TI. ii. 195-200.

The first tuerniag point is;

"When fortune in her shift and chanie of mped
Spurns_dgowa her late beloved, all hid dependents
Which labored after him to the mountaian's top

Even om thejir knees and hands let him slip down,

Not que accompaning his declining faot".
(35)






Here we learn that the stopg_is to be that pof Timon's finding
out the\ flatteryamd couttsnip pald him, and af his desertiony
in his need, by his friends. His %anevq\s1ty is shown by his
ilfts to his servamtsy the poet, the painter, and the jeweller.
femantus upbraid@y him fqor his extravagance &md yielding to

attery. imon Zgives a feast to the lords and to the ladies
of the masguej; Flavius,. aside, admits the empty condition of
tbe coffer, which is the ogmplication.

COMPLICATION. I.. ii. 95-200. === IIL. 1iv. 84,
Secpnd turning point is Flaviusk?¥

"He commands us tpo provide and give great gifts,
And all out ¢f an empty caffer

The complicating force, thén; is Timon%s - lass of propert{,
which drives him to agpeal to hig¢ friends, and thus disillus-
igns him of his confidence jn them Flavius reports Timon's
financial condi}ion to him (XI. ii); Lucullus ?11” Lucius (ii)
and Sempronius (iii) all say they can not nelp him® their
bage ingratitude is more than Timon can bear, and irives him
mad.

RESOLUTION. IITI. Iv. 80-4 —-—-- V. iii,

The third tuvniaé point is Timon's falliag intoc madness.
The Alcibiades story eg%ns,to d?velopb ~ he 1is banished from
Athens and vows reveanje (IIL v. ); this story has_no conneciio
with the Timon story, so here is a faul!l ia the plot. Timon
gives him friends a mock feast, and exclaias:

"Burnsihouse] Sink, Athens! Henceforth shall hated be
0f Timon man and all humanity". (IIIL.. vi-.?,

and leawes Athens (I¥. i.), followed by Flavius (ii)i Tne
?an and Alcibiades stories come_intg contact; Timon, havin%

ound gold, gives Alcibiades gold tg ratze Athens. Apemantus
again comss into contact with Timon, and is the meang of
oringing Timon's okd friends back; Pimon beats hea_?vm £},
He gives the banditti 3Jold te,rob amen (IV. iii.); his refugal
te save Rgme from Alcibiades (V. i.), who is attacking it (ii
ends the finall suspense that he may fe reseived again as be-=
fore by his friends:

CONCLOSION, V., iiid —-—- V. 1iv. 85,

The fourth turning point is Timon's deatn. Athens sur-
renders tp Alcibiades on condition that he slay onlg Timon's
enemies; at the news of Timon's death peace is astadblished.

(38)






PRERICYTE S,
A Norrativee Droano. 1808.
¥ ¥ ¥ ¥ %

We shall ngt pay much attention to PERICLURESx as a largde
part of it is un+Shalkespearian.’ Shakespeare did not construct
the whols dramaj ke probably did not write the first and second
acts nor the cparse parts (scenes ii;, iv and vi.) of act I¥L;
not the story of Antiochus and his daughter,; but only that of
Pericles, his wife and Marina.: Even the Marina story bas nat
the dramatic substance of some of Shakespeare's plots, and the
twrning points are nmot pade significanti The third turning
pbint of the Pericles story is the recovery of Thaia, the
fourth their reunion. In the Marina story the first turning
point is the plan for her murder, the second her seizure by
the pirates; the third her escape from the brothel, and the
fourth her marriage. In this drama Shakespeare was imitating
Green's style, which may account for its being rather a dram-
atized aarrative than a drama. Because epig rather than dra-
patic it is loosely put together. As a2 whole it lacks unity
of aot;on; the figures prominent at the ogening soon disappear,
It is iwktardﬁand unskillfully constructed, and has no con-
tinuous plo’; The incidents are @ebel}‘siruhg together, not
'oféahicaﬁﬁc;hnected and inter-dependent. Acts. III. IV. V.
have unity: The plot is more melodramatic, sensational,
than any of Shaltespeare's others: It does not grow out of
character, so is lacking in unity; it is mechanically put to-
gether, the events havwing no moral significance. Though in
this respeot jt shows kinship with wih the COMEDY OF RRRORS,
ity relationship to THE TEMPEST, THE WINTER'S TALE, end CYMRE-
LIXE, plays of the fourth period, is more marked, so that we
may safely class it with them. The importance of PRRICLES
lies in the fact that it forms the transition from the dramas
of the third to those of the fourth peripd, from those of
character to those of plot.. In CORIDUAXUS and TIMON OF ATHEXS
ths character &8s too extremsy overdrawn, unnatural; wé may

37)






suppgse that Shakespeare has now worked himself out at por-
.traying character and that a reaction sets’'in and he abandons
the portrayal of character. and tries tq9 make up for the inter-
est thus lost by interest of plot. This theory explains the
different character of his tate plays, which have very complex
plots not oclosely knit together a2s those of the second or

third periods.

(38)
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Let us now examine some comedies; We shall not expect to
find their structure so perfect as that of the tragedies, as
in comedy things may happen by chance. Tragedy is based on
the laws of cause and effect, and i$ out of the realm of chance,
while in comedy more license is permissible. Imn tragedy the
plot, every move of it, has to do with the fate of the hero;
the actign lies im the character rather than in the outward
circumstances; incident is necessary- only in sp far as it is
an expression of character.. But in comedy incident may be
admitted for its ¢wn sake, for the centre dominating and fix-
ing everything is found only in tragedy. Though in comedy not
se much care is necessary in choosing events that follew each
other as cause and effect, yet these laws of eaﬁse and effect

can not be entirely disregarded. Shakespearse's comedies are
good in proportion as they sliminate the element of chance and
thus approach tragedy; when they do this they become works of
art.

The comic part of a drama may be in interspersed scenes
loosely connected with the whole por may be erganic, consti-
tuting the main esction. The comedy with & serioqus maig plot

is called the Romatic Comedy.

(39)






LO V.B'¢ LA 301R''S L O ST
A Comedy. 1590,
¥ %X X ¥ %
\SOYE‘S LABOR'S 1OST is probably Shakespeare’s earliest comedy,.
as is shown by the rhythmical tests, its use of standard char~

acters of the old plays, its plays on werds, its sketchy char-

Auminmany, acterigation, and its symmetrical grouping of the charasters.

It is mechanical in that it groups the Princess and her three
maids balancing the King and his three lords. the plot is
slight., The interest dies in the dialogue and in the satire.
The humor is'nqt confined to speciali scenes; as in some of the
Jater comedies, but pervades theawhole, even the mainrn aotion.
The characters of the main action are not &e distinetly drawn;.
it is more a story than a wqork of art. The Holofernes and
Nathaniel stories are not organically connected with the foué
main love stories. The play possesses very little action.

