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Chairman’s Message

| amvery pleased to note that the Department of English, VPM’s Joshi-
Bedekar College, Thane is organizing a two day National Conference
on Revisiting Shakespeare 400 Years After on 13" and 14 Jan 2017.
The conference comes at a right time when the entire world is
commemorating 400" death anniversary of William Shakespeare, the
greatest English playwright in 2016. Shakespeare’s pervasive influence
continues to remain strong on our livesfor centuries. The galaxy of his
literary works occupies undeniably unique placein the history of English
literature because of itstimel essnessand insightful examination of human
experiences. Shakespeare's dramatic authority and poetic legacy are
the greatest and dateless gift to the lovers of literature world-wide.

Shakespeare is probably the highly researched writer whose plays are
constantly studied, enacted, reinterpreted in diverse socio-cultural and
political context across the globe. He represents the universal themes
of life and human nature. His works endlessly influence on the
contemporary literature and English language as well. His characters
are larger than life and express an universal awareness of human
existence. His entire works cross both cultural and geographical
boundaries possessing the contemporary relevance. Shakespeare is,
therefore, still relevant in the modern times for his plays have universal
appeal, deepest moral themes, and also timeless and global qualities.

The conference themerefl ects the significance of Shakespearean studies
in postcolonial timesand | am pretty sure that, the deliberations during
the conference will provide holistic perceptions on it. | also hope that,
the present conference will provide a great opportunity to the
researchers, academicians and theatre professionals to understand
Shakespeare's artistic genius in a better way.

| congratulatethe Principal, the conference Convener and the organizing
committee and wish them success in this endeavour.

Dr. Vijay V. Bedekar
Chairman
VidyaPrasarak Mandal, Thane, Maharashtra, India.



From the Principal’s Desk

Wi Iliam Shakespeare, despite four centuries of hisdeath, keeps
onalluring tothetheatrical world, academicians, researchers, lovers
and amateurs of literature alike most probably because hiswork is
richin philosophical themes. Philosophy hasbeen a quest for wisdom
of life and values of truth. Shakespeare was a philosophical
playwright for hisplaysare deeply concerned with a perpetual search
for human valuesand consciousness. Besides hisliterary scholarship,
the philosophical questioning of dramatic discourse is something
which makes him one of my favorite writers. | believe that, it ishis
philosophical instinct only that has well shaped his dramatic and
poetic genius.

Shakespeare'sentire oeuvre addressesthe questionsintheareas
like ethics, philosophy of life, the problems of human existence, and
metaphysics expressed through his characters. The universality of
Shakespeare's thoughts, his perceptive understanding of human
psychology and nature, and also the merit and luminosity of his
writings is all that make him the all time greatest playwright of
English language and hence, he is often regarded as the father of
English drama. Shakespearean art aptly conveys his particular
philosophical perspective that outshines him among the other
luminariesintheliterary field.

Why Shakespeare in 2016? What is his contemporary
relevance? Why do we still read him? The year 2016 is special as
the entire world is marking the 400" death anniversary of this
English Bard. He is still relevant today because of the unparallel
depth of understanding of human psyche expressed through his
literary legacy. Hence, he continues to be a popular literary figure
because his works have left a massive impact around the globe on
English language, theatre, movies, culture and philosophy.
Therefore, national conference asthe present one comes at theright
time.

| congratulate the Department of English and the conference
convener Dr.Pramod Kharate for their great efforts in trandating
thisconferencefroma dreamtoitsreality. | hopethat the conference
will provide an opportunity for the participants from across India
to interact and discuss the relevance of the Shakespearean studies
in the postcolonial era. | also hope that, the deliberations will be
meaningful and will surely prove beneficial to the academic
community.

| extend my warmwel cometo all and wish for the great success
of the conference.

Dr. ShakuntalaA. Singh
Principa




Convener’s Message

“What'sin a name? That which we call a rose
By any other name would smell as sweet.”

Romeo and Juliet (11, ii, 1-2)

It iswith great sense of satisfaction | endeavour to write a message
to this conference souvenir. The present two-day national conference on
Revisiting Shakespeare 400 YearsAfter has been organized by the English
Department of this college to mark the fourth centenary of death of the
greatest English playwright and the Bard of Avon, William Shakespeare
(1564-1616). The main objective of this conference is to bring together
the academicians and research scholars across India to reassess various
aspects of Shakespeare's works and also to examine his continuing
relevance in the modern times.

Shakespearean studies have always been an enticing subject for the
literature lovers across the world. Even after 400 years of death, his
popularity hasn't declined a little and he undeniably continuesto dominate
theliterary world by dint of hisdramatic accomplishments and profoundly
eloguent verse. He is the most performed and researched playwright in
the world. Acknowledging the strength and genius of Shakespeare Ben
Johnson, a noted English playwright, writes in one of his poems that,
“Hewasnot of an age, but for all time” . e often talk about Shakespeare's
greatness of works and hisrelevance today. Through hisblockbuster plays
and poetry, he exploresthe philosophy of life and gives holistic perception
on it. His works continue to appeal modern readers and influence
significantly on language, literature and films. Shakespeare's greatness
restsupon hislinguistic caliber, artistic excellence and his deep knowledge
of human psychology explored in his oeuvre.

The present conference includes keynote and valedictory addresses,
one panel discussion, three plenary talks, three technical sessions, and
literature students’ expression. | hopethat, the deliberationswill provide
great opportunities for discussions, debate and exchange of knowledge
among the participants of the conference. | look forward to insightful
presentations from the participants and sincerely thank all delegates for
attending the conference.

W th best wishes!

Dr. Pramod K har ate
Convener
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William Shakespeare's Tempest : A Postcolonial Approach

Dr. Ambreen Kharbe
Asst.Prof., Dept. of English, GM. Momin Women's College, Bhiwandi

Abstract : Postcolonia criticism is dealt with Western colonialism of different nations, creed, and caste with the
colonia relations of hegemony and submission, especialy with regard to race and gender. Colonialism and
postcolonia struggles have been central to world history over the last two centuries. Reduced nations, massacred
populations, dispossessed people, culture, language and history shifted vast number of people from one place to
another.

The Tempest by William Shakespeare plays a seminal role in the development of postcolonial literature and
criticism because it was created in a moment when the colonial system that was now falling apart was just
beginning to comeinto being. Creativewritersand criticsfrom the Third World, particularly Africa, the Caribbean,
and Latin America, found that the moment reflected in The Tempest had something very specific to say to a
generation coming of agein the postcolonia world of the 1960's, 1970's, and early 1980’s.

This paper aims to approach new perspectives on the connection between Shakespeare and the Postcolonial
theory. The paper will further investigate the colonist’s attitude and the way he contemptuously looks at the
native and the native's rebellion and revolution against such maltreatment resulting in hatred, scorn, loath,
cunning and enmity due to the feeling of settler’s superiority over aborigine's inferiority. It will also explore
cultural confrontation as we come across atroubled relationship between master and slave, who encourage atalk
of hostile exchange between two different cultures: that of the nativeislander and the civilizing colonizer. The play
as a whole is an example of an often contradictory attitude towards the phenomenon of colonization. The

characters of Prospero and Caliban act as two mouthpieces of opposing ideals.
Keywor ds: Postcolonialism, the other race, myth, power, culture, exploitation.

Postcolonial criticism is dealt with Western
colonialism of different nations, creed, and caste with
the colonial relations of hegemony and submission,
especially with regard to race and gender. Colonialism
and postcolonia struggles have been central to world
history over the last two centuries. Reduced nations,
massacred populations, dispossessed people, culture,
language and history shifted vast number of people
from one placeto another. Postcol onialismisthe study
of the ideological and cultural impact of Western
colonialismand in particular of itsaftermath —whether
as a continuing influence (neocolonialism) or in the
emergence of newly articulated independent national
andindividual identities.

Daniel Defoe's The Life and Adventures of
Robinson Crusoe and William Shakespeare’'s The
Tempest weretheearly literary worksto spread English
language and to acquaint the colonised with the
‘superior’ English culture. The Tempest by William
Shakespeare plays a seminal role in the development
of postcolonial literature and criticism because it was
created in a moment when the colonial system that
was now falling apart was just beginning to comeinto
being. Creative writers and critics from the Third
World, particularly Africa, the Caribbean and Latin
America, found that the moment reflected in The

Tempest had something very specific to say to a
generation coming of agein the postcolonial world of
the 1960's, 1970’s, and early 1980's.

Over the last forty years, postcolonial criticism
has become a dominant mode of critical discourse for
the profession of literature and Renaissance studiesin
particular, with The Tempest serving as terminus a
quo for many such discussionsacross historical periods
and academic disciplines. Surely no other work of
literature has been as assigned, deconstructed,
interdisciplinized, revisioned, trivialized, and
ventriloquized as The Tempest. Shakespeare' splay has
become a shibboleth and his Caliban an avatar, empty
signifiersthat represent the easiest, most recognizable,
and least complicated example of al that Western
colonialism aspired to or indeed became. Postcolonial
assumptions about the play are so reflexive as to
deracinate The Tempest, causing it to vanish into thin
air, leaving not arack behind.

Over the last forty years, postcolonial criticism
has become a dominant mode of critical discourse for
the profession of literature and Renai ssance studiesin
particular, with The Tempest serving as terminus a
quo for many such discussionsacross historical periods
and academic disciplines. Shakespeare's play has
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become a shibboleth and his Caliban an avatar, empty
signifiersthat represent the easiest, most recognizable,
and least complicated example of all that Western
colonialism aspired to or indeed became.

From the outset, it is clear the action takes place
on anisland somewherein the Mediterranean, the most
familiar body of water in Europe and a defining
boundary for Western culture for over two thousand
years by the time Shakespeare wrote The Tempest.
Although events take place entirely on the island, the
wedding of Alonso’sdaughter in Carthagetriggersthe
movement, the unjust banishment of Prospero from
Milan fuelsthe plot, and the narrow searoute between
Milan and Carthage delimits the scope of action. It is
puzzling why so little postcolonial criticism focuseson
the colonization of Africa, though non-Western critics
of the early twentieth century suggest the link. Even if
we assume the island is North African rather than
European, the suggestion of African colonization
remains tenuous at best. After all, North Africa was
annexed by Rome, supplied the West with emperors,
produced no less a figure than Augustine, and was
Christianized at an early date before being colonized
by Islam. Theweak insinuation of African colonization
neverthel ess makes more sense than to link the island
to the New World, along with the corresponding
insistence that Caliban is Native American.

Two of Shakespeare’'s primary sources—
Montaigne's Of Cannibal s and accounts of the voyage
of the Sea Venture—relate events that take place in
the New World. Plausibly, this connection might
insinuate a link between The Tempest and the
Americas, though it is appropriate to ask why, given
the New World materia in his sources, Shakespeare
so meticuloudly setshisplay inthe Mediterranean. This
is not to say New World material plays no part in The
Tempest, but merely that it isunlikely so adept areader
of source material would construct one of his few
original plotsin an entirely European context if New
World colonialism was adriving issue. The second of
these sources, the famous voyage, shipwreck, and
reappearance of the Sea Venture, offers some
interesting perspectives on Shakespeare’s possible
intentions when adapting the story.

In June 1609, nine vessels under command of
George Somersleft England for Virginia. Thefollowing
month a storm separated the Sea Venture from the
fleet, and three days later it was wrecked on anisland

in the Bermudas. During their nine months on the
uninhabited island, the passengers experienced a
number of seemingly miraculous happenings—
providential circumstances transmuted in The
Tempest—while they constructed two new pinnacles
from the remains of the ship. The miracle of their
subsequent reappearance at the colony caused a
sensation in London, and various accounts of the ordeal
were incorporated by Shakespeare, who was drawn
to the providentia aspects of the story, grasping the
dramatic potential of a “devil’s” island turned
unexpected paradise.

Itisalsotelling that Shakespeare'sidand, likeits
Bermudan counterpart, is uninhabited and cannot be
colonized inthesinister sense of cultural and linguistic
dominance. There are no natives of this Bermuda
island, no Bermudan culture or languagefor Europeans
to exploit. This matters, for Caliban is not indigenous
to theidand like the natives encountered by colonists
inVirginiaareindigenousto the New World. Caliban’s
mother is a North African from “Argier.” Accused of
witchcraft by other Africans, she conceived Caliban
in Algeriawith a“devil.” Caliban has no “people’ on
the idand, he is king of no one, and he seeks to rape
Miranda to establish progeny in the first place. There
isno“Calibanic culture” here: no history or civilization
or language. In order for there to be language in any
meaningful sense, someone would have had to teach
it to Caliban and be there to speak it with him, passing
it onasacultural legacy binding himto hiscultureand
people. It is not Prospero’s language that Caliban
acknowledges receiving, but language itself. Before
Prospero, Caliban was without language, unlike
Europeans, Algerians, or Native Americans.

Not only are no indigenous people on theisland,
there is very little of the colonizing spirit in those
Europeans who find themselves stranded there. Not
one of them came to the island voluntarily. They did
not storm it in search of conquest, as might have
Greeks, Persians, Romans, Vikings, Turks, or
Conquistadors. Every human character arrived by
accident, and all are eager to return to Italy at the
earliest opportunity. When the Europeansfinally depart,
they leave no colonists, settlements, or plantations
behind. They appropriate no resources and take no
prisoners. They rename no lands after themselves,
plant no flags, and cede no territories to their heirs.
Given thebitterly contested geography of Europe, one
might think anisland discovered in the Mediterranean

2 Revisiting Shakespeare 400 Years After - 13" and 14" Jan. 2017



after so many centurieswould generate at least aspark
of territorial interest, however barren. Yet none of these
evils are manifested, though this reality is never
acknowledged in postcolonia readings of the play.

What actual tendency toward colonialism appears
in the play comes not from Prospero, nor the greedy
Alonso, nor even those scheming climbers Sebastian
and Antonio, but rather from Caliban himself, inleague
with the halfwit jester Trinculo and the drunken butler
Stephano. Remarkably, Caliban conceives and
orchestrates the hapless conspiracy to murder
Prospero, couching hisvengeful designinthedesireto
play kingmaker and establish Stephano asregent. From
this perspective, Caliban is not victim of colonialism,
but theidand’sorigina and only colonist and would-be
colonizer. Nor are our European buffoons interested
inthe plot until Calibantitillates Stephano by describing
Miranda’'s beauty—thus “native’ Caliban’s ambition
preys upon Stephano’s lust, making him confederate.

What information we have from the culture
reinforcesthat Caliban was not viewed as postcolonial
critics represent him. Meredith Anne Skura explains:

Evidence for the play’s original reception is of
course extraordinarily difficult to find, but in the two
nearly contemporaneous responses to Caliban that we
do know about, the evidence for acolonialist response
is at best ambiguous. In Bartholomew Fair (1614)
Jonson refers scornfully to a “ servant-monster,” and
theFolioidentifies Caliban asa" salvage and deformed
dave’ in the cast list. Both “monster” and “ salvage”
are firmly rooted in the discourse of Old World wild
men....In other words, these two seventeenth-century
responses tend to invoke the universal and not the
particular implications of Caliban’s condition.

The postmodern, anti-metaphysicd biasthat raises
the levels of being available to Renaissance culture
seldom extends to Ariel, a much more logical choice
to play the superimposed role of colonized victim: his
presence on the island predates Caliban’s arrival,
making him the earliest known inhabitant. Ariel isalso
intelligent, loyal, innocent, and capable of the best
attributes of human sympathy and the desirefor justice.
It is Ariel who actually awakens mercy in Prospero
toward the sinful characters, and when Prospero’srage
against the conspirators storms most intently, Ariel
soothesiit: “Your charm so strongly works’em/ That
if you now beheld them your affections / Would
become tender” (5.1.16-18).

Ariel’s high ontological status is overt and
irreducible. Heisunequivocally not human, yet working
sympathetically toward the same ends as Prospero.
When Prospero questions Ariel about the admonition
that he should become tender in his affections toward
his enemies, Ariel adds, “Mine would, sir, were |
human” (5.1.20). Like Caliban, Aridl is never referred
to as human, not by himself or by any character he
encounters. And unlike Caliban, Ariel clearly possessed
language, culture, and associate spiritsbefore Prospero
freed him from the torment of the tree. As a result of
thisontological inevitability, Ariel cannot be co-opted,
reduced, or reassigned as colonized by any but the
most vigorously anachronistic postcolonia arguments.

However easy it might be to refute the argument
that Ariel isavictim of colonial cruelty, such areading
is infinitely more plausible than one that seeks to
establish Caliban asanticolonidist hero. In postcolonial
readings, Prospero is undisputedly the primary villain
of theplay, and yet very littleismade of therelationship
between Prospero and Ariel along colonial lines. It is
true that once Prospero liberated Ariel from the tree,
herequired Ariel’s services for adetermined length of
time as consequence of that liberation. But then he
freed Ariel to the winds ahead of schedule, without
subsequent entanglements. Ariel grumbled initially
about the length of his service, but quickly recanted
when reminded of the torment endured at the hands
of Sycorax. Further, Ariel seems genuinely attached
to Prospero, shares his vision of justice and in
expectation of freedom is correspondent to command
whiledoing hisspiriting gently.

To entertain a postcolonia reading that replaces
Cdliban with Ariel, affording him privileged subaltern
status, poses another conundrum of which postcolonial
critics want no part. If Ariel is human native and not
ethereal spirit, then it is not Prospero but the Algerian
Sycorax and her African confederates—by default
Setebos and the other malevolent spirits must be
human, too—who colonize, torture, and endaveAridl:

And, for thou wast a spirit too delicate

To act her earthy and abhorred commands,
Refusing her grand hests, she did confine thee,
By help of her more potent ministers

And in her most unmitigable rage,

Into acloven pine, within which rift
Imprisoned thou didst painfully remain
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A dozen years... (1.2.274-81)

Prospero, known for hisunjust demotion follows
the unwarranted elevation of Caliban as night follows
day. Far from abetting coloniaism, Prospero—himself
avictim of usurpation, dispossession, and banishment,
cast upon the island as a refugee—frees Ariel from
colonialist torment inflicted by Sycorax, then thwarts
the mock-colonialist conspiracy of Caliban. In many
respects, Prospero isthe ultimate colonidist stereotype:
the wizened, gray-bearded autocrat—domineering,
crafty, prudish and priggish, more taciturn and British
than genial and Italian—a cross between Colonel
Mustard and Gandalf in short pants and pith helmet
examining the troops before the battle of Plassey. For
all the wishful thinking invested in the romantic
reimagining of Caliban, recasting Prospero asvillainis
as important for postcolonial approaches to The
Tempest, since Prospero fits the negative stereotypes
of colonizer moreeasily than Caliban can bereclaimed
as sympathetic native.

However, although brusque, Prospero is
benevolent, his considerable power cloaked in mercy
and restraint. Caliban does not deny the humane care
he first received from Prospero and Miranda, and
concedes his attempted rape brought about the change
inrelations. We must remember that Prospero restricts
the freedoms of Caliban only after he seeks to ravish
Miranda

Thoumost lying dave,

Whom stripes may move, not kindness! | have used
thee,

Filth as thou art, with humane care, and lodged thee
In mine own cell, till thou didst seek to violate
The honor of my child. (1.2.347-51)

For aslave, heispoorly trained, not at all cowed before
his master. The exasperated Prospero can only spur
Caliban with threats:

For this, be sure, thou shalt have cramps,
Side-titches that shall pen thy breath up. Urchins
Shall forth at vast of night that they may work

All exercise on thee. Thou shalt be pinched
Asthick as honeycomb, each pinch more stinging
Than bees that made 'em. (1.2.328-33)

Prospero does not treat Caliban with the
viciousness expected of abrutal colonizer, nor doeshe

react to the attempted rape with anything like the
violence one would anticipate, given his portrayal in
postcolonial criticism. Calibaniskept close not because
asdavelabor heisinvaluableto some never-mentioned
colonialist project, but because Prospero recognizes a
Christian obligation to the creature, that thing of
darkness he acknowledges his. This is most obvious
a the play’s end, when Caliban the would-be rapist
adds attempted murder to hisrap sheet. When brought
before the company and exposed as unequivocally
guilty of attempting two heinous capital crimes,
Prospero’s rough justice extends no further than
ordering Caliban to clean hisroom. Thisisthe stuff of
vexed yet tender-hearted fathers—not remorseless
colonizers.

Postcolonial critics also stresses on Prospero’'s
treatment of Ferdinand, thefail to Caliban’sgrumbling
excesses. Ferdinand has no acquaintance with hard
labor, nor as prince does he know subservience, hunger,
or privation. Eager to have Ferdinand as son-in-law,
Prospero nevertheless exposes him to the same
drudgery that signifies Caliban’s“davery”: bringing
inwood. Caliban’sfirst contentiouswordsin the play—
"There swood enough within” (1.2.318)—foreshadow
Ferdinand’shumbl e acceptance of hisorded as* patient
log-man” (3.1.67). Along the way, Ferdinand—who
never sought to rape or murder anyone—islike Caliban
led astray by spirits, controlled, berated harshly, accused
of treason, manacled, and overpowered by Prospero.
This parallel treatment serves to expose differences
not among nationsand cultures, but inindividual hearts
and human natures.

Shakespeare seemsimmuneto idealistic utopian
day-dreaming that fueled destructive colonial
excursions, voyages seeking desired for but never
discovered cities of gold and fountains of youth in the
pristine New World. Shakespeare' spragmatic rejection
of utopianism can be viewed in the mockery of
Gonzal0's self-contradicting commune, in the anti-
romantic characterization of Caliban, andin Prospero’s
cynical responseto Miranda's exclamation at seeing a
mass of humanity assembled for the first time at the
play’s end: “Oh, brave new world / That has such
peoplein't!” (5.1.185-86). Prospero’s jarring reply—
“Tis new to thee” (5.1.187)—undercuts the idea that
humanity can remain in a state of grace, and reminds
usthat any colonizing vision that seeks heaven on earth
isultimately doomedtodisillusion.
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Once Prospero defines Caliban as a potential
rapist of hisdaughter Miranda, heeasily justifiestaking
him into forced servitude, as he explains in this
exchange:

MirandaTisavillain, sir,
| do not loveto look on.