The main plot ridicules trying to live in solitude. The main
aétion is the love story of Bfron and Rosaline. Subs actions
closely connected with the main, all four forming one large
main, are the love stories of the Duke and Princes§ Dumain and
Katharine, Longavilleand Maria. The first comic sub is that
of Armadq, Jacques and Costard. The second; that of Holofer-

nes apd Nathaniel.
Y

IRTRODUCTION. I, i. »-~.I. i. 150-182.. _ .

. The Lag opens with the !in% Biran; bongaville and Dumain
d;scassxng their ocath to devote ﬁreq years tqQ stndgl shut off
from femake society., As more attention is paid tp Biron than
to any of the others, we Judgg that he is the main character;
he sees the folly in the con mt;ansghobaoots to signing the

oath; but finally yields tgo please e others.

RESBE, I, i. 150-162. --- I, I. 307-8.

The first turning point is Biron's:

"So to the laws at large I write my_nanme,

But T believe, although I seem sp loath,

I am the last that wilt keep his oath".
In Biren's ohall‘nge to fate we learn the story is to be that
of Biron keeping or breakimg the oath. The comic sub action -
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begins — Armado accuses Costard of being takem with Jacguenet-
te in violation of the decree; the Duke sentencces him tao a
week's fast. The Armadg-Jacguenetta story begins - Arpmado con
fesses his lLove to her'?I, 11&?

COMPLICATION.. Is i, 307<8 ——- III. i. 205-8.

After what has beem s2id aboutl the cqminé of the Princess
and her epbassy we can feel that they are to pe the compli-
cating force, so we place the secqnd turning point at Biren's:

"I'll lay my head tqg any good man's hat
These oaths and laws will prove am idle scorn".

This is a mechanical means adepted tq dintroduce the second
turning point. In II.i. the Princess and her maidens arriee
and all of the love stories begdin; they have become the com-
glioating force. Armado-Jacguenetta and the Costard-Jacqguenet-

a stories are united - Armado has Cestard take a2 letter to
her., The main apd the Castard-Jacquenéttsa stories come in
touch - Biron sends Rosaline a letter by Costard.

RESQLUTION. ITI. i. 174-208. —--- ¥V. 1ii1. 850s7..

. The third turning point is Biron's admission that he is
in love;

"And I forsooth in love! I that have been love's whip"..
"Well I will love,write, sigh, pray, and groan".

Here we are sure he will =% break his oath., The comic sub in
fluences the main 2nd coma2z in touch with the Princess-King
story — Costard delivers drmado's letter, instead of 3irqn's

to the Princess, thinking her Rosaline. The second sub becomed
loosely and mecﬁanlcallﬁ connected with the Princess-Xing *°
story - Holofernes and Nathaniel write verses on the ®eer kill-
ed by the Princessi The first and second sudbs_come in touch -
dacquenetta brings them Biron's letter to Rosaline delivered
to her by -mistake; they becgme the_ggsqlv1n% force in_the main
by taking it _to the flngx In IV, 3iiiJ all the three lovers
unintentionally reveal their love to each Qther, and Costard
brings Biron's letter. Biron Jjustifies their breaking their
gath, and they woo the ladies, migstaken idenity furnishes com-
edy. The cpmic subs are brought into relation with the four
meain leve stories by the play.

CONCLUSION V.. ii. 850=7. —== 934,

. The feourth turning point of the main is Rosaline's bidding
Biron do _a year's penance for his oathrbreaking; the other
three ladies also put their kords on a years probation; Jac-
quenetta does likeswise to Armado. The play closes witlh
rustic songs by the players.

(41)






COMEDY OF® E®RRORES
A Yorveveol comedy. ABA0,
X X ¥ X ¥ X x

.QoNeny OF RRRORS. is Shakespeare's only farce; it is in
imitation of the WEXORCHMI of Plautus, so observes the unities
of action, time, and place. It differs from Shakespeare's
other comedies in that the humor is derived from external cir=
cumstances comic in thempselves, rather than from character,
which produces deeper humor., It is pre~eminently a drama of
chance and improbability; theﬁe are the twin Antipholuses and
the twin Dromios; whose separation and all the events leading
te their reunion are due to chancej.- - the comedy being due to
mistak}ng of one master for the other and ¢one servant for the
other, The action is not governed by the laws of cause and
effect but is merely a train of events; its development .is ndt
logical, but by situations, so the drama is not grsat zs a work
of art., The interest lies in the events, not in the characters, -
for the characters in such a fapee could not have been differ-
entiated; else the farce would have been impossible:. The en-
veloping action is the story of Aegeon, #hioh furnishes a
tragic background. The main action is the fortunes of Antiph-
clus of Syraocase, due to mistaken identity;-the main action in-
cludes the two Antipholuses and the two Drohios; the money and
the change furnish complicatioms in it., There are also the
Adriana story and the love story of bLuciana and Antipholus of
Syracusej; closely interwoven with the main: The Abbess, of

the Enveloping action, furnishes resolution.
TNTRODUCTION: I. i.i === I, ii. 39-40.

The %Lay opens with the narration by Aegeop, of preceed-
ings events: The envelop;né action is begun, - Aegeon I3 sen-
tenced to death for enterin Egpesus in search of his wife
and son apd Dromio, lost from nim and Antipholus of Syracuse
and Dromio of Syracuse twenty years before; we learn that An-
tipholys of Syracuse and his Dromio are also seeking them.
Soeme (i) has preBared for the lntrqdqgglon of Antipholus of

P '.

Syracuse and hils omio, who enmter in
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RISE, T. ii === I. ii. 95-105.

The first turning point is Antipholius of Syracuse':

"So I, to find a mother and a brother
In guest of them, unhappy, lose myseif".

Here we learn that the stxry is to be that of his being mis-
taken for someone else. merchant pays him monsy due to An-
tipholus of_Eghesus, and Dromio of Eﬁhesus bids him come t?
dinner; Antipholus of Syracuse mistakes Dromio of Ephesus for
his Dromio:

COMPLICATION, I, ii. 95-1035.. -+ III. ii. 67,

The second turning point is Antipholus of Syracusebl::

" gnn g{ life, by some device or other

The villian 1is o'er-raugnt of all my money".
"They sa2y this town is full of eozenage.

It is provee# so I will be Zone the sooner".

Here Shakesgeape adopts a mechanical means of showing the de-
velogment of the action, The sitmation bscomes mors and more
complex.

RESOLUTION. IIT, i. -=- V. i. 329,

The complication is at its height in ae¢t III, scene i.,
when Antipholus of Syracuse is bein3d entertained by mistake
bi the wife and sister of Antipholus of Ephesus, wnile Antiph-
olus of Fphesus ks refused admittance and Soes to seek anotner
woman, and Dromio of Syracuse is claimed by the sweetheart of
Dromio of ®phesus. The mistaken identity continues until the
Abbess becomes the resolving force.

CONCLUSION., V. i. 329. === V. i. 424,

The fourth turning point is the entrance of the Abbess
with the other Antipnolus and the other Dromio, which leads to
the solution of the mystery and a happy _close of all the sto-
ries, The enveloping action and the main are united in the
reu%ion ¢f Aegeon, the Abbess, their two sons, and the twp ser.
gants. .
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ulbes:

MIDSUMMESR KIGHITES DRE AN
A Fontostve Caoamedy. 154,
¥ kX % k *

MIDSUMMERS XICHT'S DREAM is the culmination of the earlier
eomediesf fhe first of the second period: It differs from
the others because it was writter as a court drama and there-
fore combins the spectacular machinery, the Love storysthe
burlesque interiude, and the mytholggical influences. The
fairies are fantastic, a distinot species of beings.. In this
*dream"” Shakespeare gives full scope tp his imagination; the
action therefore is nat ruled by PeaSSn; This accounts for
the weak motiving of the plot, + Helena's motive for betrays+
ing th; elcpemént being only that she may have the pleasure
of a walk with her Jlover. The sjtuations are brought abaut
by dberon; Puck's tricks and blunders, accident, whims, and
imagination, - not by causality. This accounts for the weak
and wavering characters, - no other kind could have besen used.

The various actions are noi organically connected, but _
heterogeneous, beund together only loosely by a central idea;
the illusion into which men are thrown by love; each action
thus becomes a sort of parody on the others, though the ex-
ternal connection is loose and slight. The plot is unjfied by
Puock's being, at Oberon's command or through his own mischiev-
ousness or blunders; the complicating amd resolving force in
all the actions. The main action is the love stary of the
four Athenian Lovers: The envelopimg action is the love story
of Theseus apd Hippolyta. The first sub is the cemic action
of Bottom and his friends. The second sub is tbe Pairies; - .
fpe love story of Oberon and Titania, TIf the maiam action is
the love-story of Hermia and Lysander, the first turning point
iss

*"If thou lovest me, then,. ;

LI Bis i, P feshan iy hoapp Somareaw might,

There will I stay for thee",

Ard the secoend turning point Helena's:
*T will go tell him of fair Hermia's fLight",
(a4)






But this can not be felt as a decisive turn in the actionjy
Shakespeare in his later plays would not have been guilty of
such wekk motiving, such a cIumsy device for bringing the fpour
lovers togetherl We can improve the motiving by condering the
main action to be the love stories of Hermia and Lysander and
Helena apd Demetrius; this will give a different mechanical

division.

INTRODUCTION, T.. Zi. === I. i. 921<4.

The intpoduction_brin%s all four of the lovers befors us,
and gives the conditions for the development of the action.

RISE, I. i. 91e4 —m— .TTT. ii, 366-9.

At the first turn@n% point Lysander and Demeirius are both
suitors to Hermia, neither willing to yield.

Demetriuss "Relent O sweet Hermia; and Lyseander, yield
Thy craged title to my certain right".

Lysander: "You have her father's$ love,Demetrius;

Let me have Hermia's.

4

; Hermia and Lysander elope, Helena and
K { P
’ , ; Demetrius fqllow themi Seo far the
s action ma{ be represented thdets, Helena
/ being left out.

/ Sczqe ii,tis dgvoteg to ghe io%t%¥ sub

action = e play planned. e .

/ begins the Fairy sub action; Puck is to

. becope the complicating force in it b
Ruddiad/.  ancinting Titania's eyes for the firs
. thing she sees; apd in the main the re-
solving force by anointing Demetrius's eyes for Helena.

COMPLICATION. IT, ii. 103, —=- III. ii. 366-9.

But Puck becomes the complicating force in the main by
anointlns ﬁysander's eyes instead. The actigom takes its turn
at Lysan@ier's;

*And run through fire I will for thy sweet sake,
Transparent Helena".

l

It would be more dramatic if this oc-
curred at the end of the first act, as
our interest is higher here_ than ;{ is
where the first act ends. The main
action may now be represented thus:
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Botn stories are complicated, for both lovers are geeking the
wrong woman. Puck becomes.tﬁq complicating force in the Bottom
sub action; Titania falls in love with Botiom uniting the two
actions. The complication in the main is at its height when
Helena and Hermia are guarrelling, Demetrius and Lysander
fighting; it is partly resolved w#hen Puck enointps Demetrius'
eyes for Helenad:-

RESOLUTION:. IT. ii. 368-9. —-== IV. ii.

5 P%cg crushei the herb into E sander's eye and leads &%m and
emetrius apart: Wse H 1..,.4‘ is Mg dia
The situatign' h I i
which before the f T

third turning
point was thus:

‘ ‘fpdw 0 s . Afww (S v
Tne third turning point of the Fairy sub action is Oberon's
relsesing Titania (IV. i. 76-9); that of the Bottom action is
the restoration of Bottom to nis matural shape. The main,
Fairy, and envelopin% action are united in Iv. i. Bottom a-
wakesg, and prepares for the presentation of the play.

CONCRUSION, IV. ii, —-—== 7,

The fourth turning point is the marriage of ths four

%overs; which takes g_ace with that of Theseus and Higpolyta,
n the last act all bhe actions are uniied; this act has no
organic connection with the rest of the play, but merely gives
itpsemblance of unity. The Bottom play is aided_for its own
sake; the Falr{ part to Zive an appearance of Unity.

. $0 far as the main action goes, the play i@ weak and child-
ish and of little value. Its wor;ﬁ consists in its _language
an@ literary style, not in the main action. The chief events
of the main action are npt of sufficient importance to demand
a groPer plzce in the whole scheme, - not even a place_ in thne
fifth act. So _the play can not be a significant example of
Shakespeare's dramatic struciure. Thoush it is _an exception
to our scheme, the second turiing golgt coming in act II and
the third near the close of act iI it does not argue against
our scheme, for the main_action is foo slight to dominate, be=
ing overshadowed by the Fairy and the comic sub actions, which
shows that Shakespeare's interest did not lie in the maln ac-
tioni The Falr{ scenes and the Bottom scenes are the work of
an artist, but the drama as a whole is not.
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THEE S TRCEAXT OF VEXTICSE
A Romontive Comadgw*\5%5—6;
X %k ¥ X X
The plot of the MERCHUANT OF VENICE is complex, as Shake-
speare has interwoven several stories; but its cpnstruction
is admirable. The main actign is Bassanio's suit feor Portia,
on money borrqgwed gn Antonio's bond to Shyloock.