Prospero : But as'tis,

... He does make our fire,

Fetch in our wood, and serves in offices

That profit us-What ho! Slave! Caliban! (1.2.311-13)

Miranda also justifies their enslavement of
Caliban with the assertion that they tried to civilise
him but to no avail:

Abhorred slave,

Which any print of goodness wilt not take,

Being capable of all ill! | pitied thee,

Took pains to make thee speak, taught thee each hour
One thing or other. When thou didst not, savage,
Know thine own meaning, but wouldst gabble like

A thing most brutish, | endowed thy purposes

With words that made them known.(1.2.351-58)

In trying to view the conditions of Caliban’s
servitude from his perspective, post-colonial criticism
giveslegitimacy to hisclaimsto theisland, based on a
reading of history that challengesthe version narrated
by Prospero to his daughter. In Caliban’s account,
Prospero is the intruder who betrayed the initial
welcome given to him by Caliban:

Thisidand's mine, by Sycorax my mother,

Which thou tak’st from me. When thou cam’st first,
Thou gtrok’ st me and made much of me, wouldst give me
Water with berriesin ‘t, and teach me how

To name the bigger light, and how the less,

That burn by day and night; and then | loved thee,
And showed thee all the qualitieso’ th’ ide,

The fresh springs, brine-pits, barren place and fertile —
Cursed be | that did so! All the charms

Of Sycorax, toads, beetles, bats, light on you;

For | am al the subjects that you have,

Which first was mine own king, and here you sty me
In this hard rock, whiles you do keep from me

Therest 0’ th' idand. (1.2.331-43)

Shakespeare's Tempest is interspersed not only
with humor but also with severa indications of western
fear of the so-called “ other”. Thereisanatural distance
between Western colonizers and colonized which is
reveal ed by declaring the colonized as not being human
and, therefore, as not being equal. The reason why
colonized are perceived and described as inhumaneis
due to their differentness: their odd shape, their weird
language, their lack of culture and civilization. In
comparison to the Western hemisphere the ide is a
backdrop of civilization in which the colonized
inhabitant, who isin this case Caliban, iseliminated as
human factor. The colonized world, at the time of
Shakespeare, is shaped in such away as imagined by
European people.

When ChinuaA chebe speaks of thingsnot “ being
intheir place”, he points at the disruption between the
self and the other. Aslong as there is a clear distance
and anatural separation between the self and the other,
things are supposed to bein their place. The discovery
of a creature of inhuman shape and experiencing that
it adopts humanizing properties leads to unsettlement
because things are removed from their place.
Therefore, values and definitions of what determines
humanity become inconsistent and no longer fixed. In
his critical review of Heart of Darkness, Achebe
points at the common ancestry and kinship between
“the other” and the colonizer, which Shakespeare also
does, but in a rather subtle way.

Frantz Fanon explains that “colonialism cannot
be understood without the possibility of torturing, of
violating, or of massacring.” What Fanon meansisthat
colonized will never accept to be dominated by their
intruders without resistance, and resistance, again,
needsto be opposed by torturing, violating, massacring.
Most People of the Third World are unaware of their
alleged cultura deficit, and they usually try to defend
their autonomy to a certain extent. In return, the
colonizers would never accept to retreat and refuse to
their domination. Therefore, postcolonialism affects
both the colonizers and the colonized.

In the Tempest, both Prospero and the intruders
of theisland as dominant colonizers and mediators of
history uphold a cultural ideal through both
psychological and physical force, which Caliban is
exposed to. Caliban isaso presented asaraw material
with aremote human ancestry that needs to be rebuilt
by violent education. One of Caliban’s main
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characteristics is the creative use of colonizer’s
language and culture.

Cdliban is perhaps the strongest symbol of Post
colonialism. Caliban, a native of the idand, regards
himself as the rightful owner of the place. He bluntly
states: “This island’s mine, by Sycorax my mother,
which thou takest from me.” He is forced againgt his
will to serve Prospero and Miranda. Initially, Prospero
extends to Caliban his European hospitality, teaches
him language, and, in return, is shown all the natural
resources of theidand by Caliban. But Caliban refuses
to live by Prospero’srules, tries to rape Miranda, and
their relationship changes to one of master and slave.

Shakespeare represents as Caliban asan “ignoble
savage.” When Trinculo first encounters Caliban, he
views him as some kind of monster. After recoiling in
horror from Caliban, Trinculo considers bringing the
monster back to England where he can be displayed
in a freak show: “Were | in England now, as once |
was, and had but thisfish painted, not holiday fool there
but would give a piece of silver: there would this
monster make a man; any strange beast there makes
aman: when they will not give adoit (coin) to relieve
a lame beggar, they will lay out ten to see a dead
Indian.” Trinculo is referring to the practice of
“exhibiting” Indians for money in late 16th century
England. Such “freak shows’ were highly profitable
investments and were a regular feature of colonial
policy under King James|.

Calibantriesto help Trinculo find food, who might
liberate him from Prospero, hiscurrent master and lord
of theidand. Caliban unctuousdly says: “| prithee, let
me bring thee where crabs grow; And | with my long
nailswill dig thee pig-nuts; Show theeajay’snest, and
how to snare the nimble marmoset; I'll get thee To
clustering filberts and sometimes I'll get thee young
scamels from the rock. Wilt thou go with me?”’

Powhatan, the native chief, had provided the same
services to John Smith’s colony. After half of the
colonistsdied inthefirst year, Powhatan took pity and
taught the col onists how to plant corn, beans, pumpkins,
and squash. However, once the starving British
colonists recovered their strength, they once again set
about the task of endaving the native population.

The play ends with Prospero deciding to return
to Europe and to decolonize hisisland and emancipate
his slaves. The colonizer sets himself free as well.

Prospero not only gives up hisidand, but relinquishes
hismagical powersthat enabled him to control Caliban.
The Tempest projects the image of the colony as “the
other world,” the antithesis of Europe and therefore
of civilization. The character Caliban does not only
symbolizethe colonized and avictim of psychological
and cultural oppression, but he also stands for the
dehumani sed savage. By shaping theimage of the other,
the colonizer defines himself and his natural identity.
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Developing Emotional I ntelligencethrough Shakespear ean
ClassicsinIndia

Ms. Tanvi K. Pokhare
Research Scholar, Dept. of English, K.E.T'sV. G Vaze College, Mulund, Mumbai

Abstract: Thispaper attemptsto contend how theliterary legacy of classica and global stalwart, William Shakespeare
(1564-1616) through hisdramatic works can functionto assist in devel oping Emotional Intelligence (EI) or Emotional
Quotient (EQ). Human emotions play a pivotal role in an individual’s personal and public sphere. They are
replicated in human behavior, action and relations. Shakespeare, through his plays has presented varied and
intricate shades of emotions with innate and compassionate humaneness. The different kind of genres such as
comedies, tragedies, historical plays, problem plays that he has dealt with; have portrayed emotional exuberance
in every sense. It is through well-constructed plot-lines, complex characters and over-all engaging dramatic
constructions that allows Shakespeare to surpass the captivity of merely being an entertainer but to bein role of
philosopher and psychologist as well. Thus, the contemporary relevance of Shakespeare in India should not be
viewed just as a colonial baggage but as an effective means to heighten the Emotional Quotient(EQ) of Indian
masses across age groups through literature and popular media.

Keywords: Bollywood, Canonical literature, Catharsis, Emotional Intelligence (El), Indian Aesthetics, Rasa-bhava

theory.

The role of emotions and emotional intelligence
isquiteimportant in human life. Emotional Intelligence
(El) isaterm coined by two researchers Peter Salavoy
and John Mayer — and popularized by Dan Goleman
in his 1995 book of the same name. It can be defined
asthe ability to recognize, understand and manage our
own emations and aso of others. In practical terms,
this means being aware that emotions can drive our
behavior and impact people (positively and negatively),
and learning how to manage those emotions both our
own and others; especially when weare under pressure
situations. It is an undebatable fact that human
emotions play apivotal roleininfluencing life both at
persona and public level. Also, there are awide range
of emotions such as happiness, sadness, surprise, fear,
pride, envy and thelist goeslong enough. Thesediverse
human emotions are artistically recreated and
represented through varied art forms such as through
paintings, music, dance, scul pting, photography and so
also in the arena of literature.

Likeanimageisameansof human expressionin
apainting, human kinesthic in adance form; so arethe
words in literature to express human thoughts and
emotions. Thereare varied aspects of human emotional
intelligence such asfeeling varied emotions, expressing
emotions, controlling emotions in social sphere,
developing social skills, instilling ethical values,
understanding oneself and othersand so on, which can
be artistically represented through literature and
thereby to develop emotional intelligence. Various

studies have shown that reading literary fictionsis one
of the best way to understand other people’semotions.
Moving further on literary scene, various researchers
have also claimed that reading literary classics leaves
a reader more proficient emotionally than reading
popular fictions or potboilers. In this regard, it is
important to note a study conducted by psychologists
David Comer Kidd and Emanuele Castano at the New
School for Social Research in New York. They have
argued that reading classic literary fictions enhances
the ability to detect and understand other people’'s
emotions, acrucia skill in navigating complex social
relationships. They have used literary scholar and critic
Roland Barthes' notion of ‘readerly’ text and ‘writerly’
text as proposed by himin hisnoted critical text ‘' S/Z’.
In the aforesaid research Kidd argued that:

“What great writers do is to turn you into the
writer. In literary fiction, the incompleteness of the
characters turns your mind to trying to understand the
minds of others...Some writing is what you call
‘writerly’, youfill in the gaps and participate, and some
is ‘readerly’, and you're entertained. We tend to see
‘readerly’ morein genrefiction like adventure, romance
and thrillers, where the author dictatesyour experience
as areader. Literary [writerly] fiction lets you go into
a new environment and you have to find your own
way.”

Thuswith this study, the pleafor reading classics
has been put strongly. Itisin thisrelation that valuing
Shakespearean literature as a major canonical
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component can be strongly argued and proposed for
readers and viewers across places & times.

In a conventional sense, popular prevalence of
Shakespearean influence on Indian lives can be seen
as a colonial baggage. With an upsurge for regional
literatures and heavy commercialization for sale of
popular fictions; the popularity of canonical literature
amongst reading masses has been dwindling. Yet,
ingpite of this the literary geniuses like Shakespeare
have dazzled and amazed Indian masses for centuries.
Itisinteresting to note though colonialism has brought
Shakespeareto India, he has continued alluring Indian
imagination through dramatic works, sonnets, playsand
movies. This is strongly evident through
Shakespearean component in education, drama
festivals, movie-adaptations and such across times.
There are various associations and groups which
explainthepopularity of Shakespearein India; to name
few are The Shakespeare Society of India, The
Shakespeare Association of India, Shakespearean
Society of Eastern India and many other.

Shakespeare was first introduced to Indians as
an entertainer. His plays are known to have been first
performed, in English for the diversion of European
tradersin Calcuttaand Bombay around 1775. Itisonly
by the 1850's with socio-political events like Thomas
Macaulay’s Minutes on Indian education of 1835 that
the performances and trangdations of the Bard in the
Indian languages started becoming popular.
Interestingly, as per a recent report the bard is more
popular in Indiathan in his birth country.

In India, the fascinating intercultural mingling
happens with Shakespearean dramatic pieces. There
are various theatre groups across India, who
enthusiastically apply the authentic dramatic Rasa-
bhava theory from Natyashastra, to various
Shakespearean dramatic works. According to Bharata
rasa(aesthetics) and bhavas(emotions) are supposed
to be interconnected: at times Bharata explains in the
theory the bhava leads to the rasa, at the other times
the opposite happens. He has identified eight rasas
viz. hasya(comic), shrngara (erotic pleasure), raudra
(rage), karuna(pathos), bibhatsya(horrific),
bhayanaka(terror), Veer (heroism)and
adhbhuta(wonder). Many Indian theatre artists have
quite beautifully applied Bharata' s rasa-bhava theory
to Shakespearean plays like Midsummer’s Night
Dream, King Lear and many other. Thus Indian

aesthetic sense beautifully merges into western
dramatic modeto create artistic exuberances. It iswith
Shakespeare's exploration of the human soul with
emational lining of multiple emotionslikelove, passion,
desire, greed, ambition, ego, envy, jealousy, suspicion
and romance; that the bard creates which neither age
can wither nor ariva can smother.

One of the most important reason for popul arity
of Shakespearean literature is an element of insightful
understanding of human emotions in his works. His
themes regarding the human condition and artistic
merging into literary patterns makes him more
applauded over the centuries and across countries.
Humanism and his genius to understand the inherent
human nature adds vitality to his works. Developing
ethics or ingtilling human values forms an important
component of emotional intelligence. With human
emotions inspired themes and moatifs such as va ue of
mercy in The Merchant of Venice, destruction due to
over-ambitiousness in Macheth, extermination due to
jealousy in Othello and so on; the moral aspect of
human emotionality is instilled on the readers &
audience. Thus, it is clear that Shakespeare's universe
is governed by arecognizably Christian moral order,
yet remote from the conventional Christianity of the
day. However, it is important to note that although
Shakespeare’'s moral vision is clearly observable in
amost al his works; his works are surely a mimetic
representation of human nature that abounds in tragic
flawsand prudence. In other words, although hisworks
have governed by religious conventions of his days;
his plays are not overtly didactic.

Shakespeare can be considered as a supreme
psychologist with degp understanding of human nature.
He brought a new psychological realism and depth in
drama with his life-like characters. The Aristotelian
concept of catharsis which connotes to cleansing and
purgation of human emotions such as pity or fear are
achieved through Macbeth, Romeo and Juliet and
many other plays. Also, applying the modern-day
psychiatric knowledge, certain researchers and
thinkers even trace psychological disorders such as
schizophrenia, split-personality disorder in popular
Shakespearean characterslike Hamlet, King Lear; but
more importantly he must be credited for creating
hundreds of living, believable characters, al of them
different individual s showing therich diversity in human
kind. Today, even after four centuries, readers and
audience can still identify and relate with aspirations,
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dreams, success and even failures of Shakespearean
world.

The philosophical underpinning of Shakespearean
literary world communicates the broad realities of
human life, quite artistically. While his philosophy may
seem cynical and pessimistic in his tragedies; yet it
can bethat of optimism and merriment in hiscomedies.
Some of hisfamous soliloguy such as* To be or not to
be: that is the question.” (Act 3, Scene 1) in Hamlet,
another worldlier oneinwhich Polonius sadviceto his
son Laertes (Act 1, Scene 3) which contains such
practical advice as “Neither a borrow nor a lender
be’ and “Beware of entrance to a quarrel” and the
wisest one “ This above al: to thine own self be true”;
reflect maturity to lend life lessons through drama.
Many more examples of Shakespeare'sphilosophy can
be found in his plays such as Hamlet, Macbeth and
King Lear, aswell asin some of his sonnets; marking
him as a philosophical master.

The prominence of academia in instilling and
nurturing the love for Shakespearean Classicsin India
is quite undebatable. On an average it is through
classroomsthat any Indian kid isintroduced to the bard.
Infact, variousthinkers have argued that it isacademia
that has helped to fuel Shakespeare’'s mystique by
thoroughly incorporating his works into the standard
curriculum for high school and college students across
globe. Even in India, Shakespeare is a compulsory or
suggested author for pupilsaged 14 to 16. Shakespeare
ispredominantly studiedin English-medium schoolsand
introduced through Charles& Mary Lamb'sillustrated
Tales from Shakespeare. Popular plays include
Hamlet, The Merchant of Venice, Romeo and Juliet,
and Othello for study purpose. However,
Shakespearean works introduced in chapter format
turns out to be boring for most of children. Thus for
young learners, the entry to Shakespearean world
should be drawn simply by letting them identify with
characters in plays. It can be something as simple as
using Romeo and Juliet play for addressing issues
like teenage-suicide, stalking, breaking up, generation
gap with parents, gang warfare, macho stupidity and
so on. Thus with this addressing emotional issues can
be done at its best in quite implicit manner with
Shakespeare’s drama material.

Also, there are some theatre groups especialy
incitieslikeMumbai, Chennai, Kolkatawho havetaken
initiativeto turn Shakespearean dramaasfunfor school

children. In various schools, children between the age
group 8 to 14 are seen presenting Midsummer Night's
Dream, a monologue from Two Gentlemen of Verona,
a few scenes and improvization from A Comedy of
Errors, Rosalind's epilogue from As You Like It with
lot of enthusiasm. Thus theatre therapy can be used
for building confidence, communication skills and
leadership quality.

Further, with regard to academics Shakespeare
can also be used to increase the comfort level of young
learners with the English language. Many educators
and language experts suggest that rather than insisting
on unabridged version of Shakespearean plays;
teachers should attempt to makethe English or literature
classes more accommodative with reading of modern-
day trandation of Shakespearean plays. Thiswill help
to reduce unfamiliarity that a present-day |earner may
feel dueto archaic language of Elizabethan age. After
making alearner comfortable with language aspect of
the play; the beauty of Shakespeare'slanguage which
isin recitation of rhythmic passages, famous quotes,
solilogquies and neologism of Shakespeare can be
unfolded to makelearning really joyful. Thusthedirect
correlation between language development and
emotional enrichment can be achieved through the
bard’s artistry.

At college and university level, it is students of
humanities and more specifically of English literature,
for whom Shakespearean work form a considerable
part of curriculum. However, it is important to note
that many of the students are the first generation
learners of English. Thus teaching such students,
Shakespearean studies can be quite a challenge.
However, study of Shakespearean element need to be
developed on much advanced grounds in India such
as reading with perspectiveslike the English language
Shakespeare, the localized Shakespeare, the
universalized Shakespeare, the indigenised
Shakespeare and the post-colonial Shakespeare as
noted by Shakespearean scholar and writer Dr.
Poonam Trivedi in her book Shakespeare in India:
An Introduction .Films and media are pervasive in
our society today, and have drastically impacted the
impressionable minds of young adults at college and
university level. Modern film adaptations of
Shakespeare’s plays can be effectively used as a
teaching tools for college and university students.
Various theatre groups can arrange for enactments
and adaptations of Shakespearean playsto understand
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theliterary masterpieces, hone acting skillsand alsoto
invigorate classrooms.

The relationship between Shakespeare and
Bollywood has been quiteintense with adaptationsand
appropriation for Indian sensibilities. When we think
of Shakespeare in Bollywood, some prominent
examples that need to be mentioned are Angoor
(1982), Qayamat Se Qayamat Tak (1988), Magbool
(2003) Omkara (2006) and Haider (2014). However,
the relationship between Shakespeare and Bollywood
is much deeper than a few adaptations and
appropriations. Often, various common themes and
devicessuch astwins separated at birth, crossdressing
characters, star-crossed lovers, characters falling in
love with messengers, the wise fool, the tamed Shrew
and the mousetrap deviceare used in Bollywood films.
Thusit won't be ahyperbolic statement, if the veteran
actor Naseeruddin Shah claimed: ‘ The roots may look
lost but every big story in the Hindi film industry is
from Shakespeare.’

Shakespearean influence can be seen in
numerous Bollywood scenes and dialogues such asin
the super hit Bollywood movie Deewar (1975). Inthe
movie, the mother disapproves of her son’s wrong
doings and tells him that ‘all the water in the world
cannot wash your hands clean of your sins' which has
astrong Shakespearean alusion. Similarly, the popular
comedic villain Ajit has atypical way of getting rid of
hisvictiminamovieand tellshishenchman, something
to the effect as ‘Give him the Hamlet poison, he'll
continue to be lost in a haze of to be or not to be!’
Thus, thesefamous' dlip-in’ referencesand many more
such aludes to Shakespeare's dramatic genius and its
impact on the big screen. In fact, Visha Bhardwgj
who has deftly adapted Shakespearean masterpieces
to Indian audience claim the bard’s works have all the
masalaingredients for acommercial Hindi film.

Inthelndian theatreworld, there are many actors,
directors, stage artists; who are completely mesmerized
with Shakespearean genius so much so that they live
in that world, know the lines by heart and adapt it
brilliantly to Indian settings. The availability of dramatic
works of Shakespeare in accessible and regional
languages is one of the main reasons to increase
popularity of the bard in India. While the study of the
English Language and Shakespeare was an imperia
imposition for Indians to a large extent; the
performances of Shakespeare's plays were not, and

the stage forms a vital part of this long history of
intercultural engagement. An interesting instance can
be given with Tim Suppl€e's adaptation of romantic
comedy A Midsummer Night's Dream in 2006, which
was performed in Indian languages and Sinhalese
language. It also drew on Indian acrobatic forms such
as Lathakali and Mallakhamb. It was the introduction
to big-budget, multi-lingual retelling of Shakespearefor
numerous Indian viewers. It is one of the examples of
contemporary retellings of Shakespearean script for
global audiences. With regard to general theartre
world, famoustheatre personalitieslike Shashi Kapoor,
Naseeruddin Shah, Habib Tanvir, Alyque Padamsee,
Sunil Shanbag and many others have boldly
experimented and contributed in bringing the bard much
closer to Indian masses.

With regard to universality and timelessness of
Shakespeare's genius; his contemporary playwright
Ben Jonson has rightly noted ‘He was not of an age,
but for all time!” about Shakespeare in his preface to
the First Falio. Eventoday, it isalmost every day that
weread, see and experience human situationslike Juliet
faling in love with the person from rival group, King
Lear hurting the most beloved person, overambitious
personalities like Macbeth, social aliens like Othello
and such. Thus it is important to note that
Shakespearean characters do not remain mere
cardboard figures or puppets reciting Anglican prose
and poetry; but characters truly inspired from real
human beings around with their innate joys and pains.

On socia front, Shakespearean dramatic works
are also used for prison reading programme; which
underlines the social relevance of them. In many
prisons, inmateswho pursue educational opportunities
regularly find lessons about Shakespeare and hisplays.
The Tragedy of Julius Caesar, a play about the
conspiracy to assassinate the Roman emperor, is one
of the works regularly used to introduce inmates to
literature and learning. One of the more extraordinary
uses of Shakespeare in India, as elsewhere, has been
with rehabilitation therapy in prisons especially with
Shakespearean plays having murder, mystery,
conspiracies etc. Actor-director Kattimani, of the
Rangayana group in Mysore, has successfully used
tranglations of plays that linger on themes of guilt
notably Macbeth, King Lear, Hamlet and Julius
Caesar — for workshops with prisoners imprisoned
for violent crime. The prisoners can relate with these
plays and can get absorbed by the plays and their
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performance. They also gain new perspectivesontheir
former lives, but they also begin to introspect &
retrospect for their better future.

In conclusion it should be noted that Shakespeare
was neither a moral teacher nor a preacher; he was a
supreme artist, who in Hamletian manner truly holds
“the mirror up to nature.” He did not invent stories to
give moral lessons to his audience. In fact, he simply
borrowed the storiesfrom various sources such asfrom
popular sources, folk traditions, street pamphlets, and
sermons; and adapted best to his times with both
commercial and humanitarian purpose. His artistic
designs of plays were such brilliant that it dazzled the
Romantics, the whole of twentieth century and has
remain highly popular even today with performances
and reinterpretations in diverse cultural contexts
throughout the world.

Refer ences:

David Comer Kidd, Emanuele Castano, ‘ Reading
Literary Fiction Improves Theory of Mind’,
October 3 2013 Science DOI: 10.1126/
science.1239918

Goleman, Daniel. Emotional Intelligence: Why
It Can Matter More Than 1Q. New York: Bantam
Books, 1995. Print.

Shakespeare, William. The Complete Work of
William Shakespeare Oxford: Globe Theater
Press, 2005.Print

Trivedi Poonam India’s Shakespeare:
Trandation, Interpretation and Performance
co-edited with Dennis Bartholomeusz. Newark:
University of Delaware Press, 2005; Indian edition
Pearson Education, 2005. Print.

http://www.thehindu.com/news/citiessmumbai/
entertainment/relevance-in-irreverence-why-
shakespeare-remains-immortal/article.

http://theshakespearestandard.com/

ISBN : 978-81-922741-6-4

Organised by Joshi-Bedekar College 11



Shakespeare's Forest asa Metaphor of an
Alternative Social System
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Abstract : In some plays of William Shakespeare, a subtle dialectics exits between two different worlds of the
urban centres (like London) and the forests. This dialectics helps us to realize Shakespeare's urge to exhibit an
aternative social system through this metaphor of forest, a system, which is free from the bourgeois exploitation
and manipulation of the contemporary time, based on the principles of egalitarianism. The suggested system
evokes the time before the advent of money, a time when the humanistic qualities (like love, friendship) were
dominant. But astime hasmade history inevitableand irreversible, thispre-feuda systemisimpossibleto establish
at this contemporary period wherelifeisbeen measured from asolely commercial approach, the sum of profit and
loss. Thus, instead of establishing the new system, Shakespearean characters are lamenting the loss of their
‘Innocence’ due to the birth of money and constantly cursing the ‘ Experience’ as their dream for a humanistic
society isdeferred and this futility is predestined for the inevitability of history in an ascending order. This paper
intends to assess this inevitability of history and its validity in a post colonial world where the scenario is to be

perceived from an entirely different point of view.

Key words: dialectics, socia system, egalitarianism, humanistic society, post colonia world.

The dialectics between the urban centre and the
forest is quite a prominent scenario in some of the
plays of William Shakespeare, the dramatic genius of
late 16th and early 17th century when the merchant
guildswere enjoying enormous authority over the social
pattern and life of man. The urban centres of the time
were synonymous with the dream of anew life and a
socia order promising freedom from the stagnation
imposed by the feudal hierarchy. The urban centres
represented all the positive qualities of the Renaissance
mind-reason, order, ambition, confidence and strength.
But along with that it brought the corruption of soul by
increasing the greed, the lust for power and superiority.
To adjust tothiscorrupt order wasto end in an unhappy
reconciliation. So we find Antonio in The Merchant
of Venice, say, “In sooth, | know not why | am so
sad” (The Merchant of Venice, |, 1, 1) which depicts
thedilemmacof apure Christian soul under the pressure
of aprofit-seeking capitalist society rather than amere
romantic melancholia. In Shakespearean drama, there
are some virtuous souls that fall prey to the greed of
man and they bear the punishment for their failure to
adjust themselves to the new social ethos either in the
form of banishment (Duke Senior, Orlando, Rosalind
in As You Like It) or self-exile (Touchstone, Adam,
Cedliaand Jacques in As You Like It; Timon in Timon
of Athens, Hermia and Lysander in A Mid-Summer
Night's Dream)and for the punished, ‘forest’ is the
inevitable refuge. Hence, the ‘forest’ here

metaphorically represents an aternative social system
which is pre-mercantile, even pre-feudal in nature.

Renaissance introduced the idea of the
homocentric universe locating Man at the centre of
the universe and proclaiming that all the natural
elements exist only for his enjoyment. But in the
expanding Europe of 16th century, the concept of
‘Homo Universale’ became synonymouswiththerising
bourgeois because unbelievable development in
business gave birth to a number of merchant guilds
which contributed to the rise of the urban centres like
London. A new bourgeois class of people, dominated
by the merchants specially, emerged to take the control
of these urban centres, representing the highest glory
of an expanding Europe. The transition from the old
feudal economy to the mercantile economy was the
change, which filled the soul of the contemporary
Europe with hope and gave birth to a dream of a new
social order and this dream became stronger with their
challenging the authority of the Catholic Church.
ThomasMorein Utopia has built hisideal state on the
most positive aspects of the bourgeois system where
business is running well, the city is disciplined, the
market islarge, enjoyment isthe motto and abundance
of money isthe aim of life.

But the ‘ideal’ state, as narrated by Thomas
More, actually represents an ideal life where the
bourgeois system by default entails that maximisation
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of profit for few at the cost of poverty for others.
Though the oppression and corruption of the feudal
system were promised to be replaced by thisnew social
order, the money or profit centric approach brought a
new moral crisisand corruption of soul. Profit negates
humanity and concerns. The nascent-Bourgeois zeal
for the new society was reduced to the lust for money
and power. Christopher Marlowe portrayed the
character of Barabas in his play The Jew of Malta,
where Barabas is willingly ready to sell his own
daughter for some guineas because money is his
daughter and there is nothing more important than
money to him. Shakespearein The Merchant of Venice
portrayed Shylock as arepresentative of that moneyed
class whose hands do not tremble to tear a lump of
flesh from Antonio’s bosom as he is unable to pay the
interest. A more horrible thing is, the Court of Justice
upholdsand admitsthejustification of Shylock’sclaim,
asmoney, interest and profitsmakethelifelinefor the
thriving urban centres. In the view of law, Antonio
himself is responsible for his suffering as he lends
money without claiming interest. I1n other words, this
is a new moral order where the gifts of nature are
held as vices. Therefore the bourgeois utopia
transforms into another oppression machine. Shylock
(The Merchant of Venice), Duke Frederick (As You
Like It), Oliver (As You Like It), all are the
representatives of the bourgeoisie of the time.
Strikingly, through a close examination of the
characters, one may find that the apparently benevolent
characters who profess love, compassion and other
tender emotions are in reality the worshipper of
hypocrisy as money and power istheir sole objective.
Bassanio’s marriage to Portia (The Merchant of
Venice) and Sebastian’s marriage to Olivia (Twelfth
Night) are equally based on their opportunistic stance
for money rather than sacred, romantic love and
emotion. Behind the great promises of emancipation,
thetowns becomethefertileground for cultivating sins
like lust for power, greed for money and treachery,
and lifein town is a sordid tale of deception and self-
deception. Even a comedy like Twelfth Night ends
with a hint of future disasters (“...rain it raineth every
day”) as the seed of ‘love’ never sprouts in a soul
hopelessly occupied with self interest. Oliver and
Frederick’scity isnot acentre of floating abstract sins;
it is the appropriate shelter of bourgeois avarice, the
place of Shakespeare's disgust. Duke Frederick and
Oliver, both of them have banished their own brothers,
stampeding the very idea of brotherhood; they have

concentrated only upon the self interest. Orlando begs
of his brother only familial and social identity - a
recognition of the sacredness of the blood rel ationship.
He says: “the courtesy of nations alows you in that
you are thefirst born, but the same tradition takes not
away my blood” (As You Like It, I, 1, 42). But to
Oliver, the worshipper of the new values, these
relations are meaninglessand ridicul ous. Where money
istheonly identity, there Oliver’sintentionisquiteclear:
“...l will physic your rankness, and yet give no thousand
crowns neither...” (As You Likelt, I, 77). When Oliver
isaddressing Adam, the servant asan ‘old dog’, Adam
evokes the time when there was a humanistic bonding
between men: “Is ‘old dog’ my reward? Most true, |
have lost my teeth in your service. God be with my
master! He would not have spoke such a word” (As
You Like It, I, 74). Duke Frederick’s image is also
transparent from the description given by his servant
wrestler Charles:

“...theold Dukeisbanished by hisyounger brother
the new Duke; and three or four loving lords have put
themselvesinto voluntary exile with him, whose lands
and revenues enrich the new Duke; therefore he gives
them good leave to wander.” (As You Likelt, I, 1, 91).

Shakespeare’ s criticism of town lifeismuch more
prominent in As You Like It, where characters like
Touchstone and Jagques are the ancestors of Lear’s
philosopher Fool. Disgust and hatred sparkle in
Touchstone's smile and they are employed to chastise
the new bourgeois values. According to him, the neo-
Aristocrats have no self-respect because they are
‘Knights' only by name, not in qualities. His repartee
to Celid's aert: “The more pity that fools may not
speak wisely what wise men do foolishly” (As You
Likelt, I, 2, 78). Whiletalking about bearing Celiaon
his back, Touchstone remarks: “For my part, | had
rather bear with you than bear you; yet | should bear
no cross if | did bear you; for | think you have no
money inyour purse” (AsYou Likelt, I, 4, 10). Cross
is the emblem for the pains and agonies of lifeand in
that sense, money is the cause for all the social
corruption. In another sense, cross is the emblem for
Christianity and Touchstone is mocking money asthe
God of this money-centric society. But Jagues has
penetrated much inside the society. He saysin aclear
voice:

“1 have neither the scholar’s melancholy, which
is emulation: nor the musician’s, which is fantastical;
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nor the courtier’s, which is proud; nor of the soldier’s,
which isambitious; nor the lawyer’s, which is palitic;
nor the lady’s, which is nice; nor the lover’s, which is
all these; but it is a melancholy of mine own,
compounded of many simples, extracted from many
objects, and, indeed, the sundry contemplations of my
travels, in which my often rumination wraps mein a
most humorous sadness.” (As You Like It, 1V, 1, 10)

Heis a sensitive man who is moved by the sight
of the society, he has stopped laughing any more. Still
the mercantile society stands before his penetrating
vision stripped of its ‘ borrowed robes'.

The Forest of Arden in As You Like It, is the
contrary of the city life of Duke Frederick, alife of
hermitage, free from all the enjoyments of Earthly
pleasures. But the beauty of that life is portrayed by
Duke Senior:

“...Hath not old custom made this life more sweet
Than that of painted pomp? Are not these woods
More free from peril than the envious court?

Here feel we not the penalty of Adam,

The seasons difference; as the icy fang

And churlish chiding of thewinter’swind,

Which when it bites and blows upon my body,
Eventill | shrink with cold, | smile and say

‘Thisis no flattery; these are counsellors

That persuade mewhat | am.”” (As You Likellt, 11, 1, 3)

Besides, the present condition of Duke Senior
according to Charles:

“They say he is dready in the Forest of Arden,
and a many merry men with him; and there they live
like the old Robin Hood of England. They say many
young gentlemen flock to every day, and fleet thetime
carelesdly, as they did in the golden world.” (As You
Likelt, I, 1, 105)

Fromthisquotationitisquiteclear that this Forest
of Arden represents an alternative to the corrupt
bourgeoisorder; instead of profit andinterest, it believes
inthe principles of love, harmony and equality.

In the play A Mid-summer Night's Dream, the
forest life represents the harmony; it is a fairy tale
world where men, women, sylphs, fairiesand vegetation
can inhabit together in a perfect clarity. In A Mid-
Summer Night's Dream, Lysander and Harmia's love

is forbidden in front of the cruel, inhuman laws of
Athens. So, they eloped to the forest because, “to that
place the sharp Athenian law cannot pursue’ them.
At the same time, in another level of society, Bottom
and the labourers are facing difficulties in finding an
appropriate place for the rehearsal of their play. So,
they too went to the forest. In parallel to the gigantic
impersonal law of Athens, this forest is a paradise, a
fairy tale world of peace and harmony.

Theforestin Shakespeare splaysisnot the‘ Selva
Oscura of Dante, it represents the image of a pre-
Feudal Utopiabased on the principlesof Egalitarianism
where there is no hierarchy, no dominance, no
oppression and above all there is no money and lust
for power and manifests itself as man’s primitive
existence. The distinguishing feature of thispre-feudal
systemisprimitivedistributional equality which evokes
the actual and exact utopic dream which has been
deferred by the tyrant bourgeois economy. Here people
can feast ignoring rank, and they can be happy with
the gifts of nature shedding every bit of pomp and
dignity. But is that idea of the forest materialised? It
brings the mental changesto Oliver and Frederick but
ultimately failed torevokeor re-establish the pre-feudal
utopiabecause of theinevitability and irreversibility of
history. The change of the corrupt is nothing but a
magical charm of the forest and a play like As You
Like It is the wonderful stage representation of that
magicality which has nothing to do in real life.
Shakespeare has expressed that sense of failure in
Timon of Athens. Timon's extravagance was not a
lack of self-control but the generosity of atrue Christian
who tried to follow the advices of Jesusin hisred life.
But living inthat profit centric society it wasimpossible.
So, as its inevitable aftermath he is disgusted and
despaired by the society and friends and went to the
forest, the ‘neighbouring woods' to find peace and
hope. But what was the outcome? He went to forest
to seek an alternative to the town society of profit and
corruption but wasn’t that the rejection of human
society? Timon and his followers are the oases amidst
the bourgeois society. Economic progress has
transcended them, the surrounding world is changed
but they are still fumbling, grabbing the old valuesand
world order. After al his tirades and misanthropic
cursing, he died with the anger in his heart. To the
contemporary society, he became a deranged exile, a
misanthrope. To us, he emerges as a failed messiah.
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Thereisno consolation in Timon’sforest; the hope for
peace disappears in a cloud of hatred and bitterness.

In most of the plays of Shakespeare ‘forest’ is
presented as a passive centre of pre-feudal utopia, a
refuge. Only one exception is Macbeth where Birnam
Wood ‘moved’ towards the Castle of Dunsinane to
wagewar against M acbeth’styranny. But this supposed
movement is an illusion, because it was prophesied
only in the cryptic language of the witches, the
mistresses of deception, and in reality, amere trick of
warfare adopted by Malcolm and his army.
Shakespeare's metaphor of the forest as an aternative
socid system finally remains a passive system which
fails to re-establish itself bringing material change in
the world. It is a dream locked within; a dream that
sometime offers a refuge to the despairing brain and
sometime generates pain because of itsinaccessibility.
So, the fairy tale world of the forest in A Mid-summer
Night's Dreamis proved to be afutile dream in Timon
of Athens. Because his journey from the town to the
forest endsin renunciation, not in reconstruction, and
thisfailurewasinevitable because of theirreversibility
of history.

Thisvery element of irreversibility placesusinto
a problematic situation. The dream of a forest as a
socid alternative haunts us at the time of oppression.
But at the very same moment it is realized that the
dream cannot be manifested in the present scenario.
In a given time and social dimension human psyche
finds the multiple alternatives which are dream-like
and not perfect but haslogical explanationsbehind their
origins. Dream of aprimitiveforestisinreality the act
of reclaiming one's own past; the past that is lost but
the values of that lost ‘past’ can be revoked. In a
postcolonial society the dream relapses in a
metamorphosed form. Frantz Fanon in his book The
Wretched of the Earth (1961) has argued that in a
colonised society the European colonising power has

always devaued the pasts of the colonised people as
uncivilised and savage. One must reclaim their own
past and values to defy the colonising power which
itsdf hasdevaued their ancestral cultureand ideologies:

“The claim to a national culture in the past does
not only rehabilitate that nation and serve as a
justification for the hope of a future national culture.
In the sphere of psycho-affective equilibrium it is
responsible for an important change in the native.
Perhaps we haven't sufficiently demonstrated that
colonialismisnot satisfied merely with holding apeople
inits grip and emptying the native's brain of al form
and content. By a kind of perverted logic, it turns to
the past of the oppressed people, and distorts, disfigures,
and destroys it. This work of devaluing pre-colonial
history takeson adialectical significancetoday.” (Frantz
Fanon, The Wretched of the Earth)

In the very contemporary scenario where money
and power is dominating history and re-creating it in
their own versions, we must keep the ‘forests’ of our
minds alive to defy the power- politics and this game
of history-making. Though we are unable to find a
proper alternative, this dream will forever hold our
existential zeal to live alife of peace and harmony
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Abstract: Timelessness and universality of Shakespearean plays have always placed Shakespeare at the highest
position in literature. Due to these qualities of his plays, they have been adapted by many people, in various ages
worldwide, for making different plays and films. ‘Omkara (2006) is the adaptation of Shakespeare’'s famous
tragedy ‘Othello’. This paper focuses on the cultural adaptation of Shakespeare’s Othello, in Indian culture,
through the medium of a Bollywood film Omkara. Othello’s story of tragic love and violence has been taken in
Omkara by making few changes which are demands of Indian culture for afilm story. The setting is of interior of
Uttar Pradesh instead of Venice and Cyprus. Omkara as a gang boss of a political gangster instead of Othello as
amilitary leader, gang wars of politicians instead of war conditions, the symbolism of a waistband instead of a
handkerchief, importance given to formal wedding ceremony of Omkaraand Dally etc. form afew cultural adaptations
in reference with Indian Culture. To cater the needs of Indian viewers the flavors of religious rituals, song-dance
sequences have been added to the origina story of Othello. By keeping al the emotions same as in Othello,
Omkara tries to add the visua impacts to these written emotions of Shakespeare. The end of Omkara is quite
surprising and unexpected for Bollywood. But to retain the true strength of Shakespearean tragedy the end of the
story has been kept asit is. Without losing the essence of the original story, Omkara seems to be a good effort to

elaborate a strong Renaissance Tragedy to a Successful Bollywood Film.
Keywords: Cultural adaptations, Indian culture, Bollywood film

Shakespeare has been always an unchallenged
author inthefield of English literature. As Ben Jonson
rightly said, Shakespeare has proved the universality
and timelessness through his writings. Almost al of
his works have been studied by many of the
researchersthroughout theworld and most of hisworks
have been trandated in many of the languages around
the world and Indiais not an exception for that.

Dueto the colonial domination on India, Indians
mainly got connected to the Western literatureincluding
that of Shakespeare. Adaptation has long been
considered acceptable in Indian artistic traditions.
Almost every of major Indian languages has adapted
Shakespeare' s writings, in every possible form of art.

As Poonam Trivedi writes, “rewriting to exist
without challenging the status of the* origina’ text. And
what is more, in the multilingual context, of the
subcontinent, it functionsaslocalizing, indigenizing and
ultimately democratizing factor: just as the Sanskrit
epics have been reworked in regiona languages, so as
Shakespeare adapted into local cultures.”

Bollywood also has a great fascination for

Shakespeare's works. Gulzar’'s *Angoor’, based on
Shakespeare’'s ‘ Comedy of Errors’; Bhardwaj’'s
‘Magbool’ on ‘Macheth’, ‘Omkara on ‘Othello’, and
‘Haider’ on ‘Hamlet’ are a few to note.

Shakespeare’'s Othello has been adapted many
timesto the screen. More than twenty film versions of
Othello aone can be seen. Four main film versions of
Othello are those- directed by Orson Welles (1952),
Sergel Yulkervich (1955), Stuart Burge (1965) and
Oliver Parker (1995). To add to this list, Vishal
Bhardwa’s ‘Omkara’ is a Bollywood adaptation of
Shakespeare' s Othello. Omkara begins with the credit
line- ‘Omkara — A Vishal Bharadwaj adaptation of
Shakespeare's Othello.’

Film adaptations of literary texts, expand further
as they include visual moving images, song-dance
sequences, music, cinematic effects and so on.

This paper mainly focuses on the cultural
adaptations that have taken place in Omkara, while
getting converted from Othello- a literary text of
revenge tragedy to a Bollywood film. The story of
revenge moves on the same line of a Shakespearean
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tragedy. But it is quite unexpected and surprising for a
Bollywood film. The typical Bollywood treatment to
the original story especially by ending the story
optimistically, hasbeen avoided by Vishal Bhardwaj in
Omkara, which thus preserves the real essence of a
Shakespearean Tragedy and atypical ‘ Shakespearean
Touch’ of the story even in the film.

Though all his efforts to preserve the essence
are true, for a Bollywood film, it becomes quite
necessary to have ‘Indian Touch’ to the film to cater
the needs of Bollywood lovers. Hence a few cultural
adaptations take place while converting Othello to
Omkara which suggest its transformation from a
literary revengetragedy of Elizabethan Agei.e. of 17th
century to an Indian, Hindi film of 21st century. So a
few cultural adaptations due to change of age and
change of form are obvious.

Shakespeare has used the war background and
the social setting of Cyprus and Venice; in Othello.
Venice was a metropolitan place at that time. As
Shakespeare's intension was to focus racism, he used
the setting which was suitable for the contemporary
European society.

But in Omkara, thewar background gets changed
to political background and the setting gets changed to
atypical rural areaof Uttar Pradesh, India. Thissetting
even correlate the power play of today’s politicians.
So through this the audience can easily get connected
tothe story woven inthissocial setting. Thischangeis
useful for the story to move along with a‘Bollywood
touch’. It also makes the film of masses, as the
language becomes quite informal, raw and rural. It
helps to achieve more impact of the scenes.