1 The Antonio-Shylock affair
The main sub actions
2 The casket story
1. Thé Jdessicaslorenzo story.
2 The ring episode (comic).
3 The Gratiano-Nerissa affair.

Minor sub actions

Boonomy: The main actipn and first sub are connected oy
Bassanio; a character in both; also by the Jessica+Eorenzo
link action. I¥n the Shylock~Antony story Bassanio is the com-
plicating force, Portia the resolving force;. in the main ac-

tion Shylock is one of the complicating forces.

- INTRODUCTION. I. i. === I, i. 162-277.

Antonjo and his friends are introduced at once;agd Bas+
sanio (57), seekins a loan f£rom Antonio. 4

RISE, I. L. 162:177. -+- I. iiis 171,

The first turning point is Bassanio's:

"In Belmont is a lady richly left.

Her name is Portia.

0 m{ Anton§g had I bul the means

To hold a rival place with one of thenm,

I have a mind presages me such thrift

That I should questign less be fortunate".

Antonio agrees to loan him the neogssarg funds;, and the action
begins. cem® ii. introduces Portias and FNerissajy and the
caskel proviso and the othes§ suitors, future complications

for Bassgnio. Im iii. the main and first sub are united -+ Bas-
sdnio and Antonio borrgw from Shylock. :

COMPLICATION, I; iiis 171 —-- III. iii 304-305.

The second turning point is Antonio's}:
*"Yes, I will seal], unto this bond".
(47)






. In II. i. is further development of the_ casket story — the
Prince of MYorpcco is @ part of the camplicating force. In ii
is the Launcelot-Gobbo comic relief action and preparation for
further development of the main and the Gratiano-Nerissa
stories. ,The Jessicag¢borenzo stcrg is begun and the_slopement
arranged (iii and iv.),; the Shylock-Antonio and the Jessica=+Lo=
rengo stories are blenaed, and the elopement occurs (v and v1&
The casket story develgpes further; the Prince_ of M¥orocco as
cpmpllca?lgg is removed, but our suspense for Bassang is in-
creased (vii). Tbg.ges31oa-horenzo action affects the Shylocka
Antonio_action (viii). Casket story - the.Pﬁlnoe of 4Arragon
as cpgpllcatlon is removed. Main - Bassaniols, coming to Bortia
and the caskets. Act III opens with the Antan,LShglock StorPy =
Shylock clamoring for revenge.. Main action and casiet story -
Bassanig chooses the right casket, ending the complication fure
nished by them.

RESQLUTION. I¥I. ii. 304{ ~-- V. i. 266-9.

The third turning point is Partia's:
"First go with me to church and call me wife".
Here Bassanio's success is at iis height, and we are sure of

the happy conclusion. The main and Snylock-Anfonio astion in<
fluence each o{her - Portia sends Bassanio to free Antonio.

n thig scene (III. ii afe blended the stories of the caskets
1—1§Q?, ?ntonlo—Shylock 132-325? Jessica-Lorenzgo 20-228
the pin3 (170+18¢ and 285-291), an Sratiano-Nerissa 187-2201

Further development of @h? Antonp+Shylock story (iii), add, th
Jessica-Lorenzo story (iv), the main” and Nerrisa-3ratiano (iv). .
The ,Jessicarborenzo. and the comic story of Launcelot are blend
ed_(v?. Act TIv. opens with the court scene, which blends the
main, Shylock-Antonio, Gratiano-Nerissa, and the r1n§ efisodes.
The_ climax of the Shyioqk-Antonlo §§ori_is Portia's declaring
Shylock's property confiscate and his life forfeit, The Shy-
lock-<Antonio storﬁ is influencing the Jessica-Lorenze when
Antonio pardons Shyloock and_ decrees his gponey to them. The
ring episode begikns to develop (i and Ll?,‘and furnishes a
final suspense. In the final scene_ are joined the main, Shy-
%ock+Autog19 .Sratiano-Nerissa and Lorenzo-Jessica stories. _

he oamplxcaflon of the ringds is resolved; Lorenzo and Jessica
are made Shylock's heirs, and all the lovers are reunited.

CONCLUSION V. i, 266-2 —--- V., i. 307.

The feourth Burning point is Portia's:

"Here is a letier; read it at your leisure;

It cqomes from Padua, from Bellario.

There you shall £ind that Portia was the deoctor", etc.,

for this removes all of Bassanio's doubts and assures their
happinessi
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Bows,

¥UTCE ADO ABOU®ET XOTHTIINKG.
4. Romontic Comedy. 15992.
¥ % X Xk X

MUCH ADO  AROUT XOTHIKG dis one of the best Comedies. It
is a comedy in the highest sense of the word, the comedy be-
ing due not merely to circumstances,humorpus incidents, but
to the expression of character in the dialogues. The char-
acters are fully drawn’even the subordiaate ones. The comedy
is the best,. s9 far, in technigue, as is shown by the inter-
action of the plots. THE MRROUANT OR® VENIC® interlaced con-
trasted tales, but this is a variation of the same ideza "Muah
4do 4bout Nothing". Shakespeare is blamed by Kreyssig for
not obeying the dramatic sequence of cause and effect in the
discovery of the plot, which should have resulted from some
false move of John'"s, not from the chance overhearing of a
dialogue;- but this is a comedy, therefore not so rigidly sub-
ject to the laws of cause and effect. The enveloping action
is the wars just completed. The main action is the Claudio-
Hero love story. The first sub is the Benedick-Beatrice love:
story., The second sub is the Don John, Conrad and Borachio

plot against Claudio; this is the complicating force in the

]

main, FThe third sub is the Dogberry, Verges, etc., comic. It
and the first sub are parts of the resolvag force in the main:

The main is overshadowed in interest by the first sub..

INTRQDUCTION. I. i.. +-- I. i. 188,

Lines 1-93 corre Bond to the first two scenes of MACRRTHL
Claudio is me?t% ned ? -10 i
is mentioged (3 Z. Claudio, Benedick, Don John arnd Don Pedro
enteg 94?; The Benedick-Beatrice story and the main are pre-
pare or.

RISE. I L. 188, ——- I, iii. 65-9.

The first turnin% point is_Claudio's "Im mins eye she
is the sweetest lady that ever I lgoked on". Further prepara-—
tion for the first sub - Benedick's challenge to fate
Main- Don_ Pedro promises to help Claudies in his suit
Leonatus learns of Claudio'® love and has Hero prepare

(49)
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10)% Beatrice and Hero appear;. 3enmedicy
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@nswer nim. The second sub, the complicating force

. ‘ r is pre-
pared for and begun (ii). )

COMPLICATION. I. iii. 6549, —-—- III. 1ii. 147-170.