Othello is portrayed as a military leader of the
Venetian state while Omkara is shown as the gang
boss of apolitical gang, who further getsleadershipin
thelocal palitics. Thetitle given by Shakespeareto the
play is ‘Othello- the Moor of Venice', which itself
suggeststhat heisnot aperson with a pure whiterace,
but heis of mixed Arab and Berber descent, of course
black in colour. Whilein Omkara, the hero is depicted
asa'hadf-brahmin’ having Brahmin father but a non-
brahmin mother i.e. sheis of somelower caste. And it
isknowninthefilm by thewords of Raghunath Mishra
i.e. Dally’s father, when he comes to know that his
daughter has el oped with Omkara, by calling him Half-
Brahmin, he focuses his vices. So the concept of
Shakespeare of ‘mixed race’ gets changed to ‘mixed

caste’, which is suitable for the digestion of
contemporary Indian society.

In Othello, Shakespeare chooses hero as a moor
and it is his deliberate choice to reflect the problem of
racism which existed in the contemporary European
society. In Othello, racism affects Othello’s relations
with almost everyone including Desdemona. Though
she does not believe in racism, she feels every time
that Othello constantly fightswith her dueto the racist
treatment he has got from everyone for his whole
lifetime.

lago: Even now, now, very now, an old black ram
is tupping your white ewe. Arise, arise!

Awake the snorting citizens with the bell,

Or else the devil will make a grandsire of you.
Arise, | say! (1.1 88-91)

Here lago describes Othello asold black ram and
devil and speaks him to be tupping (sleeping) with
Desdemona, thisword tupping speaks of the black men
having hyper sexuality like animals. So from this the
clear differentiation among black and white races can
be seen.

In Omkara, the concept of racism has been
changed to casteism by having the hero as ‘Half-
brahmin’. But it does not become so influential to
disturb Omkara' srelationswith others. It only disturbs
his relations with Dolly’s father- Raghunath Mishra.

The social problem of gender inequality plays a
major rolein Othello. Othello seemsto beadominating
husband while behaving with Desdemona. Even Emilia
also alwaysobligestofollow the orders of her husband
and asapart of thisobeying, she steal sthe embroidered
handkerchief of Desdemona. Gender inequality isthe
effect of the agei.e. Othelloisfrom 17th century and
as literature is the reflection of the society, problems
like gender inequality are expected to be depicted in
the literary texts of that age.

lago: Awake! What ho, Brabantio! Thieves, thieves!

Look at your house, your daughter, and your bags!
Thieves, thieves! (1.1 79-80)

Brabantio: O thou foul thief, where hast thou stow’d
my daughter? (1.2 61-62)

These lines suggest that the daughter is the
property of the father and which is stolen by the thief,
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i.e. Othdlo. So again gender inequality isshown through
this.

But in Omkara, the problem of gender inequality
doesnat play amajor role. Omkaraas ahusband seems
dominating somewhere, but not like Othello. Even Indu,
wife of Ishwar Tyagi steals Dolly’swaistband because
she likes that and not because her husband forces her
to stedl it. At the end of the film, when Indu comes to
know about the bad motives of Ishwar about Omkara
and Dolly, shedoesnot hesitatetokill her own husband
as the punishment of his mistakes. It is totally unlike
the play Othello.

There is much resemblance between the names
of characters from Othello and Omkara, Though the
names from Othello are purely European and from
Omkarathey arepurely Indian. They share sameinitial
alphabet for the names of almost all the major
characters.Such as Othello, Desdemona, l1ago, Cassio,
Rodrigo, Emilia and Bianca in the play Othello and
Omkara,Doally,ishwar,Kesu,Rajoh,Indu and Billo
respectively in the movie Omkara.

Though the names of the characters appear with
Indian touch, they sharethe same qualitiesof theorigina
characters from Othello. Only at the place of Duke
from Othello, Omkara has Bhaisab who is not a duke,
but apalitician. Even theinfluence of thispoliticianis
quite more on the overal story of Othello rather than
the influence of the duke on the story of Othello. The
other character with a totally different name is Adv.
Raghunath Mishrawho is father of Dally. In Othello,
Desdemona’s father is portrayed as Brabantio. These
two characters have no resemblance in name but they
resemble the smilar nature.

As Othello isagreat Shakespearean tragedy, the
language used in it suitsthe royal setting of the play as
well asthe style of Shakespeare. It iswritten in blank
verse (with unrhymed iambic pentameters, with five
stressed syllables and five unstressed syllablesin each
line) and prose. Thelanguage used thereisquite poetic,
literate and metaphoric. As the people are royad, the
languageisof higher quality and ornamental naturally.
E.Q.

Liewith her, lie on her? We say lie on her.

When they belie her! Lie with her, zounds! That's
fulsome!

Handkerchief! Confession! Handkerchief!
To confess and be hanged for his labour!

First to be hanged and then to confess:
| tremble at it. Nature would not invest
herself in such shadowing passion

without some instruction. It is not words that shakes
me thus.

Pish! Noses, ears and lips. IS't possible?
Confess? Handkerchief! O devil! (1V.1 35-41)

In contrast, the language used in Omkarais quite
abusive and the rawness of the language suitstherural
atmosphere of Uttar Pradesh. As the people shown in
Omkara are middle classed, common and rura, their
language is quite mundane.

Omkara: Sara wakat iski baap ki awaj
kanome gunjati rahawi, jo apne baap ko thak
sakati hai wo kisi aur ki sagi kya howi? ( All the
time the words of her father keep sounding in my ears
that the girl who can deceive her father, how can be
she loyal to anyone else?)

Such language has been deliberately used in
Omkarato achieve a filmy effect and the raw feeling
of therural atmosphere. Rustic humour and UP dialects
used in depiction of original story can be called asthe
welcome additions to please the Bollywood lovers.

Two different economic classesi.e. one of royal
families and palitical standing (of Othello, Brabantio,
Desdemona) and the other serving class (of Emilia
and Bianca) are depicted in Othello and the class
discrimination is seen clearly there.

Butin Omkara, thisproblem of classdiscrimination
is not much major. The middle classed people of rura
area are shown to make the film more of masses
instead of classes. Only afew characterslike*Bhaisab’
seem from economically higher class. But it does not
make much impact. Even Indu in a scene gets
fascinated with the expensive waistband of Dolly. But
rather than due to her lower economic background, it
is due to her obsession for the jewel and its beauty.

For aBollywoodfilmitisalmost impossibletogo
without inclusion of songs and dances in the film.
Omkara even is not an exception for that. Bharadwa)
cleverly includesthe songsin thefilm, without any harm
to the original story. The Item Songs by Billo seem
odd at very first glance but through Billo’s character
Bhardwaj needs to evoke a wide range of cinematic
emotions which become helpful to anchor the whole
story of Omkarain adifferent styleof Bollywood. Even
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the traditional marriage songs create proper Indian
amosphere for the marriage of the hero and heroine.

Thetitlesong ‘Omkara...’ tellsabout the qualities
of the hero and describes him as Sabse bada
ladhaiyya (the greatest warrior). While the song O
sathi re... (O my partner) tells about the intense love
of Dally and Omkara. When Omkara scolds Dally a
lot for the missing waistband, she becomes too
emotional and expresses her intense sorrow through
the song Lakad jalke koyala hoe jaye, jiya jale to
kuch na hoe!( If we burn the wood, it becomes coal
but nothing we get of the burnt (broken) heart.) and
the climax of the film is achieved by the last song of
the film, Jag ja re gudiya, mishri ki pudiya ( Wake
up my doll, you are sweet like the sugar) It is sung at
the background when Omkara, after murdering Dally,
comes to know the truth that his doubt of adultery on
Dolly was baseless; he becomes extremely emotional.

So the addition of songs surely includes more
coloursto the story and cater the likes of music lovers
of Bollywood. The addition of dancesisto please the
Bollywood loverswho just need to enjoy thefilm. But
they nowhere seem exaggerated.

The mgjor story in both Othello and Omkara,
revolvesaround the object whichisgifted totheheroine
by the hero and whichislost. And dueto thisthe doubt
of adultery isdevel oped on the heroine. In Othello, the
lost object is the embroidered handkerchief, which is
gifted by Othello to Desdemonaasthe symbol of their
love. While in Omkara, the story focuses on the lost
kamarbandh i.e. the waistband which is presented
by Omkara to Dolly as the symbol of their love,
responsibility and the prestige of the family. Because
it is an inherited jewel of Omkara's family for three
generations.

The idea of Bharadwaj to introduce waist band
instead of handkerchief is realy a welcome idea for
viewers from Indian society. Jewels are considered
asthe most valuablethings by Indian women for which
they are too much obsessed. The jewel shown in the
filmistheinherited jewel of three generations. So that
too is an emotional appea to the Indian viewers. So
the reaction of Omkara after Dolly loses the jewel
seems quite natura for an Indian hero.

The characters in Othello when get transformed
to charactersin Omkara, they changein their culture,
and society related identitieslike background, religion,

class, caste etc. They get Indianized through especially
religious and caste identities as Hindu, Brahmin, Half-
Brahmin etc. The names of the characters from
Omkara such as Omkara, Ishwar, Keshav etc. are
the names of Hindu deitieswhich are deliberately used
by the director of the film which reveal theimportance
of religion for Indians. The surnames of the characters
are Shukla, Mishra, Tyagi, Upadhyay etc. which
suggest that they are of Brahmin caste. So Omkara
ultimately underlines the concept of casteism which
replaces the concept of racism from Othello.

In Othello, importanceisnot givento any religious
rituals or ceremonies. The declaration of Cassio as
the Army Officer isjust aformal action.

| have already chose my officer.
And what was he?

Forsooth, agreat arithmetician,
One Michael Cassio (1.1 17-20)

In so simple way, Othello declares Cassio asthe
next Army officer. But in Omkara, declaration of next
bahubali (political leader) has been shown in a way
of areligiousfunction.

Even Omkara's marriage with Dolly is full of
rituals starting from deciding the date of marriage with
the permission of panditji. Later all themarriagerituals
including mehendi, haldi etc. take place in a typical
religiousway. Thisisademand of Bollywood for such
matters related to marriage. Through these certain
small things even the cultural adaptations woven in
the story are seen.

Shakespeare's Othello was awritten work of art.
There he depicts everything through the power of
words he uses. It is even observed at the end of the
play, when Othello kills Desdemona.

| kissed thee ere | killed thee, no way but this,
killing myself to die upon akiss (V.2 358-59)

Through these words said by Othello,
Shakespeare tries to depict Othello’s relation with
Desdemona and how his love and eventua jealousy
killed Desdemona. Othello says that if he had never
loved her or kissed her, she never would have died. So
Othello kisses her again and again and kills himself.

In Omkara, along with the words of the
background song, this situation of Dolly’s murder is
also explained through the symbolic use of colours.
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Because when a written form gets converted to a
film, addition of the visual effectsis obvious to make
the original story more interesting and appealing.
Symbolism through coloursisone of certain additional
visual effects. Thetypical Indian bride appearsin red
wedding dress in Omkara, which suggests the colour
of lovewhilethegroomi.e. Omkarashowninfull white
dressindicates the colour of death, suggesting the end
of love in death.

Omkara evokes a range of cinematic emotions
which enrich the original script of Shakespeare. The
change in social setting of original story of Othello
makes the Indian viewers to feel the story is of their
own. And henceit becomes quite easy for the director,
to convey thoughts of Shakespeare to even genera
audience through the film. We can say that it is an
attempt to make writings of Shakespeare ‘ of masses
rather than ‘of classes'.

The director of the film has made the efforts to
keep the storyline same and has only adapted some
cultural variations for the film. He keeps all the
emotions of love, doubt, betrayal, morality, faith etc.
the same as they were given in Othello. Definitely as
theimpact of the changing age, the problemslike gender
inequality, differentiation onthebasis of economic class
are not shown in the film as it goes with the setting in
21st century. The Indian names even sound similar to
the names of the characters from Othello. Even their
characteristics are the same.

The change in the nature of the language used, is
anoticeable change. But as the story gets the changed
setting and that too of rural Uttar Pradesh, the use of
this sort of language which is mundane, rural, raw and
somewhere abusive support the story portrayed in that
setting. Even rustic humour and UP dialect are
welcome additions.

Inclusion of religious and caste identities make
the film more appealing for the Bollywood viewers.
The religious rituals which is the core part of the life
of Indians cannot be surely avoided in the Bollywood
film as well. The symbol of handkerchief used in
Othello may not have appealed the Indian viewers so
Bharadwaj has replaced the handkerchief with
wai sthand, aninherited family jewel, which give more
cinematic effects to the actual story.

Use of visual effects like colour, drapery, song-
dance sequence, cinematic effects, more Indianized
atmosphere for the movement of the story but with
preserving the same storyline and essence of the story
Othello by Shakespeare make Omkara a good work
of art in achanged form. So we can say that with the
help of cultural adaptations, itisagood effort of Vishal
Bharadwaj to make the viewersto revisit Shakespeare
after 400 years by converting hisrevenge tragedy to a
successful Bollywood film.
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Abstract: Most of Shakespeare's plays have historical e ements, especially the historical playswritten by him. He
has agiven adistinct treatment to history as he dramatised it. Scholarsrarely subscribe to the view that the Roman
plays (Julius Caesar, Antony and Cleopatra, Coriolanus etc.) written by him are history plays. In chronological
order Shakespeaean playsinclude: King John, Richard Il, Henry IV Parts| and I, Henry V, Henry VI Partsl, 11
and I11, Richard 111 and Henry VI11, although Shakespeare did not follow any chronological order while he wrote
it. The plays dramatize five generations of ' Medieval power struggles. For the most part they depict the Hundred
YearsWar with France, from Henry V to Joan of Arc, and the Wars of the Roses, between York and Lancaster. One
should never forget that they are works of imagination, based very loosely on historical figures. Shakespeare was
akeen reader of history and was always looking for the dramatic impact of historical characters and events as he
read.. in the light of above deliberation, the present article has tried to histrocise the notion of historicity in the

playswritten by William Shakespeare.

Keywor ds: Historicity, Roman History, Renaissance, Historicization, Tragedy, Elizabethan, Hellenic.

Historical personagesand theincidents presented
by Shakespeare has remained a site of tremendous
debate and dialogue for centuries. One thinks of
Richard 111 as an evil man, akind of psychopath with
a deformed body and a grudge against humanity.
Historians can do whatever they like to set the record
straight but Shakespeare’s Richard seems stuck in our
culture as the real Richard Ill. In Henry V, the
protagonist- Prince Hal, is, in our minds, the perfect
model of kingship after an education gained by
indulgence in a misspent youth, and a perfect human
being, but that is only because that’s the way
Shakespeare chose to present him in the furtherance
of the themes he wanted to develop and the dramatic
story he wanted to tell. In fact, the popular perception
of medieval history as seen through the rulers of the
period is pure Shakespeare. We have given ourselves
entirely to Shakespeare’s vision. What would
Bolingbroke (Henry 1V) mean to us today?
We would know nothing of him but because of
Shakespeare’s plays he is an important, memorable
and significant historical figure. Shakespeares shistory
plays are enormously appealing not only because they
give insight into the political processes of Medieval
and Renaissance politics but they also offer aglimpse
of lifefrom the top to the very bottom of society —the
royal court, the nobility, tavern life, brothels, beggars,
everything. The greatest English actual and fictional
hero, Henry V and the most notoriousfictional bounder,
Falstaff, are seen in severa scenes together. Not only

that, but those scenes are among the most entertaining,
profound and memorable in the whole of English
literature.

Though Shakespearewaswriting ‘ history’, using
historical figuresand events, what he wasreally doing
waswriting about the politics, entertainmentsand socia
situations of his own time. A major feature of
Shakespeare’'s appeal to his own generation was
recognition, something Shakespeare exploited
relentlessly. In the first half he had written many
comedies and a few tragedies; in the second he was
to write many tragedies with a few plays which, on
account of the happy ending and other traits, may be
assigned to the opposite class. But beyond these
recognized and legitimate subdivisions of the Romantic
Drama, he had aso before 1600 busied himself with
that characteristic product of the Elizabethan Age, the
Historical Play dealing with the national annals. As
one proceeds to the last,one finds that native history
virtually disappears and the Historical Play as such
survives and wins new triumphs. The Roman group
resemblesthe English group in many ways, and, where
they differ, it hasexcellencesof itsown. Shakespeare's
later Histories, precisely the superlative specimens of
thewhole species, illustrate thiswith conspicuousforce.
The subject of Henry V., if presented in summary,
must seem comparatively commonplace; the
“argument” of both parts, if analyzed, is loose and
straggling; the second part to a great extent repeats at
alower pitch the motifs of thefirst; yetitishardly if

ISBN : 978-81-922741-6-4

Organised by Joshi-Bedekar College 21



a all less excellent than its predecessor and together
they represent Shakespeare's grand achievement in
thiskind. In Henry V, which has merits that make it
as one of the most popular pieces that Shakespeare
ever wrote, the distinctive narrative wins the day
against the distinctively dramatic.

Shakespeare realised the requirements of the
Chronicle History, and succeeded in producing his
masterpieces in this domain, he deviated from the
course that he pursued in his other plays. And this
necessarily followed from the end he had in view. He
wished to give, and his audience wished to get,
passages from the history of their country set forth on
the stage as pregnantly and attractively as possible;
but the history was the first and chief thing, and in it
the whole species had its raison d‘étre. History
delivered the material and prescribed the treatment,
and even the selection of the episodes treated was
determined less perhaps by their natural fitness for
dramatic form, than by the influence of certain
contemporary historic interests. All the same a great
deal more was now required than in the case of the
English series. Inthat the story of areign or the section
of areign, the chronicle of a flimsy conspiracy or a
foreign campaign might furnish the framework for a
production that would delight the audience. It was
otherwise when dramatist and spectators alike knew
the history only in its mass, and were impressed only
by the outstanding features. Just aswith individuals so
with nations, many things become significant and
important inthose of our familiar circlethat would seem
trivial in mere strangers and acquaintances. If the
Roman plays were to be popular as the English ones
had been, Shakespeare was bound to select episodes
of more salient interest and more catholic appeal than
such as had hitherto sometimes served histurn. In the
best of the English plays we constantly wonder how
Shakespeare could get such results from stories that
we should have thought in advance to be quite unfit
for the stage. But the fall of Caesar and the fate of
those who sought to strangle the infant empire, the
shock of opposing forcesin Augustus and Antony and
the loss of the world for Cleopatra’'s [p. 78] love, the
triumph and destruction of the glorious renegade from
whose wrath the young republic escaped as by fire—
that there aretragic possibilitiesin themesliketheseis
patent to acasual glance. It issignificant that, while of
the subjects handled in the English histories,it is only
the episode of Joan of Arc and the story of Richard
[Il,that have attracted the attention of foreign

dramatists, all the Roman plays have European
congeners. One of the reasons may be, that though
the events described in the national seriesare dramatic
enough for national purposes, they do not likethe others
satisfy the severer internationa test. Andto adifference
in the character of the material corresponds a
difference in the character of the treatment. The best
of the English plays, as we have seen, are precisely
those that it would be hardest to describe in terms of
the ordinary drama. The juvenile Richard Ill. is the
only one that could nowadays without objection be
included in alist of Shakespeare'stragedies. But with
the Roman plays it is quite the reverse. In the main
lines of construction they are of tragic build; there is
invariably atragic problemin the hero’s career; and it
reaches a tragic solution in his self-caused ruin. So
they are aways ranked with the tragedies, and though
here and there they may show a variation from
Shakespeare's usua tragic technique, it would occur
to no one to ater the arrangement.

Thepolitical vicissitudesand public catastrophies
do not indeed contribute the chief elements of interest.
Here aseverywhere Shakespeareisaboveall occupied
with the career of individuals, with the interaction of
persons and persons, and of persons and
circumstances. Nevertheless in these plays the
characters are always exhibited in relation to the great
mutationsin the State. Not merely the background but
the environment and atmosphere are supplied by the
large life of affairs. It is not so in Lear, where the
legend offered no tangible history on which the
imagination could take hold; it is only partially so in
Macbeth, where Shakespeare knew practically
nothing of the actual local conditions; nor, had it been
otherwise, was there anything in these traditions of
prerogative importance for later times. But in the
Roman plays the main facts were accredited and
known, and of infinite significance for the history of
the world. They could not be overlooked; they had to
be taken into account. As historical dramatist he was
subordinated to his subject much in the same way as
the portrait painter. He could choose his point of view,
and manage the lights and shades, and determine the
pose. He could emphasize details, or dur them over,
or even leave them out. [p. 80] He could interpret
and reveadl, so far asin him lay, the meaning and spirit
of history. But he had his marching orders and could
no more depart from them to take a more attractive
way of his own, than the portrait painter can correct
thedefectsof hissitter to makehimanApollo. It cannot
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awayshave been easy to keep trueto this self-denying
ordinance. Despite the suitability of the subject in
general suggestion and even in many particular
incidents there must have been a recalcitrance to
treatment here and there; and traces of this may be
detected, if the Roman plays are compared with the
tragediesinwhich the genius of Shakespeare had quite
unimpeded sway. To some of the chief of these traces
Mr. Bradley has called attention. Thus there is in the
middle of Antony and Cleopatra, owing to the
undramatic nature of the historic material, an excessive
number of brief scenes “in which the dramatic
personae arefrequently changed, asthough anovelist
wereto tell hisstory in asuccession of short chapters,
inwhich heflitted from one group of his charactersto
another.” Mr. Bradley discusses this in another
connection, and here, as we shall see, Shakespeare
only partially adheresto hisauthority. Inthe same play,
however, we have the episode of the poet Cinna's
murder which, however useful inillustrating thetemper
of the mob and suggestive in other respects, is
nevertheless a somewhat crude intrusion of history,
for it leadsto nothing and in no way hel pson the action.
But Shakespeare will put up with an occasional
awkwardnessin the mechanism rather than fail to give
what he considers a faithful picture. As in the best
English Histories he omits, he compresses, he even
regroups; but he never consciously aters the sense,
and to bring out the sense he utilizes material that puts
alittle strain on his art.