. .The second turning goint is Don Jonn's ¢ "Come, let us
thither; this mag prove food ®o mg displsasure. That young up-
start hatn all the ilory of my overthrow: if I can cross him
anywa¥ I bless myself eveqywag". Don John causes Claudio to
lose raith in Heroj; Bepedick becames part of the complicating
farce gnlntent;onaily ?II i. 183-200). The_second turning
peint in the first suby is the plot of Domn Pedrg, Leonatus,

laudio and Hero to make Benedick and Beatrice f3ll in love
rl. 370-80); ,they Lea? him to pity and love her ?111?, and her
to love him (III. i. ). Main - Doh Jphn promisges to prove
Hero's disloyalty to Claudio (II -ily.

RESOLOUTION, IXII. iii. 147-170. --- V. iv. 60-1.

The comic sub comes in tqouch with the main _through the
second sub - Dogberry and Verses overhear Conrad and Sorachio
telling of the success of Don John's plot, and arrest them.
This is the third turning point of the maim and of the second
subJi_Shakespeare shows his skill in the choice of them as the
resolving force, for they serve so admiradbly to koep up_the
final suspense., Main - Hero prepares for the weddxng and goses
4o _the church liv). The third sub comes in contact with the
maind = Dogberry and Verges go to report the news to Leonato,
but ne impatiently orders them to conduct the trial themselves:
The third act closes very dramatically with hnis thrusting a-
side the means of sav1né Hero., Act IV. opens with Claadlo's
public denouncement of Hero, Part of the Pinal suspense; she
adopts the Friar's plan of 3eln§ mourned as_dead. Her mis-
fortunes unite Benedick and Beairicg; the climax of this story
§§ their declaration of their love ?tv i.); her making Bene-

ick promise te kill Claudio is part of the final suspenss.
The_resolution frogyess s by the trial of the prisoners and
bi-Ptlnce John leaving §;1 H tge final suspense continues in
the challenging of Claudia by Leonato, his brother and Bepe-
dickl. The third sub _at last becomes the reselving force ?Vyﬁ)'
Leonata pardons Claudio qn condition that he marry her "cousi
The plot of the drama is wil} managed exceplt that it takesa
sensational turn in' V. i, IX%X, and iv, which is a weakness,
Baking it melodramatic rather than dramatic.

CONCLUSION, V. iv. 60=1.. —-—= V, iv. 129.

The fourth turning point is Hero's:

"And when I lived I was your olher wife;
And when you loved me you were my other husband".

The symmetry of the plot is shown by the follgwing dia%ram.
T . ain 1st.Sub.. nd Sub.
27 R poas Rt 18 B 1%, T 1iB0030 il
W el N\ nd. is I.1i1i.85-9. .1.370- .11,
= PN 3pd " is ITT.diii.- IV. i. - ITI.iii,
* 4tn " is V,iv,.58-66 V.,iv,92-7, V.iv. 1279,

foads
B
A
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28 YOU LIXE® I T.
5 Roadlic Comedy. 1592-1500.
¥ % % % % :
AS YOU LIX® IT is a pastoral drama, sgmewhat fanciful,
not deep and serious as are the later comedies, as NEASURE FOR
WRASURE; it chief charm lies in the beautiful picture that it
set forth, and in its characters. The plot is not so compact
as that of NUCH 4DO ABOUT NOTRING, perhaps because the play is
based upon a novel. The main action is the love story of Rosa-
1lind and Orlando; Rosalind is the heroine. The first sudb is
Orlando against @liver. The second sub is the OLiver-CTelia
love story. The third sub is the Touchstone-Audrey-William
love siary, a rustic story. The fourth sub is the Silvius-
Pnoebe~Corin love story, a classic pastoralAstoPy. The en-
veloping action is the banished Buke against Duke Frederick;-
it add the first sub furnish complications to the main; the
fourth §ub furnishes the final suspense. Touchstone and Jec-—
ques hef;‘melt the othebs characters together and furanish

comedy.

INTRODUCTION: TIi. i. === I, iiJ 28$-7.

lines

The first thirty Aprepare for the first sub action;this
action is not organically developed, but its first turai %
point may be placed at tge quarrel between the brothers ? 0T9®1
and the segoéond at ?llver s arrangement for Orlando's death in /
the match (142-179). The enveloglng action '118-124)-‘Rosa1in&
is mentioned. The feud between the brothers is prqbaﬁly to
emphasize that betwesan the Dukes, as the Glocester episode in
LRAR emphasized Lear's treatment. The introductory soene
does not give the kegnote, so is not entirelg successful. It
dees not prepare us [or what is to follow. rlando's;

"Can you tell me if Rosalind, “the Duke's daughter, be ban-
ished witn her fatner"? ~ :

gseems merely a mechanical contrivance to prepere for her in-
troduction. As Orlando is introduced at once, we judge that

be is not the hero. Rosalind is introduced ilzf, she and

Celia watch Orlando's contest with the wrestler. Duke Freder-
ick 1s the resolving fprce in the Orlando+Oliver sub action, .
and its third turning point is Oliver's escape (217). Rosalindds
interest in Orlando 1s growing.

RISE, I. ii. 256=7. ==~ I. iii, 42-4,
The first turning point is Rosalind's:

*Sirzsyou have wrestled well and overthrown
More than her anemies”.

Orlando admits)aside; his }g{f for her (259-62)..






COMPLICATION,; Y. iii. 42-4, -«- EITI, ii. 448-52.

The secand turning point is Duke!“-FPerdinand's banish<
mpent of Rosalind;

"Within this ten_days if thou be'st found
%p near our publie¢ ceurt as twenty miles,
bhou diest for it".

Ce%@a and_Rosdlind flee in disgmise (iii): ?he egve}oping
action - life at Duke's court in the forest (II. i. ).
The emnveloping action be%an to influence the main and the
first sub- Duke Ferdinand finds out their flight and sends for
rlgndo and Oliver. The first sub - Qrlande flees with Adam
zx?.. The main action comes into tguch with the fourth snb -
Rosalind meets Corin in the forest ?1v . The main and envelop
inE agtiop are brought together —~ Orlando and Adam meet the
Duke Zv11y; the main is advancing, because boith Rosalimd and
Orlande are im the forest, and Jacques amd Touchstone have
met. The envelogzng action influenceg the first sub - Duke
Ferdinand sends Oliver after Orlando ?III i.). The main Bow
de¥elops rapidly - Rosalind finds Orlando's verses to her, .

RESOLUTION XIF. ii. 438+#52., ——= Y. iv. 122,

The third turning point is Rosalind's: "I would cure gou
if you wquld but come every day tq my cote and woo me", an
his acceptanc ,..yhe third sub develops - Touchstpome wants to
?arr{ Audrey 311173 The main_furnighed complicatiopn to the
ourth sub - Phoebe falls in love with Rgsalind 1v2
develops by Rosalind's "curing" Orlande KIV._iz)t he main
and the tggrth sub are united by Resalind recelvxnf_Phoebe's
etter; this furnishes a comic interruption. The first sub
urnishes final suspense - Oliver brings Rogalind the Mapkin;.
the fourth turning point of the first sub, (the recon ;lq§1on
of the brothersgg repoves a complication in_the main (iii}.
V. i, is devoted te the cpmic sub action and Touchstone. The
Q0liver-Celia story develops and_ influences the main bglcansing

« The main

Rosalind %0 promise to bring Orlando_his Rosalind at iver's

mavrmaie. 117. She becomes the resolvins force in the Sourth

gnb; hird sub -~ Touchstone and Audrey decide tae marry next
&Y.

CONCLOUSION V. iv. 122. &=V, iv. 204.

The fourth turning point is Rosalind's appearance as her-
~self;"To yau I gdive myself, for I am yours". All the love
stories are united jin the.%ugdgqple.redd;n%r The. onveloping
action is ekded by the restesation of the Duke. . The play. . .
closes with an epilogue.. e L P2 et EE oo
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ST WEBELETEHEH XTGOHET, OR WH AT YOU WIL LS
4 Romonthve Comedy, 15983-180%2.
¥ %k k¥ % * %

TWELETE NIGRT is the last comedy of the secomd period; it
is a pure comedy. It shows love as 96aprioe” a freak of the
imaginationi Its plot is more loosely put together than that
of THE MERCRAKT OF VEXICE; the plot against Malvolio is not
cpnnected with the main action; otherwise the play possesses
unity and all the incidents are in keeping . The heroine is
Viola. The main action is Vjola's fortunes, or more specif-
ically, the love afair of Viola and the Duke. The complicating
force %n'the main is the Olivia-Vieola affair, the resolving
force is Sebastian.) We may recognize ten sub stories, each
of them love stories, each interwovenwith the main and with
the others, every character appearing in at least two of the
stories, the Clown being the connecting link  between them all.
These stories are, (1) The Duke-Olivia story, (2) The Viola-
Duke story, (3) The Duke-Olivia story, (#4) The Sir Andrew-
Olivia stery, (5) The Maria-Sir Toby story, (6) Sir Toby,
Maria, etc., against Malvolio, (7) Olivia<Viola story, (8)
the Sebastian-Olivia story, (9) The ¥alvolioiOlivia story,
{(110) The story @f the duel. The enveloping action is Grsino'm

early wab.

TNTRODOCTION., I. i. ==- I. ii. 55-6.

The play o;ens with the Duke+@livia storg - the Duke
mourning over his rejection. The viela-Sebastian stery, (idid;
and the ViolasDuke s ovg -~ Viola's speeches 1lead us. &a suspeo%
that she cares for the Duke.

RISE, I. iil 55-8{ ~—- I. v. 308-9,

The first turning point is Viola's:

"I'll serve this Duke: .
Thou shalt present me as an eunuch to him".

Here _we see that the s;or¥ is tQ be that of Viola's love for
the Buke. T?g_! ria-Sir Toby siaory add the Sir Andrew<Olivia
story begin (iii). The Duke-Q@livia stggy‘xs inflkuenced by the
main - Viola dis_sent as messenger to Olivia, and the Olivia-
Viola story begins. (53)






COMPLICATION.: I. vi 305~8.. —=- III. iii. 39-42.

The second turning point is Olivia's speech about Vigla:

"Even so quickly may the ege catech the play?
Methinks I feel this youth's perfections
With an invisible and subtle stealth

To oreep . in at mine eyes: Well Let it be".

The Viola<Sebastian story - Sebastian going to t?g_?uke (51.3).
The Olivia=Vipola story - Viola refuses the ring (ii 1_??6 ’
Maria and Sir Toby plot_against Malvolio is tgr?ed élll «_The
ain aotion develops + Viola gives the Duke hints of her love
iv. '107=123). The Duke~0livia_and main and Olivia-Viocla
story,- Violka sent agained to Glivia, Olivia confesses her
love (IIIN, i¥;~ The story of, the duel is prepared for (¥II} i)y

Sir Andrew challenges Viola (iii). Emveloping action fiii.
REBQPUTION. ITI. iii, 39+42. ~—— Vi i. 32847. .

The third turning point does not manifest itself im a con-
crete &vent. Vipla is in such a precarious position that we
are on the alert for the entrance of the resolving .force; when
Sebastian and Antonio enter, we feel that they are to be the
. resolying force. We may place the third turning point at
Antonilo's: .

"I will bespeak our diet.

Whiles you be%ulle the time and feed your knowledge
With viewing the town",

for we feel that new something will hafpen to untie the knot.
The Sir Toby and Maria plot agsginst Malvolio werks out. The
Olivia<Viola action coutlinues (III, iv 217-233); the story

of the duel - Antonio, separating Viola and Sir Aadrew, is ar-
restedi.  In this scene are interwoven the Sir Andgew-0i1v1a,
the Viola-Duke, the Viola~ODlivia, the ¥aria, and Sir Toh{
against ¥alvolio stor{, the duel, the Viola-Sebastian. story,
and the envelo%xug a¢ 1onu_.Sebaqtlan's;rxghtxns_SLr Andrew_an&
Sir Toby and Olividsinterfer@nce interlink the .19La+89bastlan3
Sir Andrew-=0livia, and Sir Toby actions, amd Olivia's pistak-
ing Sebastian for.on%%v}nge links the gebastian-Ollyia and the
Olivie-Viola steries (I¥V: i.). The Sir Teby and Maria against
Malvolio glqt develops further ;1§; :

story - their @arrlaig iii.). En~Y, i.. are interwoven the the
Duke-0livia; Viola-Olivia, ¥nd lalwplig:bli#it"ﬁtqries- With

the entrance ¢f Sebastian the mystery is oclkeared up.

- and the Olivia~Sebastian

CONCLUSIONI Vi i. 309-7. ~=~ V. ii 408.

. The fourth turning point is the Duke's:

"Here is my handj you shall.fr¢m this time be
Your master's mistress".

The cqomedy ends happily for all.

(54)






ALL'S KEEL TR AT EXDS WEL LS
' A Romontive Comedy, 18041,
* % ¥ % ¥ X

L ABL'S WEBLL THAT ENDS Weih is a serious comedy; the comic
part is embodied in Parolles and the clown. The comedy be-
longs in the same period with the great character-dramas, and
is a study of the character of Helena: It deals with the
evils due to sa¥' as do mpst of the dramas of the third period;
it shows how much a woman will do for leve and yet how she can
remain faithful amidst corruption and vice. Coleridge calls
Helé&na "Shakespeare's lovelaést creation"., Though the play has
seme fine passages, its dramatic merit is not great. It sur-
passes the earlier comedies in the definiteness of the actiong
but some of the characters are not organically connected with
the action; being dragged inm for the sake of bringing the
action to the desired end. It is chance which leads Helena to
the Widoi and Diana and thus enables her to fulfill the con-
ditions imposed upon her. The main action is Helens's love
for Bertram, and her attemppt to win him: The sub actions are
(1), the story of Parolles (comio), and (2) the Bertram-Diana
story, which becomes the resolvimg force. The enveloping act-
ion i§ the Florentine wars.