To the average Elizabethan (and in this respect
Shakespeare was an average Elizabethan, with
infinitely clearer vision certainly, but with the same
outlook and horizon) the past differed from the present
chiefly by its distance and dimness; and distinctive
contrasts in manners and customs were but scantily
recognised. A generation later French audiences could
view the perruques and patches of Corneille’s Romans
without any sense of incongruity, and the assimilation
of the ancient to the modern was in some respects
much morethorough-going in Shakespeare's England.
In al his classical pieces the impression of historic
actuality and the genuine antique cachet is only
produced when there isakind of inner kinship between
the circumstances to be represented and the English
life that he knew. There was a good deal of such
correspondence between Elizabethan life and Roman
life, so the Roman Tragedies have a breath of historic
verisimilitudeand even afaint suggestion of local colour.
There was much less between Elizabethan life and

Greek life, so Timon and Troilusand Cressida, though
true as human documents, havea most nothing Hellenic
about them. But even in the Roman plays, so soon as
there is anything that involves adistinctive difference
between Rome and London Shakespeare is sure to
missit. Anachronismsin detail are of course abundantly
unimportant, though aformidablelist of them could be
computed. In JuliusCaesar thereare clocksthat strike,
and the crowd throw up their sweaty nightcaps. The
arrangements of the Elizabethan stage furnish
Cleopatra and Comminius with similes. Menenius is
familiar with funeral knells and batteries and Galen’s
prescriptions.

Shakespeare shows an inevitable limitation in
reproducing acivilisation that wasin some aspectsvery
different from hisown, and for which hehad no parallel
inhisown experience. He showsaprecisely analogous
limitation when he deals with themes from English
History that were partly alien to the spirit of the time.
Of this King John furnishesthe grand example. We
all know why that troublesomereignismemorable now,
not merely to the constitutional historian, but to the
man in the street and the child on the school bench.
Yet Shakespeare makes no mention of Runnymede or
the Great Charter; and we may assume that he, like
most Elizabethans, if interested in such matters at all,
would have been unsympathetic to a movement that
extorted liberties by civil strife. To him the significant
points are the disputed succession, the struggle with
the Pope, theinitial invasion of France by England when
the Kingdom is of one accord, and the subsequent
invasion of England by France, whenitisdivided against
itself. So King John, though very trueto human nature
and even to certain aspects of the period, pays no heed
to the aspect which other generations have considered
themost important of all, and onewhich onany estimate
isnot to be overlooked. But if Shakespeare thus misses
aconspicuous featurein aset of occurrencesthat took
place among his own people less than four hundred
years before, we need not wonder if he failed to detect
the peculiar features of ancient Rome as it existed at
a further distance of twelve or sixteen centuries. His
approximation to the actual or alleged conditionsvaries
indeed in the different plays. It is closest in Antony
and Cleopatra

No unhistorical person has historical work to do,
and no unhistorical episode affects the historical
action.Yet he quite escapesfrom the chill and closeness
of the book-room. He engages in no critical
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investigations to sift out the genuine facts. He does
not study old tapestry or early texts. Unhampered by
the learned apparatus of the scholar, undistracted by
the need of pausing to verify or correct, he speeds
aong on the floodtide of his own inspiration, which
takes the same course with the interests of the nation.
For it is the reward of the intimate sympathy which
exists between him and his countrymen that he goes
to work, his personal genius fortified and enlarged by
the popular enthusiasms, patriotic or cosmopolitan. And
nothing can withstand the speed and volume of the
current. There is a great contrast between the broad
free sweep of hisHistories, English or Roman, that lift
us from our feet and carry us away, and the little
artificial channels of the antiquarian dramas, on the
margin of which we stand at easeto criticizethe purity
of the distilled water. Yet nonethelessheisin asense
more obedient to his authorities than any writer of the
antiquarian school. Just because, while desiringto give
the truth as he knowsiit, he is careless to examine the
accuracy or estimate the value of the documents he
consults; and just because, while determined to give a
faithful narrative, he spares himself all labour of
comparison and research and takes a statement of
Holinshed or Plutarch as guaranteeing itself, heis far
more in the hands of the guide he follows than a later
dramatist would be. He takes the text of his author,
and often he has not more than one: he accepts it
implicitly and will not willingly distort it: hereadsitin
the light of his own insight and the spirit of the age,
and tries to recreate the agents and the story from the
more or less adequate hints that he finds.
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and industry. It resulted in the unprecedented demand for effective communication and has become a success
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point of view that Shakespearean tragedies are the result of failure in communication. A few selected tragedies
have been taken into consideration for the interpretation in the communication perspective.
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Shakespeare has immensely contributed to the
realm of dramaand poetry and hisliterary contributions
aredtill very muchrelevant inthe 21st century. Whether
it is his poetry or plays, Shakespeare's contributions
are interpreted at a larger extent worldwide. In the
modern time, communication skills have coined a
considerable spacein academiaand industry. It resulted
in the unprecedented demand for effective
communication which has become a success mantra
today. Each attempt of communication is essentially
intended to share ideas, thoughts, feelings, emotions,
experiences, observations, decisions, works,
contributions, and so on. It needsto be complete, clear
and unambiguous. It may bewith or without technology
like communication through phone, internet, face-to-
face or through any other traditional or modern means.
During the process of communication, miscommunicetion
may be detrimental to serve the purpose which can be
built up or obliterate. The present paper mainly deals
with the study of Shakespearean tragedies through
communication perspective. The paper highlights the
selected three Shakespearean tragedies which are the
result of failure in communication. This failure might
have occurred at any stage or it may be at the level of
sender or recipient of message but an attempt has been
made to point out certain dialogues and expressions
which support the standpoint that Shakespearean
tragedies are the result of failurein communication. A
few selected tragedies have been taken into account
for theinterpretation in the communication perspective.

The selected Shakespearean tragedies like

Othello, Julius Caesar and King Lear can be
interpreted in the perspective of failure in
communication. Theplay Othello hasasolid foundation
to interpret in this angle. The relationship between
Othello and Desdemona and the misunderstanding
created by other villainous character to destroy the
bond of their relationship isthe main theme of the play.

Julius Caesar is the play which has a perpetua
problem of ideological differences. Caesar’sdictatorial
kingship and Marcus Brutus' democratic valuesisthe
core of their confrontation. To adjudge the conflict in
terms of failure in convincing each other for one's
ideological values is nothing but the failure in
communication.

King Lear begins with an important issue when
theking askshisdaughters Goneril, Regan and Cordelia
to say afew wordsin his appreciation and flatter him
as much as possible. Cordelia’s general perception of
the matter and genuinefilial gratitude forbids her from
the undue adulation which basically leads her life to
troublesome situations. This aspect of the play can be
interpreted in the communication perspective. The
following sections provide a critique on each of the
plays mentioned above:

Othello

The lack of proper communication is the tragic
flaw of the central character, Othello. His inability to
communicate successfully with Desdemonagiveslago
an opportunity to play certain tricks against them and
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lead their connubid lifetotragedy. Othello hardly insists
lago to produce any concrete proof of her extramarital
afair. He relies on the half truth as provided by lago
and never attempts to cross verify whether lago told
him thetruth or just abluff. In addition one more aspect
is quite important here that he never asks either
Desdemona or Cassio whether they are in love. He
aways suspected his wife but never suspected the
alegations and manipulation of lago. Herewefedl that
Othell0’s cognizance of being amoor and suspicion of
hiswife, only because sheisfair and white, is playing
themajor rolein thistragedy. The communication gap
between the two is created because of their cultural
identities. As a matter of fact, ability to communicate
isoneof themost important aspectsof one' spersondlity.
He is a warrior and achieves high rank in military
hierarchy but it issurprising that hispoor communication
skillsdo not become an abstacle in the way of military
success. Hisaction inthe battlefiel d speakslouder than
words. He could easily woo Desdemona and wins her
favour. He achieveshigh military rank but failsto become
a good spouse. He does not respect womanhood and
disbelieves the chastity and character of his own wife.
Unfortunately the lack of communication skills works
positively in professiona lifeand negatively in conjugal
life. On the contrary, the villain, lago is very effective
in communication and achieves his wicked goals. In
Act 1, Sceneiii, Othello himself acceptsthat heisrude
in speech and can not deliver along convincing speech.
He could win Desdemona not with words but with his
valourship and bravery. His words did not speak but
hisaction did. In Act 111, Sceneiii, he says...

Haply for | am black,

And have not those soft parts of conversation
That Chamberers have; or for | am declined
Into the vale of years-yet that's not much-
She is gone. | am abused and my relief

Must be to loathe her. (Act 111 Scene iii)

On the other hand, Desdemona seems to be a
balanced lady and she is aware of her dua role as a
daughter and wife. In her speechinthe court of Venice,
she speaks to her father and says...

My noble father,

| do perceive here a divided duty.

To you | am bound for life and education.

My life and education both do learn me

How to respect you. You are the lord of my duty.

| am hitherto your daughter. But her’s my husband,
And so much duty as my mother showed

To you, preferring you before her father,

So much | challenge that | may profess

Due to the Moor, my lord. (Act | Scene iii.)

This dialogue before the Venetian Senate shows
her thoughtfulness and meticulous approachtolife. She
gives respect and credit to her father and showsfilial
gratitude and at the same time looks for the future
prospects with her husband. Desdemona looks to be
composed and balanced. Sheisvery much convincing
inthe senate especially when shejustifiesher relations
with her father and husband. Towards the end of the
play, Desdemona becomes defensive and looks to be
ineffectivewhile convincing Othellofor hisallegations.
She speaks clearly and truthfully but unfortunately
Othelloispoisoned by lago and failsto understand her
honesty.

Theplay endswith Othello’sfailure on two fronts
— military and marriage. He fails to understand the
tricksandinfidelity of lago and Desdemona spurelove
and dedication. Theplay movesaround Othello’sfailure
in communi cation with hislieutenant and other officers;
similarly he fails to understand Desdemona’s loyalty
and true love for him. His preconceived notion for his
wife basically makes him suspect her chastity and her
affair with hisofficer on duty. Othello loses everything
just for suspicion and lack of proper communication.
This degeneration takes place because of failure in
communication. The element of doubt and suspicion
breaks the process of dialogue and communication
between the two. Whatever communication takes
place it is under the shadow of suspicion. Moreover
Othello does not make any attempt to cross verify
whether lago is telling the truth. He also fails to ask
Desdemona about it and does not take her into
confidence. This suspicion and impulse of infidelity
occupies his mind throughout the play and eventually
leads to tragedy in their lives.

Julius Caesar

Julius Caesar is another Shakespearean tragedy
that happens due to the communication in the wrong
direction and misinterpretations by various characters.
Not only the protagonist, Julius has becomethevictim
of misunderstanding and conspiracy but also other
characters such as Antony and Marcus Brutus suffer
for the same.
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In the beginning, Caesar is warned about the
conspiracy but heignores these warnings and his over
confidence brings himto catastrophic situation. Thisis
seen in the words of the soothsayer’s ‘Idea of the
March’. The soothsayer honestly depicts which
Caesar could not read on his face and oversees him
without taking any heed of his words. Later Caesar
comes across the soothsayer who greets Caesar and
warns him about the possible danger. He says, “Aye
Caesar, they’ ve come but not gone’. Both the times
Caesar fails to understand it. His military success
makes him rude and obliviousabout the possible danger.

Brutus, on the other hand, isal so awell wisher of
Rome. He too couldn’t recognize the intentions of
Cassiusand finally joinsthe conspiratorsto nate
Julius Caesar inthe name of democratic values. Brutus
is aborn demacrat; no conspirator could successfully
convince him for the murder of Julius Caesar. They
identified the weak vain of Brutus and convinced him
in the name and strength of democracy and public
interest. This is Brutus’ failure to recognize the
politically motivated and ambitious people. Antony tries
to manipulate Brutus' naiveté. Later inthe play, Brutus
is also incapable to justify and convince the people of
Rome about the act of killing Caesar. One way, the
misunderstanding and failure to understand the
intentions of others lead to the confrontation of two
strong characters in the play i.e. Julius Caesar and
Marcus Brutus, later Brutus and Antony. As a whole
these confrontations lead the play to atragedy. In Act
Il Scenei, Caesar interacts with the conspirators and

Says,
| could be well moved if | were as you.

If | could pray to move, prayers would move me

But | am constant as the Northern Sar ...
(Act Il Scenei)

These lines from his speech indicate that he has
been so rigid with his stand and he was quite firm and
constant. He says that he will keep up his words and
would never change his stance. He remains firm on
his words and does not change at al. He compares
himself to the North Star which isaguiding principle
for wandering barks in the ocean.

In Act Il Scene iii, Antony asks Brutus’
permission to say a few words in the praise of Julius
Caesar. He speaks about Julius for being faithful and
just. Antony’s jester to make a speech seems to be a
casual one to Brutus and other conspirators and they

underestimate Antony for being harmful to them. He
mentions Brutus as an honourable man but suddenly
turns the table against the conspirators. He says...

He was my friend, faithful and just to me.
But Brutus says he was ambitious,
And Brutus is an honourable man.(Act |11 Scene ii)

Antony is equally shocked to see that Brutus
joining hands with the rivals and becoming one of the
conspirators. He continues to impart afew more facts
about Brutus...

| thrice presented him a kingly crown,

Which he did thrice refuse. Was this ambition?
Yet Brutus says he was ambitious,

And sure he is an honourable man.(Act 111 Scene ii)

Antony’s convincing ability is on the par and he
provesto be an outstanding speaker. Hisfuneral speech
radically changes the mood of the play and the
conspirators missthe opportunity that they have created
out of their conscious efforts. As awhole, the play is
full of language tactics used by the characters like
Julius, Brutus and Antony. Their speeches are full of
wisdom and communicate alot for human generations
together, but it is unfortunate that the three pillars of
Roman Empire could not understand one another and
that basically leadsto the historic end of thethree great
Romans.

King Lear

Shakespeare's King Lear represents the tragic
end of a proud king. Like other tragedies, King Lear
also lacks a proper communication and correct
reception of the ideas that causes the central character
to feel the heat and experience catastrophe. King Lear,
in the beginning itself, is unable to recognize the
falseness and flattery of his daughters, Goneril and
Regan. At the same time he fails to understand love
andfilial gratitude of Cordelia. Her rgjection to flattery
and adulation makes him angry with Cordeliaand she
suffers for no fault. Flattery and undue adulation of
the father made Goneril and Regan successful in the
beginning by depriving Cordelia the right to claim
patrimony and equal share in the state. Lear’s blind
faith in their flattery is nothing but Lear’s failure to
communicate and understand his daughters’ real
intentions.

Inthe Act | Scenei, King Lear calls upon three
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daughters and asks them how much they love him.
Goneril and Regan diplomatically adulate King Lear in
their turn. On the contrary, in response to the query
made by Lear, Cordelia expresses her true paternal
feelings and says,

Unhappy that | am, | cannot heave
My heart onto my mouth. | love your majesty

According to my bond; no more, nor less.
(Act | Scenei)

Unliketheelder sisters, Cordeliafailsto appreciate
Lear. It resulted in a stroke of rage, when Lear got
very much angry with Cordelia. Her banishment from
the state works like a punishment to Cordelia. She
looses her share in the patrimony and wanders like a
vagabond all around. Theentire plot of the play moves
around this crucial development having the perpetual
effect on every character mainly King Lear.

In the course of time, Lear realises his mistake
when Goneril and Regan misbehave with him and
disrespect himtimeand again. InAct Il Sceneiv, Lear
talks about his agony and the cruelties of Goneril and
Regan:

O, reason not the need! Our basest beggars
Are in the poorest thing superfluous.

Allow not nature more than nature needs,
Man'’s life's as chap as beast...(Act Il Sceneiv)

Lear rages against Goneril and Regan for their
act of removing the knightsand servantsat hisservice.
He compares his cruel daughters to the beasts. This
development indicates that the absence of knightsand
servants would diminish his identity as a King and
human being. Heisvery much consciousof hisposition
and reputation in the state. He took it like a blow on
his self-respect. Moreover Lear is frustrated with his
daughters and never expected their bad treatment. It
was a betrayal and dishonest response by the two
wheresas he offered them equal share in the kingdom.
His realization of being powerless forces him to
remember theinjusticeto Cordelia. Ultimately hecould
only expresshisanger and ragefor dl thesedevel opments.
His disappointment continues when he says,

No, I’ll not weep.
| have full cause of weeping, but this heart

Shall break into a hundred thousands flaws
Or erel’ll weep. O Foal, | shall go mad! (Act Il Sceneiv)

Thisexpression showsthe depth of hisfrustration
and agony. Heistotally disappointed and lost all hopes
inlife. He does not find any ray of hope. He behaves
like a confused man almost looks like a lunatic. His
lunacy can be seenin hisdialogues and behaviour. His
fall from glory and splendour of life mainly troubles
him more. He never thought that hisbeloved daughters
would behave like this and he would be nowhere in
the course of time. Hisfall from everything to nothing
is the major concern of the play.

Skilfully, Shakespeare has mingled the sub-plot
of Gloucester and his agony. It goes parallel to Lear’s
life. Lear is deceived by his daughters and Gloucester
by his son. The character of Gloucester seemsto be a
mouthpiece of William Shakespeare. Hisphilosophical
musing is the reflections to human life and it gives us
the picture of the depth of Lear’s agony and failure.
InAct IV Scene i, Gloucester says,

As flies to the wanton boys, are we to the gods
They kill us for their sports.
(Act IV Scenei)

Gloucester says that there is no divine justice in
the universe. Human feelings and dignity has lost its
value. Vicious people are rewarded and the good
people suffer for no fault.

Towards the end of the play, Lear isfound in a
miserable condition. He hasreached to the lowest level
of his life. He can not bear the stress and this was
traumatic for him. In Act V Sceneiii, he says,

Howl, howl, howl, howl! O, you are men of stones,
Had | your tongues and eyes, I’'d use them so
That heaven’s vault should crack. She's gone
forever!

| know when one is dead, and when one lives;
She's dead as earth. (Act V Scene iii)

Lear utters this dialogue when he emerges from
the prison carrying Cordelia s dead body in his hands.
His cry for despair suggests us about the theme of
justice. Lear saysthat heaven’svault should crack down
a his daughter’s death. This is the most troublesome
and painful situation for Lear. He looses his temper
and vent out his disappointment to life.

The meticulous observations of the play give us
aclear picture of character of King Lear and hisoutlook
tolife. Helivesagloriouslife but fallsin the course of
time. Hisfall from the glory isapunishment to him for
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the mistakes he committed. His arrogance, pride, love
toflattery and inability to distinguish between good and
bad mainly destroys his life. The play has plenty of
dialogues which can be interpreted in the view of the
communication failure. King Lear is character who
fails to understand the difference between appearance
and realty, flattery and admiration. Consequently he
suffers and becomes responsible for misfortune to
Cordedlia

All these plays need methodical and meticulous
look in order to understand each and every aspect in
thisviewpoint. There are anumber of evidenceswhich
support this perspective and further research in this
regard will be areal tribute to William Shakespeare.
In this paper, an attempt has been made to study the
selected plays of Shakespeare in the communicative
perspective.

There is a growing demand for effective
communication in English al over the world. Many
people face difficulty in clear and succinct
communication. They fail to understand verba and non-
verba communication and create amisunderstanding.
This leads to communicative problem and spoils the
relationship with the people. This paper has made an
effort to highlight that literature can be used to point
out the loop hole in communication and the same can
be brought to the notice of the learners that there are
several factors which are detrimental for successful
communication. The detail study of the selected
Shakespearean tragedies provides a platform for the
learners for better understanding of people and their
communiqué.

Inthe case of all these characters— Julius Caesar,
Marcus Brutus, Othello and King L ear, they meet their
catastrophic end not because of their fate or any other
flaw of their personality but because of their inability
to communicate effectively. They act on impulse and
fail to communicate with others. The lack of
communication in these characters basically causes
their end. In case of Julius Caesar lack of
communicative ability and over confidence combined
with arrogance mainly leads him to tragedy. Secondly
Brutuswho issober in behaviour but failsto understand
the attempt of Antony to turn the table against him.
Thislack of understanding and failurein communication
leads him to atragic end. In the respect of Othello, he
also lacks the similar personality facets and fails to
understand the tricks of lago. Untimely he becomes
victimto lago’strap and drowns his own conjugal life.
Similar is the case of King Lear who fails to
understand his own daughters and makes his life
miserable. In al these cases, it was not their fate that
brings them to their catastrophe but it was their
personality facet related to language incompetence
makes their life tragic.
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Abstract: Thisresearch paper analyzes Shakespeare’ s Macbeth and its Marathi translation Manajeerao published
inthelate 19th century with the help of fourfold hermeneutic motion proposed by George Steiner in hisbook After
Babel: Aspects of Language and Trandlation (1975). The hermeneutic motion, according to Steiner, is an act of
transfer of meaning and it is fourfold. The four stages are: trust, aggression, incorporative and restitution. 19th
century isthe period in Indian literature that has seen plays of Shakespeare being trandated into various modern
Indian languages. Shakespeare's playsin Marathi translation became more popular compared to the other plays.
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Macbeth is one of the most famous tragedies
written by William Shakespeare. It is the shortest and
most compressed of Shakespeare's tragedies. The
central character Macbeth experiences breathtaking
riseandfall inhislife. AsRobert S. Miolastatesin the
introduction of a book Macbeth: William
Shakespeare, Authoritative Text Sources and
Contexts Criticism:

Like the ancient tragedies, Shakespeare’'s
Macbeth depicts a fall that evokes, according to
Aristotle’s prescription in the Poetics, both pity and
terror. Though ancient playwrightsbelieved in different
deities and ethical systems, they too depicted humans
struggling with the gods, with fate and freewill, crime
and punishment, guilt and suffering.1

Macheth’sambition and will to power inciteshim
and his wife, Lady Macbeth, to murder the King
Duncan and usurp the throne. However, towards the
end of the play their own guilt destroys them in turn.
Shakespeare suse of supernatural element tothetragic
structure of Macbeth is significant. The source for
the story istheaccount of Macbeth, King of Scotland,
Macduff, and Duncan in Holinshed's Chronicles
(1587), a history of England, Scotland, and Ireland
familiar to Shakespeare and his contemporaries.
However, theeventsin the play differ extensively from
the history of thereal Macbeth, ahistorical figure. The
events of the tragedy are usually associated with the
execution of Henry Garnet for complicity in the
Gunpowder Plot of 1605. Macheth isthought to have
been first performed in 1606.

19" century isthe period in Indian literature that
has seen plays of Shakespeare being trandated into
various modern Indian languages. Shakespeare’ splays
in Marathi transl ation became more popul ar compared
totheother playsof English and European playwrights.