INTRODUCTION. I} ilL »-- I. i. 89+92,

Scene ¢ne jntroduces the Countess, Bertran, Helena amd
Bafeu immediatelyy but Helena does not imgediately attiract
attentiony it give§inforpation about her 19@50?; Bertram goes
;Qio urt; we learn that Helkena's grief is not for her father,

ud for him. »

RESE., I. ii 89-92. ——= X. iii.s 231~249.

Phe first turning point is Helena's:

L "My imagination
@arries no favor in_it bui Bertram's.
T am undone: there is no living, none,
If Bestram be away".

The ogmio sub begins~ Parolles goes to caurt with Bertram.
Will Helena let ihe course of love run smpoth; or mapr it by
her impatient efforts to hrggyn it? R






COMPLICATION, I, fii) 237-240. ——- III, v. 69-72;

. Phe second tnrnins point is Helena's decision to gp te
Paris, to cure the King and win Bertram:

" i lord your son made me to think of this;:
Else Paris, apd the medicine, and the King,
Had from the conversgtion of my thoughts
Haply been absent then".

She goes to the King staking her life on the medicine$ curing
im, gs'zni the privilege of choosing her husband if it dges
{XX4 1L); Bhe cures pg.flng; asks for Bertram, and the kin
makes him marr¥ her (iii); he decides to send her home and go
to the wars, he Parolles story develops further, in the
uarrel of Parolles and Lafeu; it influences the maim - Parols
%9s‘brmngs Helena word that h?r Eord is_called away by duty
iv);- Bertran sendg her away (v) Act III opens with the en-
veloping action 1§rHeIepa receives his letter giving the con-
ditions of her winning his love — that she ‘get his ring and
be with child by him {(ii} ; she reproaches herself and leaves
home §ha§ he mag return. énveloping and main - Bertram in the
war (iii). The Bertram-Diana story begins.a@m” III iv.; the
pain océmes into contact with it—i. "™ Helena arrives at thas home
of the Widow and Diana. :

RESOLOTION. JIIT.v. 89=72. ——+ V, iii;,309;

The third turning point is the Widow's;
*This young maid might do her
A shrewd turn if she pleased”,

and Heléna's

"How do you meanf . o :
Maybe the amorous knight solicits her
In the unlawful purpose”. D

Here _we feoel that Helena will use Djana as a resolving farce;
she does so and fulfilds the ocondjitions; Bertram returas to
the King. Act Iv. opems with the Parolles-story:; it_is con-
nected with the main by his agcusation of Bertram. Helena

ces home; the final suspemse is bafeu's plan t9 marry his

anghter to Bertramg: it beogmes worse when the King recog-
niges the ring given Lafeu by Bertram as Helena's and accuses
him of her murder. The accusation of him by the Widow and
Diana is not believed:

CONCBUSION. V. iii« 309 —=- V.. iii.

. The fourth turning point is Helena's: "There is your
r;ns' .etc., and her announcement ?t the fulfillment of the
¢con iglons, which leads to Bertram's acceptance gf her.. The
Diana=Bertram story is ended by her being bidden_to ohoose a
hugband. All the stories are united in the final scene.. An
8pilogue is added.

(58)..






¥ EASTUTRE FPOR HNE® ASURE.
4 Romontve Trodgv—comedy.
* k ok ok X

0f all the plays of the third périod” three fourths have
as their subjeot the evil dume tqg sex. This subject appears in
HNUCH ADO AROUT NOTHING, BANLET, LRAR, OTHELLO, ABL'S WELL
THEAT EXDS WELL, ANTONY AND CLEOBATRSA, TROILUS AXD CRESSIDY,
and others: MBASURR POR MEBASURE is the picture of a whole
sociak order corrupted by the single vice of lechery; this vice
is kept constantly before us, thefe being at least eight adul-
terous characters brought to our attention. The play is much
deepeg and weightier than its predecessor, ALLIS KRELL THAT
BXDS WRLLp: it deals with death and conscience, and Angelo's
character is carefully studied and analysed. Isabella is the
heroho, distinguished for her purity and honor, the highest
of all Shakespeare's women. The enveloping action is the
Duke's pretended Jjourney. The main action is the testing -+
pf Isabella's purity. The chief sub action is the testing
of Af§gelo's purity. The Duke hovers over and controls the
action;: he is & boand of union between the character§ the re-
splving force in the main, the Angelo-Mariana story, the
Claudio~Julietta StPPy, and the Lucio story. Angelo is the
complicating force in the main. The comic sub action is the
story of Mistress Overdone, Elbow, Pompey and Froth. Escalus
" is used to bring out Angelo's character by contrast. Barnar-
‘dine and Ragozine are used as part of the resolving force in
the Claudio story, amd furnish comedy. The comic¢ sub is not
organically connected with the main, but has the same central
idea.

IN;R@DUCTIGN,. I, i, to I. ii. 180-1.

The introductory scenses éive the conditions which make
paossibde the development of the main;. the emveloping action -
he Duke leaves hlf power to Angelo: Angelo is talked of,
and iptroduced (#5). If Angelo is the hero, his_challenge to
-fate 48f9g ig the first turning point. Sceme I gives more
of the situation; idintroduces Lucio and Bistress Overdone, and
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begins the Claudio-Julietta story - Claudio is arrested for
adultery; it prepares for the entrance of Isabella. Naw_we
fe!l that Angelo is a chief character, Isabella the heroinse,,
and the the story is to bée what she feels when she comes un-=
der the influence of the powerfnl Angelo.

RESE.. I» ii.. 180-1. --- I. iv. 85-9.

The first turning point is Claudio's:

"Implore her, in my veice, that she make friends
Ta the strict deputy; bid herself assay him".

Emveloping action - the Duke disguises as Frigr (iii) Isabella
goes tao plead for Claddio.

COMPLICATION. I. iv. 85=9-— ——- III. v. 151-.7.

The second turning point is Isabella's: "I will about it
straight". With what we already know about Angelo and his
challenje we can imagine what Isabeela's situation will be.