Macbeth was one of them. It was translated as
Manajeerao by Shivram Mahadev Paranjpe in 1898.
Thetrandator in the introduction of the second edition
of Manajeerao says that while trandating the text
into Marathi the translator has made changesto fit the
text in the target culture. However, he further accepts
that it was difficult to avoid some unnecessary
incidents/subplotssincethe plot of theplay ishistorical.
It isinteresting to study the play in Marathi trandation
since it is trandated into the totally different culture
and language. The trandlation is not a ‘word to word’
trandation initstraditional sense of theterm sinceitis
meant for the monolingual audience who did not know
the English language and who could not check it against
theoriginal.

It is true that because of the diversity or the
plurality of languagethere existsaneed for trandation.
In other words, it is because human beings speak
different languages there is a need of interpretation
that istrandation. It iswell-known that language isin
aconstant change and that is why the usage of words
and their meanings get altered. According to the* Myth
Of Babel’, it can be said, that there was only one
language and it was because the peopl e started building
the tower to reach God, God changed their language
and the act of trandation as well as of interpretation
began simultaneously. As soon as the God changed
languages, people had the need for a trandator who
could interpret the messages from one another. He
may be called the interpreter or aliar who negotiates
the messages in the process of trandlation. The similar
procedure takes place in the case of textual trandation
as well. And here the concern is to describe how in
the course of trandation of a literary text, an act of
trandation becomes an act of interpretation.

Hermes was a mediator amongst the Gods and
between the Gods and men. His duty being a
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messenger or the mediator was to carry the messages
and he was considered to be the God who invented
language and speech. So, he was called an interpreter:

The word hermeneuticsis of Greek origin, from
épunvev, tointerpret, to explain; thencethe adjective,
the hermeneutical art, and thence the word
hermeneutics, the science or art of interpretation.
Closely kindred is also the name EpunC, Hermes, or
Mercury, who, bearing a golden rod of magic power,
figuresin Grecian mythology as the messenger of the
Gods, the tutelary deity of speech, of writing, of arts
and sciences, and of all skills and accomplishments.?

Hermeneutics has been considered as an art as
well as the science of interpretation. The word is
generaly applied to the explanation of written texts,
and may therefore be more specifically defined asthe
science of interpreting an author’s language. Thistask
of interpretation assumes that there exists a diversity
of thought among people resulting in a need of
explanation of these thoughts. This explanation aims
a removing the differences between a writer and a
reader, so that the readers apprehend the writer's
meaning and intention. Peter Szondi, in his article,
“Introduction to Literary Hermeneutics” (1978),
argues: “Literary hermeneutics is the theory of
interpretation, interpretatio of literary texts...But what
the epoch of interpretation took over from
hermeneutics was little more than the name: the art of
interpretation, and the concept of hermeneuticcircle.” 2

The concept of hermeneutic circle, according to
Gunther Buck, is derived from rhetoric. This theory
claims that we understand the whole of atext fromits
parts and parts from the whole. This is a circular
process which can be explained as follows:

Meaning of thewholeisanticipated, a beit vaguely
and of necessity in arelatively informal way; in the
light of thisanticipation, the understanding of the parts
is effected. Conversely, understanding of the details
reacts upon understanding of the whole, continuing to
its specification in aprocess of continual confirmation
or correction of the prior understanding. Only in the
light of an anticipation does it become possible to see
what allows usto measure the greater or lesser aptness
of the anticipation to the matter intended and in hand.*

George Steiner discusses the concept
“hermeneutic motion’ in hisbook, After Babel: Aspects
of Language and Translation (1975). The

hermeneutic motion, according to Steiner, is an act of
transfer of meaning and it isfourfold. The four stages
are: trust, aggression, incorporative and restitution. The
first fold istrust. According to Steiner it isan essentia
prerequisite for al interpretive activities including
trandation. Steiner argues:

The hermeneutic motion, the act of eicitation and
appropriative transfer of meaning, is fourfold. There
isinitiativetrust, an investment of belief, underwritten
by previous experience but epistemol ogically exposed
and psychologically hazardous, in the meaningful ness,
in the ‘seriousness’ of facing or, strictly speaking,
adverse text...All understanding, and the
demonstrative statement of understanding which is
trandation, starts with an act of trust.®

It seems that in the first stage of hermeneutic
motionthetrandator putsfaithintheoriginal andinvests
her/hisbelief by considering it trandlatablein thetarget
language. Investing belief means having faith in the
original aswell ashaving thetrust that theliterary work
isworthtrandating. Walter Benjaminin hisessay “The
Task of the Trangdlator” (1927) seems to argue that
trandatability isreciprocity. Having trust or faithinthe
original can be described as ‘trandatability’ in Walter
Benjamin’s words. According to him specific
significance inherent in the original manifestsitself in
its tranglatability. For Steiner, it seems that every
moment of understanding is trandation. Therefore, it
becomes necessary for the trandator to have faith in
the origina since in the first attempt of reading the
text the trandator attempts to understand it.

In the case of the Marathi translation of
Shakespeare’s Macbeth as Manajeerao, the
translator Shivram Mahadev Paranjape trusted the
original play or invested his belief in the play and
because of this he could trandate the play. In case of
Manajeerao, the translator found Shakespeare's
Macbeth worth trandatable in Marathi. For example,
the trandator trusts the source language text and uses
the entry of the three witches to emphasize the
colloquial existence of the target culture. In the
introduction to the play thetrand ator liststhe elements
from Macbeth which were trandatable and elements
whichwereuntrandatable. The elementsthetransator
found trandatable in the target culture were the title
of the play, the names of the characters and places,
the entry of three witches, the Porter scene etc. but
found some aspects untranslatable since the original
play consists of the historical incident from the history
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of Scotland. So, it becomes unavoidable for the
trangd ator to refer to eight kings, two crowns and three
Scepters. So, he has kept those elements as it is and
these elements become incomprehensive to the
Marathi audience. The title of the play Manajeerao
isaMarathi culture specific name aswell asthe names
of the characters like Daryabai (Lady Macbeth),
Damajee (King Duncan), Ranojee (Banquo) etc. and
the places like Parshupur, Indrapur etc are also
culture specific.

Since the story of Macbeth has been taken from
the history of Scotland, there are references to the
historical incidents that had taken place in Scotland.
Thetrandator found some elements untrand atableinto
Marathi. One of them is the reference to the eight
kings of Scotland, two crowns and three scepters in
Act IV, Scenel. According to thetrand ator the Marathi
audience does not know the English language and the
story of Macbeth. For them Manajeeraoistheoriginal
Marathi play. So, they will have doubts that what is
the significance of showing eight kings, two crowns
and three scepters. The eight kings refer to the row of
kings of Scotland starting from Robert the second,
Robert the third, James I, James I, James |11, James
IV, James V and James the sixth. James the sixth
becamethe King of England, Scotland and Ireland and
James | of England. The trandator kept the reference
tothehistory of England evenif heknew itsirrelevance
to the plot of Manajeerao and to the comprehension
of the Marathi audience and he acknowledges in the
trandator’snotethat it wasimpossiblefor himto avoid
those references.

The second fold is ‘aggression’. Steiner usesthe
metaphor of war. The trandator goes abroad, enters
into the source language text, invadesthetext, extracts
and bringsit home. In other words she/heintentionally
attacks the source text for the sake of taking away
the meaning and bringing it to thetarget language. This
stage, according to Steiner is ‘incursive’ and
‘extractive’. It seems that by incursive and extractive
Steiner means going across a border and taking out
whatever is trandatable into a target culture. Steiner
argues.

After trust comes aggression. The second move
of the tranglator is incursive and extractive... The
trandator invades, extracts, and bringshome. Thesimile
isthat of the open-cast mine left an empty scar in the
landscape. Asweshall see, thisdespoliationisillusory
or isamark of false trandation.®

The second stage of the hermeneutic motion is
aggression. This stage is violent in nature. Steiner
argues that understanding, recognition and
interpretation are unavoidable modes of attack. In this
trandation, Manajeerao, the trandator, in the process
of reading, understanding, interpreting and trand ating
the text attacked the text. The metaphor of war used
by Steiner is relevant here. While translating
Manajeerao, the translator, invaded the text and
brought meanings as well as aform of Shakespearean
tragedy into trand ation, assimilated and transformed it
into Marathi language. The characteristics of
Shakespearean Tragedy like five acts play, mingling
tragedy and comedy in the same play, a comic relief,
conflict, use of supernatural elements, poetic justice
etc.weretrandated and introduced into Marathi through
thistrandation.

In the introduction to the play the trandator says
that while tranglating Macbeth into Marathi he has to
make changes according the customs and the norms
of Marathi culture. Firstly, there are three entries of
witches in the play. They first enter in Act I, Scene |
and Scene Ill and in Act IV, Scene |. Shakespeare
borrowed the concept of witches and witchcraft from
Holinshed's Chronicle. However, it was not only
popular at that time but aso in Shakespeare's time.
Many books were being written on the subject of
Witchcraft. The old and ugly looking women used to
perform witchcraft in England. People used to believe
that with the help of their skills witches could harm
anybody. So, laws were made to prevent witchcraft.
According to the laws many witches were burnt alive
whenthey found guilty. Shakespeare hasused colloquia
language in their dialogues. Thus, it was impossible
for the trandator to trandate them asit isin Marathi.
So, he replaced the English colloquial words with the
Marathi colloquia wordsused by exorcists performing
witchcraft in Maharashatra. For example, in the play
Macbeth, Shakespeare uses the following colloquial
language:

Act |, Scenel: line 10-12

All: Paddock calls anon!

Fairisfoul, and foul isfair,

Hover through the fog and filthy air.”

The trandlator trandlates it in Manajeerao as:

Sarv: Jau ya sarya jani ata jau yal!! !!'Dhru!!
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Baryache vait vaitache bare taku kshnamadhe
karuniya!!

Kharyache khote khotyache khare karuni dakhavu
firuniya!! !Jaul!

Havet pohu panyavar chalu jaminit jau budi
maruniya!!

Bhavishya sangu kutryache radne pakharanche
bolne aikuniya!!Jau!!®

Thus, it can be said that the trandator invaded
the source text, extracted the meanings from the
dialogues of the witches and transformed them into
the target culture.

Thethird foldisincorporative, inthe strong sense
of the word. By incorporative Steiner means that the
trandator triesto (bring the sense of theoriginal) restore
through the dial ectic of embodiment wheretwo entities
come together and form a new single entity. Here
trand ation becomes traffic where exchange of idesas,
of words, of languages, of culture takes place. For
example, in case of Homeric and Miltonic epic, the
genreof epicistrandated. In other words Steiner seems
to argue that target language can and should be
influenced by the foreign language, whatever the
degree of ‘naturalization’, the act of importation can
potentially dislocate or relocate the native structure in
asense that domestication or naturalization dislocates
as well as relocates the structure of a native or target
language. It seems that tumulus effect of trandation,
when used by a translator, can infuse the target
language with richness embodied with foreign flavor.
Asheputsit:

Thethird movement isincorporative, inthe strong
senseof theword. Theimport, of meaning and of form,
the embodiment, isnot madein or into avacuum. The
native semantic field is already extant and crowded.
There are innumerable shadings of assimilation and
placement of the newly-acquired, ranging from a
complete domestication, an at-homeness at the core
kind.°

In acertain sense, the trandator transformed the
text by attacking it. Thethird stage isincorporativein
whichtheimportationfailsif thetarget languageisnot
mature enough. But in the case of this trandation the
process of translation has enriched the Marathi
language. In this stage the exchange of ideas takes
place. The metaphor of traffic is significant here. In
the case of Manajeerao, the translator has tried to

domesticate the source language text by using the
colloguial language of native witchcraft aswell asin
the Porter scene criticized the British government’s
policy at the time of Plague in Maharashtra.

InAct 1V, Scene | where different ghosts appear
to show Macbeth's future, the translator has used
Marathi culture specific spell of ghosts. For example,
the first witch says:

Act 1V, Scene |- lines 64-67

First Witch: Pour in sow’s blood, that hath eaten
Her nine farrow; grease that's sweaten

From the murderer’s gibbet throw

Into the flame.

The trandator trandates it as:

Pahili Chetaki: Thik ahe. Tar mag ata hya
kadhait dukrache rakta ootun tumhi dhvalayla
laga. Me mantra mhanun bhutanna haka marte.
—— chala ya re sarya bhutanno! Hululululululu!
Jakhani, hadali, khavis, munje, chede, peer,
bramhasambanddh, chala sare! Chalav chalav.
Veer Hanumanki aan, veer lachaman gorakhnathki
aan, veer vetalki aan, chalav chalav! Guruki
sagat, hamari bhagat, sphuro mantar, ishwari
vacha, sachha guruka mantar sacha, chalav
chalav!*

Shakespeare introduces comic relief in Macbeth
in Act Il, Scene Ill, immediately after Macbeth
murders King Duncan which is famous by the name
of Porter scene. Comic relief is the introduction of
comic characters, speeches, or scenes in a serious or
tragic work especially a drama. Such elements were
amost universal in Elizabethan tragedy. Sometimes
they occur merely as episodes or dialogues or
horseplay for purposesof alleviating tension and adding
variety. Inmore carefully wrought plays, however, they
areintegrated with the plot, in away that counterpoints
and enhances the serious or tragic significance.
Examples of such complex uses of comic elements
arethe gravediggersin Hamlet (V, i), the scene of the
drunken porter after the murder of theking in Macheth
(11, ii1).10 In this scene the porter of Macbheth’s castle,
drunk from thelast night’s cel ebrations, complainsthat
his job is worse than that of the porter of hell. In a
private game with the audience, he engagesin apiece
of stand-up comedy in which he imagines himself as
the stressed servant, opening and closing the gate on
the damned. For example, Porter in Macbeth says:
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Porter: Here's aknocking indeed! If a man were
porter of hell-gate, he should have old turning the key.
(Knock) Knock, knock, knock. Who'sthere, i’ the name
of Beelzebub? Here's a farmer that hanged himself
on th’expectation of plenty. Come in time! Have
napkins enough about you; here you'll sweat for't.
(Knock) Knock, knock, knock. Who'sthere, inth’ other
devil’s name? Faith, here’s an equivocator that could
swear in both the scales against either scale, who
committed treason enough for God's sake, yet could
not equivocate to heaven...??

The trandator trandates it as:

Devadeevala: Ichi bhan, kay tari taras hai
yo. Aaplysani naga buva hee narkatalya
devdivalyachi chakari. Hith ratichebi baga hye
haramkhor papi lok narkamandi padnyapai
yeunsheni mala zop lagu deinat. Ata kay karav
yasni? Ha! Ha! He yugat lai bes suchliya! Raticha
kunabi narkamandi padayasani yeu naye asa
hokum aaplya dhani sabakadunsheni me kadhvato.
—— par ichi bhan te papi lok lai dovad astyati.
Tye aamchya yamajipantacha hokum aiktyal ki
nhahi kunas thav? —— aaa! Are ichi bhan!
Mrutyulokamandi kuni hukum kela ki raticha kuni
marubi naka ki kuni mela tar jalubi naka, tar hye
lavadiche papi lok nimutpane aiktyati ana aamchya
dhanyacha aiknar nhait vhay?...:*

Thetrandator instead of trandating the dialogue
asitisused theironical statementsto comment on the
British government’s policy regarding plague in the
year 1898. Thus, it seems that the translator
domesticated the text by using culture specific issues
and incidents.

The fourth fold is restitution. The hermeneutic
act must give back to the source text as much asit has
taken. Thisisareciprocal act in which the balance is
restored. As an act of trandation is an act of double
entry; the trandlator should try to achieve abalance by
trying to be as faithful as ghe can and take freedom
asmuch as possible. Being faithful with the original is
to fill the gaps or lapses present in the original text.
The translator adds certain words, sentences and
expressions of his own. This addition made by the
trandator isthefourth stage of the hermeneutic mation,
restitution. It is a reciproca relationship where the
trangdlator pays debts of the original by giving back or
including an interpretive input. The last part of
hermeneutic act, restitution, isimportant for Steiner as

it makes previous models dangerously incomplete.
Restitution restoresthe balance disrupted by intrusion.
The need of restoring balanceisto consider trandation
as a two-way interaction between the trandator and
the original text. As Steiner further argues:

Thisisanother way of saying that the hermeneutic
motion is dangerously incomplete, that it is dangerous
because it isincomplete, if it lacksitsfourth stage, the
piston-stroke, as it were, which completes the cycle.
The a-prioristic movement of trust puts us off balance.
We'leantowards' the confronting text (every trandator
has experienced this palpable bending towards and
launching at his target). We encircle and invade
cognitively. We come home laden, thus again off-
balance, having caused disequilibrium throughout the
system by taking away from ‘the other’ and by adding,
though possible with ambiguous consequences, to our
own. The system is now off-tilt. The hermeneutic act
must compensate. If itisto beauthentic, it must mediate
into exchange and restored parity.

Inthe scheme of the play Shakespeare might have
left some actions of the characters unexplained or the
reader finds it difficult to find the logic behind the
character’sactions. Onehasto find out if thetrand ator
hasfound such actions and has given them logicin the
trandation. This can be called as giving back to the
original, the interpretation of the unobvious actions/
elementsin the original and their representation in the
trandation.

The trandator, in this translation, restored the
balance by filling the gaps left in the original. For
example, inAct 11, Scene |1, Macbeth says:

Macbeth: One cried “God bless us!” and “Amen!”
the other,

As they had seen me with these hangman’s hands.
List'ning their fear, | could not say “Amen”
When did they say “God bless us!”

Thetrandator hasfilled the gap here by describing
this dialogue as Macbeth’s dream since he suddenly
starts expressing his fear to Lady Macbeth. He
trandates it as:

Manajeerao: Swapnat tyanni mala hya
hatanni khoon kartana pahile. Mhanun tyateel
ekane Devache smaran karun mhantale
“ Du:swapna vilaya neetva shobhna kuru keshav,”
te aikun dusryanehi “tathastu” ase mhatle.
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Mhanun mazyahi amanatun Devapashi “tathastu”
mhanun parathna karaychi hoti. Pan mazyane ti
karvena.®

Steiner’stheory of trand ation assumescredibility
of the work to be translated. He discerned the
incorporative nature of trandation and the notion of
reciprocity in order to restore balance. Thus, it can be
said that the act of trandation first becomes the act of
reading then the act of understanding and at the end
the act of interpretation. This model of trandation as
aninterpretationinvolvesvariousfactorsrelated to the
text and thetrandator’ sown tradition because of which
he could put his as well as the author’s intended
interpretation to prevent the readers from unnecessary
hard work of understanding thetext. The understanding
of the text includes his ‘self-understanding’ of the
trandator aswell. It iswell-known that every reading
of atext postpones the meaning of the text and differs
fromthe previousreading, Similarly, every trandation
and interpretation of a text differ from the earlier
trandation and interpretation. In every act of reading,
understanding, interpreting and trandating, the text
comes into a dia ogue with the reader, interpreter and
trandlator. All these three acts are inseparable from
each other.
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Shakespeare goes to the Movies. A Comparative Analysis of Shakespeare's
Macbeth and Akira Kurosawa'sfilm Throne of Blood

Mrs. Michelle Philip
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Abstract : Adaptation of canonical literary works offered respectability to film as aform. Over a hundred years
after thefirst filmswere made, seriousfilm studies have overtaken literary criticism. Thisresearch isan attempt to
show how film adaptations are not merely transformation from stage to screen but trandliterations across spatio-
temporal and cultural elements aswell. Adaptations of Shakespeare's plays were considered atravesty; however,
we shall see through this research paper how Shakespeare's plays readily lend itself to film adaptations and how
a good director can transform a good play into a great movie ensuring the relevance of the bard four hundred

years after he wrote.

Key Words— Film Adaptation, Trandliteration, spatio-temporal/cultural adaptations.

Adaptation of classical literary texts to screen
awarded respectability to the form, and although the
struggle between the oppositeideol ogies of materiaism
and idealism will continue, film has carved for itself a
place in academia in recent years. Film is a visual
medium and thelanguage of cinemahasavisual poetry
which engages and initiates the spectator to ways of
seeing and hearing.

When Shakespeare goesto the moviestwo mighty
entities meet. Shakespearean cinema is a subgenre of
narrativefilm that is at the centre of an ongoing debate
which insists that an adaptation can never be a
substitute for the richness of reading, discussing and
meditating upon the text. Shakespeare on film is an
industry in itself. In * Shakespeare on Film’, Roger
Marvell saysthat film should transmute Shakespeare's
‘poetic dramatic atmosphere into visual terms — not
merely reproducing the acting with appropriate sections
of dialogue, but carefully replacing Shakespeare's
poetic imagery with imagery re-conceived visually.’
Theatre has the ability to include extremes of dialogic
and visual show. Film has less option of including
dialogue sinceit isprimarily avisual medium.

Although Shakespeare’s plays tend towards the
dialogic they succeed in retaining a high potential for
visual elements. Physical setting isnot fundamental to
the structure of drama, the stage offering itself is a
creative and interpretative space for the director to
fill. The paucity of stage properties on Shakespeare's
stage is a physical limitation which the playwright
overcomes with the use of language to form the
atmosphere and setting. Cinema on the other hand has
the ability to achieve what Shakespeare’ stheatre could
not, by the spectators’ insistence on visual experience

which critics see as the source of the problem in
adapting Shakespeare to screen. Filming Shakespeare
moves the emphasis away from the linguistic and
towards a more passive engagement with words and
screen. However, a mere visual reproduction of
Shakespeare's metaphors will only serve to limit the
directors understanding and impose this limit on the
audience's understanding as well.

Akira Kurosawa's Throne of Blood (1957)
recreates the effect of Shakespeare’s Macbeth,
instead of attempting to recreate the means by which
Shakespeare produces this effect, in a visual rather
than linguistic manner. Throne of Blood is a
consciously genera and filmic version successfully
avoiding the text-film contradictions. For example,
Kurosawa exploits the ironic nature of ghosts/witches
of the horror genre using the hag of Japanese folklore
to predict Washizu' sfuture. Asshesitsclad al inwhite,
spinning the web of Washizu's fate, in a quiet, calm
clearing and contrasted against the confused horror of
the dark forest, Kurosawa keeps her presence
ambivalent. She disappears asthe camerapanstowards
her tent. The emphasisfor evil in the play is shifted to
Asgji San who is the cruel motivator for Washizu's
actions.