The direction of the action at the second ;urnlné point_ is not
very clear, unless we feel that the story is to be partly the
unmasking of-AnEelo, but also his at@eng to force Isebella to
his wishes, so that the main action is the testing of Isabellals
urity by Amgelas. Angelo sentences Claudio to death (II. ii)..
sabella pleads for him; we learn Angelo's wicked desire (ii.ii),
he offers her B8laudio's life for her virginity ?LVagm The en-
veloglng-actionhttmes in touch with the Clgudip-Julietta story-
the Duke<Friar hears Julietta's comfession (iii). The Claudio
story, the main, and the Angelo stories are united when the
?uke?§§%ar.oyerﬁears Isabella telling Claudio of Angelo's of-
er . i.).

RESOLOUTIONS III. i. 151-7. --- V. i. 4086.

The third turning point is the Duke~Friar's plan to_save.
Isabedla and Claudio by subagltutlp% Mariana for Isabella with
Angelo. _The comic s?p.§s united with the enveloiln action
and the Lucio_story (ii). The main and the_Angelo-Mdariana -
.gtory Isabella wins Mariana's consent to Duke-Friar's plan
? V.l.yg The climax gf the Claudio story is the Duke+Friar's
.persuading the Provost to save Claddioc and to send Bernardine'®
gqad to Angelo 1nsteada_here the Duke-Friar becomes the resql-
ving force in the Claudio story. The main, enveloping and An—
ﬁelq-uarlana stories - the Duke-Friar arrgngeg for Isabella and
ariang tQ accuse Angelo before the Duke ?111?. Angelo re-
Pents ?1v3. Act V. knots together the threads which hereto-
ore have been loosely connected. Isabella and Mariana acouse
Angelo. The Denouement of the Angelo-Mariana story is the Duke's
s%arlng Angelo and making his marry her; that of the Ducio
story is Duke's pardoning him and making him marry the woman
he bhas wronZgeds that of the Claudio-Julietta story is the
Duke's pardoning him.

CONCLUSION, Vi i. 498, —-- V. i. 543.
The fourth turning point is the Duke's speech tq Isabellasw
*Give me your hand agd say you will be mine".
(58)






The loose conneotlon of the comic sub with the other actiongis
shown adain by$ its no being included in the final scenei. The
plaot ds similar in its denouement to that of ALL'S WERRL TRAT
¥X0S WebLL.. The chief defect of the plot is the element of
chance in it, shown esneoxally in the death of Rasgozine at
such an opportune time, which makes possible the saving of
Claudio and Barnardine. Tais would not have been permissible
at alkl in a tragedy, amd is recognized as mechanical and
forced émen in a comedy..

(59)






CYYM¥PBERELTINX E.
4 Romontic Tradv—comedy. 18610.
* % Xk % X% .

CYWBELIXE belonds unmistakably in the fourth period, as
its relationship to PERICLES, THE TEMPEST, amd THE WINTBR'S
TALE is so marked. The plot is not seo coherent mechanically
as those of the tragedies, and lacks the close comstruction
even of the earlier comedies. The various actions are b& no
means Paultlessly put todether; chance rather than causality,
is the motive forces The main aotion dees nbt dominate. the
play as it shouldl In parts the drama is equal’ta the best,
but it is deficient in that Shakeepeare has not the specifiee
ness of purpgose that he has in the earlier playsi If we make
Posthumous the he#®, unity of plot is made subservient to the-
development of character; Imogen Is the Heroine, and her char-
acter iz painstakingly drawn. The plotiis involved)diffioulﬁ
to analyze, the main action is the testing of Imogen's purity
and f£idelity by Posthumous. The enveldping action is the wars
with Rome. The first sub action is Cloten's and Queen’!s plot
against Imogen and Posthumous; it furnishes complication to
" ‘the main. The second sub is the story of Belarius and his
two spns, the last Princess, brothers ofliizgzizehcymbeline is
the connecting link between the various actions. The envelo-
ping actipon is-not organically connected, but extends the time
of sotion so that Posthumous' feelings may have a chance to
underga a revulsion: The secgnd Bub is also not arganically
cannnsoted with the main; Bellarius answers the purpose of a
Chorus.

INTRODUC®IONy I. i. ==- I. iv. 150-3.

Sce él; pregares for the introductlon of Posthumqus and
Imo en 1~ or the second sub,, by the mention of the
laos 54-868 it introduces Post umous and Imogen and
Quee i nd calls out attentlog % the ring and the brace-
1-153’ The banishment of Posthumous is one of the
oondztnons whieh make poessible the develop ?ent of the main

action. The first sub begins to develog ii.). Sceme iii
further shows Imogen's love. Scene Iv. introduces Iachimo, the
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complicating force, who by his base insinuations urges Posthu-
mous to wager on Imogen's purity.

RISE: I. iv. 150.3: —-=- Ii vi. 209-10:

The first turning point is Posthumous's: "Let there be
covenants drawn between usi my mistress exceeds in goodness the
hug@Pness of your unworthy thinking; I dare you to this match;
here's my ring". Tachimo goes at once_to Britain to seduce
Imogen.  Meanwhile the first sub deve;ogg further - Queen
gives Pisanio a box of sieep gotlgn thinking it is poison tell-
ingh™t is a cordlel.’ Main - Iachimo is unsuccessful in tra-
ducing Imogen by telling her of Posthumous' falseness to her;
bgéhgl s_h?r promise to keep a trunk for him in her roonm that
ni vii)

COMPLICATION.. I{ vi. 209-10. ——=-= III. iv. 122-5.

The second turnind point is Imogen's:

"Send your trunk to me;, it shall safe be kept
And truly yielded you".

Knowing Tachimo's wickedness we feel that the action has here
taken a turn for the wors® in her admitting the trunk to her
room; from now until the third {turning point we wonder how

she will elca%e the consequentes of this turn. Act II. opeas buacdt
ith comedy at Cloten's expense. HMajn ¢+ Iachimo Zains Imogen's

*fnecriminating information about_her (ii). Sheakespeare has

not arranged the plot so carefully as in_the earlier dramas,.

for the second turning point is not complete_at the end of

the first act, as we are not sure then that Tachimo is to _be

in the trunk; Shakespeare leaves us to suess this and we do

not learn this until this scene. The first sub - Cloten is

repulsed by Imogen, and vows revenge (iidi). Main - Tachimo's
evidence convinces Posthumoys of Imogen's infidelity, and he
goes to tear her to pieces ?ng. Ac br?e_ogeqs wz%g the en-
velo 1n§ action - Lucius declares war (i.). ain - Pisanio
tellgs Imogen of Post{hupous's instructioens for her death,but
refuses to kill her 11?.¢ The second sub is prepared for by
@g.?ntroduotlon of Belarius and sons and by his nareatigpm’
11X/

RESOLUTION. III. iv. 114 and 122-125.. === V. v. 261=3.

The third turning point is Pisanio's:?
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