Kurosawa may not possess the articulation of
Shakespeare but he achieves visually what
Shakespeare achieveslinguisticaly in the pre-fashioned
nature of mise en scénetaking predominance over both
action and dialogue. Horses, fog, forests, birds, rats
run wild as nature threatens. Kurosawa's Macbeth
does not claim to be Shakespeare's Macbeth but offers
instead a personal interpretation of it.

Forced into trand ation by the barrier of language,
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Kurosawatransmutes Shakespeare’ sorigina Macbeth
while retaining the overall vision in order to make
Shakespeare available to a different target audience.
Kurosawa's work shows that there is far more
substance in Shakespeare’'s work than language.
Lacking access to the poetry of the original play,
Kurosawa succeeds in capturing the dramatic
dynamics of visual vitality of the play. The story of
Macbeth is easily recognizable even without the
subtitles by piecing together the imagery of
Shakespeare’s Scottish settings. Kurosawa's film
retains many of the scenesvery similar to their English
equivalents. For example, the scene of Lady Macbeth
trying to clean her hands, in this case Asgji struggling
to clean her hands. Another classic scene is that of
the Spider Web Forest approaching Washizu's castle
an exact replica of the Birnam Wood approaching
Macbeth’s castle, Dunsinane.

Kurosawa's Macbeth is completely Japanese in
aesthetic and character and is fully cinematic in its
language. Adhering strongly to the story of Macbeth,
the film relocates the action to a different time and
place; here ancient Japan, Sengoku Jidai, the age of a
country at war. He seeks to assimilate Shakespeare
into Japanese culture. Kumonosu-Djo doesthisthrough
Noh. Kurosawa s M acbeth isWashizu, asamurai. Both
protagonists are extremely brave but both are blinded
by ambition and allow themselves to be easily
manipulated by their wives. Macbeth is reluctant to
murder Duncan considering him to be agood king and
not wanting to lose the good reputation he enjoys.
Woashizu's murder of Suzuki, his Damiyo, on the other
hand would involve breaking the samurai codeand bring
shame and dishonour to family, clan and Damiyo.
Besides, a samurai did not fear death and to die in
battle whether victorious or vanquished would bring
respect to the Damiyo, Washizu had therefore sought
to conquer and discredit Suzuki instead.

The film begins with Washizu and Miki shown
riding wildly through the rain in pursuit of the Forest
Spirit. Tracking shots of the two characters riding
through the forest transports the spectator as part of
the action through the maze of branches of the forest
(cobweb forest) as we only catch fleeting glimpses of
the two horsemen between the trees. They realize that
they have been riding in circles similar to the way in
which a spider weaves its web and we are also
inextricably tied into the action along with the two
characters by the thread of fate. Kurosawa's tracking

camera forces the spectator to accompany them.
Washizu is shown as being entangled in atight web of
fate from which there is no escape, even though his
pursuit is a result of his personal choice. Kurosawa
dispenses with the three witches replacing them with
an old hag at her spinning wheel, a Noh equivalent of
the weird sisters, who spins the thread of ambition in
Washizu's mind that will eventually entrap him as a
spider traps a fly.

Asthe story unfolds, the interior shots of Castle
Mifunerevealslow ceilings, rigid geometry of rectilinear
interior design forcing Washizuto cover. Heisconfined
both by the environment as well as pressure from his
wife, forced to descend into the dark recesses of his
mind and castle. Eventually besieged by Kuniara's
soldiersbearing down on him, forcesand castle conjoin;
the castle is creating a sense of oppression and the
forest its metaphorical counterpart, standing for an
inscrutable natural order. Cavalry is seen crashing its
way towardsthe castle, Washizu is eventually pumped
with hundreds of arrowslike a human porcupine when
the forest approaches in an unforgettable death scene.
He stumbles along until an arrow comes out of
nowhere and pierces his throat and ends hislife. This
scene makes an impression onthememory asindelible
as Shakespeare's lines.

The character of Lady Macbeth played by Isuzu
Yamada is endowed with a stillness that cracks into
physical action when sheis sure of herself or in utter
desperation. Lady Macbeth is portrayed in the
beginning of the play as dominant, strong and cruel
especialy as she speaks the works, ‘ Come, you spirit,
that tend on mortal thoughts, unsex me here. And fill
me from the crown to the toe top full of direst and
cruelty.” She shows the first sign of weakness when
she failed to murder Duncan because of his
resemblance to her father. Asgji San on the contrary
isdefinitely feminine especialy by her bring represented
as a Noh dancer. Unlike Lady Macbeth, she cannot
resort to words since Noh theatre has little dialogue
with the focus being predominantly on actions. Lady
M acbeth challenges Macheth’smasculinity while Lady
Asgji recruits it reminding Washizu of her preghancy
and his need for an heir. She could not play on
Washizu's ambition because to kill a Damiyo would
involve breaking the samurai code. Instead she
mani pulates Washizu by saying that Miki would have
already told Suzuki about the hag's prophecy and that
Suzuki would therefore see Washizu as a potential
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threat and would attempt to murder him. Both Lady
Macbeth and Asgji San break down due to guilt of the
murder, both hallucinate that the blood of Duncan/
Suzuki is il on their hands unable to be washed off
by all the ‘ perfumes of Arabia.’

Shakespeare's end to Macbeth provides a sense
of closure; chaos is banished and order is restored as
Malcom returns and is crowned king. Macbeth is
beheaded by Macduff but in Shakespeare's time this
action was too violent to have been shown on stage
and his death would have been reported instead.
Kurosawa ends with the gripping image of Washizu
asthe human porcupine stumbling along and eventua ly
being killed by astray arrow in ascene which captures
both the poetry as well as the force of the action.

The film displays extremely powerful imagery
which sets the moody tone for the film. Kurosawa
makes free use of vivid colour and skilful filming of
spectacle to give the viewer a psychological appeal
that transcends geography and culture. Although none
of Shakespeare's dialogues remain, words have been
successfully replaced by imagery, whichisat oncevivid
for the viewer and functional for conveying the
information the Bard had expressed in words

Ge-Koku-jo is how Kurosawa typed the story
i.e. ataeof palitically motivated murder during Japan’s
civil warsthat isinformed and enriched by parallelsto
Macbeth. Kurosawa instructed his actors to perform
as in Noh theatre which would explain the rigid
expressionsin their faces resembling full-face masks.
Thefilm doesnot work asapsychological dramasince
Kurosawa's approach intentionally forces us to focus
on the surface of the people, objects, and even events.
Thefilmisan entity all to itself.

The famed stage and screen director and actor
Orson Welles says ‘ Shakespeare would have made a
great movie writer.” Since movie screen play writers

rarely get asmuch credit asthe directors, contradictory
to Welles' view | insist that had Shakespeare lived
today he would have made movies instead of writing
scripts. Recent academia quietens traditionalists by
recognizing that Shakespeare himself was often
politicaly incorrect; hisplaysinvolved gay-bashing gags
because he was a firm believer in the institution of
marriage. The Bard himsdlf built hisplayson borrowed
sources and modified form and style with impunity,
why then should we object to him being translate,
transformed, transmuted into the language of cinema?
‘Nothing is either good or bad thinking makes it
so’ (Macbeth).
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Bartholomew, Gender Rolesand Desire
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Abstract: In The Taming of the Shrew, William Shakespeare uses the play within a play as a narrative structure.
The central play is actually one that a noble stages in order to prank a drunk beggar called Christopher Sly. Asa
part of this prank, the Lord aso gets his young male servant, Bartholomew, to dress as a woman and act as
Christopher Sly’swife. Despite being an extremely minor one, there are several ways Bartholomew’s character in
the play can be understood. This paper attempts to bring out the connotations that Bartholomew’s cross-dressing
hasfrom agendered perspective aswell asat thelevel of desire. The paper firstly looks at how cross-dressing was
a frequently used technique in Shakespearean times and how Bartholomew can be read as a part of the same
tradition, before looking at Shakespeare's critique of gender roles through Bartholomew. The latter part of the
paper discusses how Bartholomew's character blends into a tradition of arousing desire in the audience before
finally looking at how the cross-dressing can offer us insights into the desires of the characters in the play.

Keywords: Cross-dressing, desire, gender.

In the Shakespearean Age, it was quite common
for aman to cross-dress as awoman while performing
on the stage. Despite being an extremely common
phenomenon, the cross-dressing during the Elizabethan
age hasfascinated critics. Thiscan be chiefly attributed
to the severa implications that cross-dressing in an
age where gender roles were extremely rigid comes
with. In The Taming of the Shrew, William
Shakespeare uses the play within a play as anarrative
structure. The central play is actually one that anoble
stages in order to prank a drunk beggar called
Christopher Sly. Asa part of this prank, the Lord also
gets his young male servant, Bartholomew the Page,
to dress asawoman and act as Christopher Sly’swife.
Despite being an extremely minor one, there are
several ways Bartholomew’s character in the play can
be understood. This paper attempts to bring out the
connotations that Bartholomew’s cross-dressing has
from a gendered perspective as well as at the level of
desire. The paper firstly looks at how cross-dressing
was a frequently used technique in Shakespearean
times and how Bartholomew can be read as a part of
the same tradition, before looking at Shakespeare's
critique of gender roles through Bartholomew. The
latter part of the paper discusses how Bartholomew’s
character blends into atradition of arousing desirein
the audience before finally looking at how the cross-
dressing can offer us insights into the desires of the
characters in the play.

Phyllis Rackin in “ Shakespeare's Crossdressing
Comedies’ points out that it wasn't very common for
women to act in plays during the Elizabethan Age, the
reasons for which are highly debated (114-115). This
led to ahuge number of male actorsdressing asfemale

characters which eventually became quite common.
In The Taming of the Shrew, as like in many other
Shakespearean plays, al the women characters were
traditionally played by men during stage performances.
It must be pointed out that:

This play, more than other Shakespearean
comedies, deliberately calls attention to the
destabilizing fact that it isboy actors playing the
roles of al the women in the play, including
Rosalind. Thereisapermanent gap on the stage
between theincipiently masculineidentity of the
boy actorsand their appropriation of the*“grace,
voice, gait, and action of a gentlewoman” to
borrow a definition of the actor’s task from the
job assigned the Page in the Induction to The
Taming of the Shrew (Howard 435).

This statement by Jean E. Howard clearly brings
out the fact that male actors playing female roles on
the Shakespearean stage were clearly identifiable to
the audience. Considering this statement when
ng how Shakespeare makes Bartholomew pull
off therole of awoman convincingly inthe play, makes
it inadequate to dismiss Bartholomew’s cross-dressing
as a mere reference to the male cross-dressing
tradition of Shakespeare's times.

Bartholomew’s cross-dressing can also be
understood as a critique of the traditional role the
Elizabethan patriarchy expected a wife to play in a
marriage. One could argue that in making a male
character play awife so convincingly as Bartholomew
does, Shakespeare scornfully suggests that men can
also perform the traditional patriarchal role of a‘good
wifée', hence bringing out how the assigned gender roles
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are essentially performative. This senseis heightened
by the fact that the central plot of the play revolves
around taming the shrew” Katherine, in order to mould
her into adutiful wife. While speaking of thedrag asa
gender role, Annamrie Jagose points out that:

...it offers an effective cultural model for
deconstructing those commonly held assumptionsthat
privilege certain genders and sexualities by attributing
‘naturalness’ and ‘origindity’ to them. (Jagose 86)

Asan extension to thisidea, one can say that just
like drag, what cross-dressing doesisthat it points out
theflawsinthe perceived ‘ natural’ hierarchy of gender
by pointing out that gender is essentially performative.
Michael Shapirorightly pointsout that:

As in festal situations, male cross-dressing
presented within playsis confined to specific situations
limited in duration. Barthol’ mew in The Taming of the
Shrew takes a woman’s part for the sake of a
saturnalian joke... (37)

What this statement clearly brings out is that
cross-dressing, in the plays of the Shakespearean Age,
was extremely situation-specific. Thisonly goesonto
highlight the fact that gender is extremely fluid and
can be performed when and where required. The same
can be said of Bartholomew’s cross-dressing. Almost
at the drop of ahat, Bartholomew pulls off the role of
awife extremely convincingly. This could possibly be
seen as Shakespeare’ sway of critiquing the traditional
notions of gender.

Hence, one can say that through Bartholomew,
Shakespeare not only critiques the role women are
expected to play in a marriage, but also the gendered
structure that privileges men by account of their being
the ‘naturally superior’ gender. Bartholomew also
becomes Shakespeare's vehicle in the play to bring
out the fluid and performative nature of gender. When
looking at the Lord’s possible matives behind getting
Bartholomew to cross-dress, one could look at it as a
metonymic extension to the fascination that the cross-
dressers on stage held for the audience:

The cross-dressed figure was an object of visual
fascination for Elizabethan audiencesin precisely the
way youthful and virginal figures were. A figure
inevitably caught in between two categories, the cross-
dresser is in a state of constant transformation. This
transformative naturelent itself easily (and delightfully)
to performance. The crossdresser on stage becomes

aspectacledueto the open possibility of transformation
in either direction by maintaining an in-between
doubleness, astate of being that could potentialy (but
not yet) resolveinto masculine or feminine. (Gorman 10)

Drawing from these observations that Sara E.
Gorman makes, one could argue that the Lord's
insistence on getting Bartholomew to cross-dress is
merely a matter of fascination, making it a reference
to the audience’s fascination with cross-dressed
performers.

After having pointed out how Bartholomew's
escapade blendsinto thetradition of Elizabethan cross-
dressing, it is also worthwhile to take alook at how it
moves away from the tradition. Speaking of what
implications cross-dressing had for the performers,
Michael Shapiro notes that “such occasions may also
have permitted the expression of otherwise
impermissible homoeraotic impulses’ (30). Thelack of
any such homoerotic impul ses, as Shapiro talks about,
in Bartholomew’s case are clear in his astutergjection
of Christopher Sly’s sexual advances:

Sy: ' Tis much.—Servants, leave me and her alone.
Madam, undress you and come now to bed.

Page: Thrice noble lord, let me entreat of you

To pardon me yet for anight or two,

Or if not so, until the sun be set. (Shakespeare
Introduction.ii.112-116)

Bartholomew's cross-dressing in the play, thus,
doesn’'t adhere to Shapiro’s reading. In trying to read
Bartholomew’s character with referenceto thetradition
of cross-dressing, one must keep in mind that usualy,
the actors on the Elizabethan stage cross-dressed
voluntarily. The same cannot be said of Bartholomew.
Bartholomew, to start with, doesn’t cross-dress
voluntarily unlike theinstances Shapiro speaksof. The
importance then, of making thiscomparison isto point
out that Bartholomew cross-dresses only because his
employer, the Lord, leaves him with no other choice:

Lord: Sirrah, go you to Barthol’ mew, my page,
And see him dressed in al suits like alady.

That done, conduct him to the drunkard’s chamber
And call him “madam,” do him obeisance.

Tell him from me, ashewill win my love,

He bear himself with honorable action,

Such as he hath observed in noble ladies
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Unto their lords, by them accomplishéd. (Shakespeare
Introduction.i.101-108)

Bartholomew is enmeshed in a complex,
hierarchal class structure where he is constantly
subjugated by the Lord, whoishisemployer. Itishence
essential to point out that his cross-dressing escapade
isn't detached from this social structure, which gives
the Lord the power to exercise control over
Bartholomew's body. Bartholomew’s cross-dressing,
therefore, is not a projection of his own, but of the
Lord's desires.

Robert L. A. Clark and Claire Spondler, in“ Queer
Play: The Cultural Work of Crossdressingin Medieval
Drama’, speak about how Lisa Jardine rejects that
cross-dressing on the Elizabethan stage was aventure
to protect feminist interests (321). They further
elucidate how Jardine critiques the practice for being
extremely male-centred and its primary purpose being
to arouse homoerotic passion within its male viewers.
Tracey Sedinger, in “”If Sight and Shape be True’:
The Epistemology of Crossdressing on the London
Stage”, points out how Sue-Ellen Case, building on
Jardine’s ideas, dismisses cross-dressing as being
merely a means to exclude women from the
Elizabethan stage (66). She goes on to show how
severd criticsincluding Michael Jamieson and Stephen
Orgel saw the cross-dressing on Shakespeare's stage
asproblematic. Speaking about the several homophaobic
interpretations of the practice of cross-dressing that
had been made, Sedinger points out how the fact that
cross-dressing aroused some sort of homoerotic desire
is undeniable. Playing with this notion, Sedinger goes
on to speak of how the boy playing the role of the
cross-dresser, moves the spectators homoerotic desire
beyond the dichotomy of having and being, resultantly
disrupting the notion of sexuality asarising from object
choice (Sedinger 66-67). Keeping this idea that
Sedinger puts forward in mind, one can say that in
getting Bartholomew the Page to dress up as
Christopher Sly’s wife, what the Lord does isn't as
simpleasit looks. Whilethe Lord explicitly statesthat
he wants Bartholomew to dress up as Sly’s wife so
that the prank can be played successfully, one can argue
that he is actually just acting out his desire to see
Bartholomew cross-dressed which has moved beyond
the dichotomy of having and being. This can be seen
in how the Lord is aready fantasizing about seeing
Bartholomew dressed as a woman even before he
actually has:

I know the boy will well usurp the grace,
Voice, gait, and action of a gentlewoman.

I long to hear him call the drunkard “husband” ...
(Shakespeare Introduction.i.127-129)

Sedinger goeson to say that the spectator’sdesire
for the cross-dresser isn’t necessarily homoerotic, but
might be what she calls “sodomitical” as well (69).
Sedinger argues that the spectator’s desire for the
cross-dresser does not arise from the fact that it isa
boy that is beneath the woman'’s clothing, but rather
as a result of the uneasy juxtaposition of the two
“levels’, the apparent and the real (69). Hence, she
says“sodomitical” desirelies® moreinthesplit between
knowledge and visibility thanintheir correspondence-
and it is this disjunction, rather than the sex of the
desired object that generates a desire...” (Sedinger
69). Anindication tothe Lord sdesire of Bartholomew
being sodomitical could be seen in the following
exchange:

Sy: I know it well—What must | call her?
Lord : “Madam.”
Sy: “Alice Madam,” or “Joan Madam”?

Lord: “Madam,” and nothing else. Solordscall ladies.
(Shakespeare Introduction.ii.104-107)

IntheLord srefusal to give Bartholomew aname,
one can argue that he is playing out his sodomitical
desire and relishing the uncertainty of not only
Bartholomew’s identity as Sly’s wife, but also that of
his gender identity.

It isinteresting to look at what implications this
cross-dressing escapade could possibly have on one's
reading of Bartholomew. It has previously been said
that, “[a] woman's garment being put on a man doth
vehemently touch and move him with the remembrance
and imagination of awoman” (Rainoldsgtd. in Cressy
443). David Cressy further talks at length of how
Rainolds argues that men who cross-dressed felt
extremely sexually aroused for the want of a woman
because of this*remembrance and imagination”. One
could hence contend that the cross-dressing might have
had the same effect on Bartholomew, arousing within
him the intense desire to be with a woman. The play,
however, does not provide any indication of it. Asan
extension to this strand of thought, one could also say
that this effect was exactly what the Lord desired in
getting Bartholomew to dress as a woman. Speaking
of the Elizabethean audience’s fascination with the
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gender fluidity of cross-dressers, SaraE. Gorman says
that:

This state of being is not uniquely about gender
but finds its parallel in other theatrical fascinations of
transformative performability, including thevirginwho
exists as a being in transition, and the boy, who is
potentially to become a man.[emphasis added]
(Gorman 10)

Inlight of this observation made by Gorman, one
could argue that the Lord tries to facilitate for
Bartholomew, the transition from a ‘boy’ to a ‘man’
by arousing ‘ manly’ desireswithin him.

Asfar asthe homoerotic desire that isaroused in
Christopher Sly when he sees Bartholomew dressed
as hiswife is concerned, Leigh Bullion's explanation
proveshelpful inproviding aninsight. While discussing
Trevor Nunn's Twelfth Night, Bullion speaks at length
of the homoerotic desire that Viola arouses in Orsino
when she cross-dresses as Cesario. Bullion proposes
that “her cross-dressing, not her desires, leads to
homoerotic situations, suggesting that the strict
heteronormativity of society is afarce” (Bullion 35).
Thisargument could very well be contextualized when
it comes to the desire that Bartholomew arouses in
Christopher Sly. Sly’s desire comes from the fact that
hethinks Bartholomew isactually hiswife, completely
unaware of the fact that it is actualy a male in the
guise of a woman. It is the cross-dressing which
indirectly leadsto the desire, not an actual homoerotic
desireon Sly’spart. Hence, thedesireisnot homoerotic
in the sense that Christopher Sly sexually desires a
man, but that the woman he thinks he desires is
essentially a man. Just like in the case of Viola, this
can be seen as Shakespeare's way of critiquing the
strict heteronormativity of the society by bringing out
its farcical nature.

Hence, despite being an extremely minor element
of the play, Bartholomew’s cross-dressing offers
extremely interesting insights when it comes to the
desires of certain characters in the play.

Inlight of the ideas and instances discussed, one
can say that in William Shakespeare's The Taming of
the Shrew, Bartholomew the Page's cross-dressing
though apparently a minor part of the play’s plot, is
filled to the brim with implications. Bartholomew the
Page’s cross-dressing serves not merely as a critique
of traditional gender roles and hierarchies, but also

provides an insight into the various forms of desire
that are at play.
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“Nothing Can Come of Nothing: Speak Again”: An Existentialist
Reading of Shakespeare's King Lear
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Abstract: Shakespeare' s King Lear isaphenomenal instance of the tragedy that can befall on human beings due
totheir in ability to discern the true meaning of self and grapple with complex human tendencies. M eaninglessness
of life, fragmentary existence and exacerbating effect of loss are some of the problematic areas which can be
analyzed within the rubric of existentiaist discourse. This paper attempts to explore these different facets of
human predicament by interrogating Shakespeare's response to the contentious issue of human expectations and
subsequent interactions. The forlorn state of the characters and the ensuing alienation can be addressed by
delving into the deeper aspect of self as viewed by the existentialists. | argue that Shakespeare has projected
Lear’'sgradua descent into madness to address some crucial questions of life and consciousness. This paper will
thusinvestigate Shakespeare'srolein delineating characterslike Lear, Gloucester, Cordeliaand the fool to engage
with some of the existentialist questions of life and to reassess the quandary of human condition.

Key words: Slf, tragedy, existentialism, alienation, consciousness, human condition.

William Shakespeare has achieved unprecedented
fame as the gamut of his oeuvre has the inimitable
feature of exhuming the nuances of life. Histragedies
aredigtinctivefor their unique exploration of existence
and serve aspowerful deliberationson varied emotions.
Andy Mousley says great writers are ‘great’ on
account of their eloquent encapsulation of durable
truths (1). One of these truths centres on the question
of existence. The question of existence and the human
conditionisdeftly analysed and comesunder therubric
of existentialist discussion in the play King Lear.

Karl Jaspers asserts “Human life understands
itsdf intermsof its potentialitiesand perils, itsgreatness
and nothingness, its human and diabolical strains, its
nobleness and meanness, its sheer joy at being aive
and its bewildered terror at failure and destruction, its
love, dedication, and openness of heart, and then again
its hatred, narrowness and blindness.(642 ).

The manner in which we view our self, the way
welook at the complex interplay of life and death, the
gulf between the real self and what we project in front
of the society, the emotions of fear, anguish and
confusion areintrinsic to thisdiscussion. Shakespearean
tragedies neatly carve the intricacies of human
relationships and are tied up with the questions of life
and death. Theinteraction of feelings and actions are
bound within this discourse to reflect on human life.

Charlotte Keys in her thesis Shakespeare's
Existentialism says “ Shakespeare and existentialists
shareaspecial philosophical kinship: both arefascinated

by how human beings live in the world, how they
experiencethemselves, and how they interact with and
respond to other people. Shakespeare's plays — and
histragediesin particular —arefull of existentialy painful
and intense moments”.

The characters in Shakespeare's plays grapple
with the question of nothingness, the fragmentary
existence, freedom, choice and | oss. Shakespeare dealt
with theseissuesbeforethe existentialist theory gained
afull floweringinthe philosophical and literary theories
of the twentieth century. This paper isthus, an attempt
to identify and unearth the existentialist discourse in
King Lear.

Existentialismisconcerned with the quest to find
one’s self. Steven Crowell in The Cambridge
Companion to Existentialism says “Existentialism
refersto a particular philosophical attitude or mode of
philosophicd inquiry-an attitude or mood thet, in general
terms, thematizes the problematic character of human
existence in a world in which there is no pre-given
source of meaning or significance” (293).

In the introduction to Search for a Method,
Sartre declares: ‘It is in the nature of an intellectual
guest to be undefined. To name it and define it is to
wrap it up and tie the knot. What is left? A finished,
already outdated mode of culture, something like a
brand of soap, in other words, an idea.’ (12).

Thiscan betied up with theideathat human beings
constantly interrogate the possibilities of existing. As
Kierkegaard's most significant contribution to
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existentialism was his observation that human beings
are deeply invested in the experience of existing. For
Kierkegaard and the mgjor existentialist thinkers who
followed him, philosophical investigations begin with
the basic premisethat individual sare actively engaged
in the processes that shape and constitute their
existence. (Keys 13).

The play King Lear deals with some conflicting
emotions and the existentialist angst experienced by
Lear is reflected through these complex dynamics
which engage with the question of human condition.
The protagonist King Lear is confronted with some
significant questionsrelated to hislife. Through Lear’s
life one sneaks into an enquiry into life. Lear’'s fears,
anguish, cluelessness bring usto the question of human
existence and the concept of existence as exhumed
through the philosophical purview.

Lear's idiosyncrasies are reflected through his
expectationsfrom hisdaughters. It isquite strange that
L ear decidesto disinherit and disown Cordeliabecause
she does not give in to his whims. Lear expects to
maintain a certain order and Cordelia’s response
dismantles those expectations. Existentialism is
concerned with projection of thisdisorder. Corderliais
asked to express her love and she responds “Nathing,
my lord,” (Act One, Scene One) and this triggers a
set of tragic events. Lear responds by saying “Nothing
can come of nothing: speak again”. Millicent Bell in
Shakespeare's Tragic Skepticism says, “ Nothing can
represent in King Lear also that emptiness, that
absence which, for the ultimate skeptic, stands behind
the scrim of appearances.(165).

King Lear and hisdaughter Cordeliathrough this
above scene seem to deceive themselves and do not
take a pragmatic stand. This leads to their alienation
and they disclaim their freedom and act inauthentically.
Ralanberry in Existentialismin King Lear says “ Self-
deception isakey to thetragedy of Lear.... Badfaith
is defined as alie to oneself within the limits of one's
own single consciousness’. Sartre argues, that “as a
being compelled to decide the meaning of being... most
of the time we flee anguish in bad faith” (Sartre, p.
104).

Lear’s arrogance and deception lead to his
gradua downfall. Heisunableto definehhisown position
in the scheme of things. The conversation between
Goneril and Regan aptly bring forth Lear’s deplorable
condition.

Goneril: You see how full of changes hisageis. The
observation we have made of it hath not been

little. He dways loved our sister most, and with
what poor judgment he hath now cast her off
appears too grossly.

Regan. ‘ Tistheinfirmity of hisage. Yet he hath ever but
denderly known himself.(1.1.296-302)

Kaufman says “ One of the essential conceptsin
existentialism is Heidegger’'s “Thrownness”, or
“Geworfenheit” in the original German, of our being
hurled into this world and unable to reflect upon our
situation ( 211). When it comesto articul ating identity,
Lear faces a grave loss. He seems to be divorced
from reasoning and rationality.

Lear. Does any here know me? Why, thisis not Lear.
Doth Lear walk thus? Speak thus? Where are his
eyes?

Either his notion weakens, or his discernings

Are lethargied. Ha, deeping or waking? Sure, 'tis not
S0.

Who isit that can tell me who | am?
(Actl.scene 4.)

The question of identity which can mislead a
person and lead to fractured notion of self is pertinent
to the existentialist discussion. Our personality can
sometimes deceive us leading to confusion. Lear is
however, ableto define Gloucester’ s condition towards
the end of their journey when he says “When we are
born, we cry that we are come. To this great stage of
fools’. (Act 4,scene 6). This proclamation compels
the readers to unearth the meaning of life and the
contentious issue of human existence. Human beings
are constantly grappling with this complicated aspect
of self and the estrangement the characters suffer from
their inner selves is clearly evident through this
statement.

The notion of God in the existentialist reAlmisa
harsh one. In Act four, Gloucester says:
Asflies to wanton boys are we to th’ gods.
They kill usfor their sport. Act 4 Scene
Asflies to wanton boys are we to the gods,
They kill usfor their sport. (4.1)

Thesuffering that permeatesthe play iselucidated
through Gloucester’s deliberations. These lines aso
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merit attention as they grapple with the question of
anguish and justice in the universe. They suggest that
thereisno order in man’slife and one has to succumb
to the cruel laws of nature. Jean-Paul Sartre in
Existentialism and Humanism opines “Man first of
al exists, encounters himself, surges up intheworld —
and defineshimself afterwards’. What Sartre suggests
hereisthat an individua has the ability to decide how
he or she standsin relation to hisor her own life. This
idea underpins his famous dictum ‘ existence precedes
essence’. (28).

Another essentia concept in existentialist thought
isthe awareness of time and death. In King Lear, the
theme is enforced by Lear’s response to Gloucester’s
desire to kiss Lear’s hand: “Let me wipe it first, it
smellsof mortality” (4.6.126). Itispresent, too, inthe
Gloucester’s attempted suicide: “Henceforth I'll bear
[ Affliction till it do cry out itself, / * Enough, enough,’
and die” (4.6.77-79). As Camus professed, “there is
only onetruly serious philosophical problem, and that
issuicide” (Kaufman, 313).

Under the imminent shadow of death, Lear and
Cordelia experience a love that seems to transcend
time and space. The transcendence, however, is not
immortality or heaven:

Howl, howl, howl, howl!! Oh, you are men of stones.
Had | your tongues and eyes, |'d use them so

That heaven's vault should crack. She's gone forever.
| know when one is dead and when one lives.

She's dead as earth.(5.3.270-75)

The transcendence, perhaps, exists in whatever
kindness man shows, whatever truth man uncovers,
or whatever man creates before death comes. The
theme of seeing and blindnessrunsthroughout the play,
and may guide us to the true nature of being. When
Gloucester meets Lear, after his suicide attempt, Lear
commands Gloucester to, “Read.” Gloucester replies,
“What, with the case of eyes?’ (4.6.135-36). Then
Lear says:.

Oh ho, are you there with me? No eyes in your
head, nor no money in your purse? Your eyes are
in aheavy case, your pursein alight. Yet you see
how thisworld goes.(4.6.137-40)

Gloucester’s response: “I see it feelingly”
(4.6.140). To see fedlingly, to see with the sense of

touch, and more than that to see with empathy, to see
intuitively, thisis what Lear learned when he learned
to see what “naked wretches’ are exposed to. For
Sartre, essence is something discovered through
existence, itisnot inherent in existence. “Man first of
all exists, encounters himself, surgesup in theworld —
and defines himself afterwards’ (Kaufman, 288).

Lear is confronted with the darker side of his
persondity when heisisolated and torn by hisemotions.
The confluence of trauma and storm compel him to
envision his concerns

Rumblethy bellyful. Spit, fire. Spout, rain!

No rain, wind, thunder, fire are my daughters

| tax not you, you elements, with unkindness.

| never gave you my kingdom, called you children,
You owe me no subscription. Then let fall

Your horrible pleasure. Here | stand your slave,
A poor, infirm, weak, and despised old man.

But yet | call you servile ministers,

That will with two pernicious daughtersjoin

Your high-engendered battles ‘ gainst a head

So old and white asthis. O, ho! ‘tisfoul. (111, ii,14-24)

Mark Scully in his article “The Existential
Implications of King Lear” says “Lear, in reflecting
on his interior consciousness contemplates the
universe; he does not blameit for his daughter’s harsh
treatment and he owes it nothing, in turn it owes him
nothing. His psychic perception is that of a violent
indifference of the universe, and that violent
indifference serves as the basis for his new ego. His
ego formsanew consciousimpression of theuniverse,
that of violent indifference, which serves as Lear’s
first step to transcendence. Therefore, Lear’s basis
of hisbeing-in-the-world in relation to the universeis
that of complete isolation; the storm rages despite the
injustice that Lear has aready suffered. Lear’s new
self-awareness is his transcendent ego which is now
aware of the violent indifference of the universe.
...Learisrepeatedly confronted with it during thestorm,
and repeatedly reflects on his consciousness of that
absurdity.

Theexistential intensity of human ethicscan aso
be seen when Lear, hovering between lucidity and
delirium, isreunited with hisdaughter:
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King Lear. Pray do not mock.

| am avery foolish, fond old man,

Fourscore and upward, and to deal plainly,

| fear | am not in my perfect mind.

Methinks | should know you, and know this man;
Yet | am doubtful, for | am mainly ignorant
What place thisis; and all the skill | have
Remembers not these garments; nor | know not
Where | did lodge last night. Do not laugh at me,
For as| am aman, | think thislady 11

To bemy child, Cordelia.

Cordélia. And so | am.

King Lear. Beyour tearswet? Yes, faith. | pray, weep not.
If you have poison for me, | will drink it.

| know you do not love me; for your sisters
Have, as | do remember, done me wrong.

You have some cause; they have not.

Cordelia. No cause, no cause.

(King Lear, xxi.57-73)

Cordelia’'s ‘No cause, no cause' is a heart-
breaking reply. In this scene, Shakespeare creates an
ethics based on empathy and identification. There is
an existentially important understanding between
Cordeliaand her father, a sudden recognition that they

live alongside each other, and are therefore responsible
for each other( Keys 11).

Charlotte Keysaffirms* For Shakespeare, human
existenceiscontentiousand problematic. But hisplays
force usto question what it meansto exist asahuman
being in the world, and this is why so many modern
existentialist thinkers have found his work
philosophically advanced”. Shakespeare plays have
brought about aparadigmatic shift intheway literature
is analyzed today. The question of self remains an
exceptionally rich field of exploration and Shakespeare

hasunveiled theexistentialist concernsin avery refined
manner. King Lear’s absurdity brings forth significant
issues pertaining to life . This paper has thus attempted
to articulate the existentialist predicament in
Shakespeare’s play King Lear.
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Shakespeare sComplex Rendering of the Human-Super natur al | nter action:
A Study of an Evolutionary Pattern Discerniblein A Midsummer Night's
Dream, Macbeth and The Tempest

Ms. Suvarna Jayant Abhyankar
Finolex Academy of Management and Technology, Ratnagiri.

Abstract: Along with Shakespeare’s heroes, heroines and anti-heroes, equally interesting are his fairies, ghosts,
witches and spirits. In three of hisplays- A Midsummer Night's Dream (1594), Macbeth (1606), and The Tempest
(1611), which are attributed to different periods Shakespeare’s evolution as a writer, - these supernatural beings
play aroleassignificant asthat of the human characters. Critics have studied Shakespeare' s use of the supernatural
from myriad viewpoints. This paper exploresthe evol utionary complexity in Shakespeare’ s depiction of associations
between the supernatural and the human characters in these plays.

In A Midsummer Night's Dream, the human characters are, unknowingly to them, the playthings in the hands of
the supernatural characters. The fairies interfere in the lives of lovers; but immediately mend their mischievous
mistakeswhen some harm isforeseen. Thisone- dimensional rel ationship between the human and the supernatural
becomes more complex in Macbeth. The Weird Sisters, who are originally evil spirits, ambiguously prophesy the
fate of Macbeth and Banquo. It leads Macbeth, vulnerable to ambition, to his doom whereas Banquo remains
unmoved by their foretelling. It reveals a partial control of the supernatural depending on the vulnerability of
human mind. These witches, hence, become the physical extensions of deep psychological impulses of Macbeth.
This complexity intensifies even more when Prospero, a human being, controls Ariel and other spirits (Caliban,
too, who is ‘demi-devil’) in The Tempest. This relationship between Prospero and the spirits holds many
undercurrents.

Thus, beginning with the supernatural controlling the human, Shakespeare reaches the human wisely controlling
the supernatural. Corresponding with his evolution as a dramatist, the complexity of the human- supernatural
relationship increases and it culminates in not merely establishing the human power as supreme but giving
manifold dimensions to this relationship.

Key words: The supernatural, human characters, human- supernatural interaction, evolutionary pattern,
psychological undercurrents, comedy, tragedy, romance.

Certainly the greatness of this Author’s Genius
does nowhere so much appear, as where he gives his
Imagination an entire Loose, and raises his Fancy to
the Flight above Mankind and the Limits of thevisible
World. Such are hisattemptsin Tempest, A Midsummer
Night's Dream, Macbeth and Hamlet (Nicholas
Rowe,1709).

It can scarcely be an accident that Rowe, a
dramatist and poet laureate of Restoration period and
the first compiler of Shakespeare's plays, mentions
these names. The plays referred are significant for
Shakespeare's rendering of the supernatural through
ingenious application of his time- transcending
imagination in compliance with the social beliefs and
literary trends of his time. Curiously enough, as it is
accepted by the scholars, these plays are written in
different phases of Shakespeare’'s career as a
dramatist. A Midsummer Night's Dream (MND)
(1594) belongs to his early writing period; Macbeth
(1606), one of hisfour greatest tragedies, was written

in a mature phase; and The Tempest (1613) is
undoubtedly one of his last creations. They contain
characters which are either supernatural beings or
have some magical or supernatural powers. Although
these plays are separately studied from myriad
viewpoints, itisinteresting to analysethem collectively
to examine whether any evolutionary pattern can be
traced from the changes in Shakespeare's treatment
of the supernatural characters. If so, it is necessary to
understand the nature and complexity of these changes
in progression. This paper aims at exploring this
evolutionary pattern in Shakespeare's depiction of the
relationship between the human and the supernatural
characters.

Though, theterm ‘ supernatural’ isgenerally used
to designate wide variety of thingsincluding any entity,
action or situation that cannot be understood by laws
of nature, this paper restricts its scope specificaly to
mean @) the beingswho are ethereal (e.g. fairies, spirits,
ghosts) and b) the preternatural powers, good or evil,
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obtained by human beings (e.g. witchcraft, necromancy).

In Shakespeare’s dramas, one finds a typical
‘Shakespearean’ imprint unveiling the dramatist’s
perspectiveof life, which might sometimesget modified
through experiences. Howard Goddard finds this
imprint in Shakespeare’s A Midsummer Night's
Dream. He observes:

“It is characteristic of [MND’s] author that he
should have chosen this fanciful dream- play through
which to announce for the first time in overt and
unmistakable fashion the conviction that underlies
every one of his supreme tragedies:. that this world of
sense in which we live is but the surface of a vaster
unseen world by which the actions of men are affected
or overruled.”

Shakespeare reveals this unseen world through
a variety of supernatural characters that influence
human life in many ways.

Young Shakespeare wrote A Midsummer Night's
Dreamfor probably amerry festivity of royal wedding.
This mirth and positivity, quite natural to both the
optimistic, energetic, mirthful worldview of theyoung
dramatist and the nature of the occasion for writing,
findsfull scopeinthisplay. Consequently, MND begins
with the announcement of theroya wedding of Theseus
and Hippolyta. It invites the mirth through Theseus's
bidding to Philostrate-

“Stir up the Athenian youth to merriments,

Awake the pert and nimble spirit of mirth;

Turn melancholy forth to funerals;

The pale companionisnot for our pomp.” (Act I, Scenel)

On this backdrop of merriment, the lovers and
other characters enter a wood near Athens, where
they are spotted by Oberon, the king of fairies, and
Puck, his attendant.

Oberon and Puck are the two major supernatural
agencies who directly take part in shaping human
activities. Puck, a‘ shrewd and knavish sprite’, ‘frights
the maidens of the villagery’ and ‘midlead[s] night-
wanderers, laughing at their harm’. This ‘merry
wanderer of night’ enjoys the rehearsals of Bottom
and the company, as* an auditor; an actor too perhaps'.
He takes pleasure in the pranks he plays upon ‘ human
mortals and mends them in the end. He assures the
human beings, extending his hand for a warm
handshake,

“... Give me your hands, if we be friends,
And Robin shall restore amends.” (Act V, Scene I1)

Good spiritsasthey are, Puck mendsthe mistakes
in case of Lysander, Demetrius, Hermia and Helena,
whereas Oberon and Titania are guarding spirits to
Hippolyta and Theseus respectively. They are ‘ spirits
of another sort’, and not mere nocturnal wanderers of
darkness. Oberon says that he himself has ‘often
played sport with morning’slove.’ (I11.ii) Eventhough
Oberon and Titania are not free from humanly vices
like jealousy, ego, obstinacy (they address each other
as ‘Proud Titania and ‘jealous Oberon’), they are
aware that their discord has disturbed the balance of
nature and which needsto be mended. Their occasiona
contact with human beings, unseen to the human eye,
is always benevolent. Titania's utterance about the
mother of the changeling boy is an instance el oquent
enough. Oberon and Puck intervene in the human
activitieswith abasically good intention of uniting the
lovers; but Puck’s mistakes- either unaware or
mirthfully deliberate- increase the complications.
However, dl these complications are solved through
supernatural remedies only, applied by Oberon who
chides Puck for making such mistakes. After
everything is mended, the past incidents seem to the
human charactersamere dream. Thus, the supernatural
characters, playing the role of good agencies of Fate,
have complete control over human activitiesin thisplay.
Theyouthful optimism of Shakespearefocusing onthe
brighter side of human fate avoids the dangerous and
intricate misunderstandings through the supernatural
interference.

The two worlds- human and supernatural- are
completely apart from each other except at one place,
where Titania is in love with Bottom. Bottom is the
only person who actually sees the fairies. Their
momentary union that seems like a dream afterwards
isbut aprank which Oberon playsagainst Titania. Thus,
the unperceived but omnipotent control of the good-
natured fairies over human life makes the human-
supernatural relationship solely mono-dimensional.

Macbeth was written probably when
Shakespeare had tasted bitter fruits of life and had
been face to face with the dark side of life. Naturaly,
the optimistic, merry worldview of ayouth might have
changed. The same dark and evil side of the
supernatural is shown in Macbeth through the Weird
Sisters or the three witches. The unclear, yet tempting
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prophesies made by the witches fan Macbeth's latent
ambition to become the king. He commits regicide in
order to bring the prophesies to reality which leads to
a series of murders ensuing his reign of terror.
Eventually, victim of his own guilty- consciousness,
Macbeth is completely destroyed- morally,
psychologically and at last, physically.

In Macbeth, the relationship between the human
and the supernatural charactersis not assimple asin
MND. The three witches- The Weird Sisters, ruled by
Hecate- are the magjor supernatural force in this play.
Besides, Banquo's ghost is another supernatural thing
inthe play; but it is seen by Macbeth only and no one
else. Considering the atmosphere of the play, this
seemsto be amere hallucination created by Macbeth's
guilty mind. Since it has more psychological
undercurrentsthan the supernaturd, itisnot considered
for this paper.

Much has been discussed about the witches in
Macbeth. Almost all studies agree upon the fact that
thewitchesare‘instruments... governed by aninvisible
spirit’” (Schlegel), but it is not only witches that are
responsiblefor Macheth’sdownfall. William Hazlitt has
summarized the essence of this fact, saying, “The
overwhelming pressure of preternatural agency urges
on the tide of human passion with redoubled force.”
(quotedin Bloom, p.85) An analysisof their relationship
with human characters, especially with Macbeth and
Banquo, will help in understanding the heightened
complexity Shakespeare has created.

Shakespeare identifies the supernatural
characters- the witches- with destructive agencies
ingeniously presenting them at the backdrop of
destructive forces- natural (thunder, lightening) and
man- made (war). Unlikein MND, their meeting with
Macbeth is not a chance meeting. They plot it in
advance: “Where the place?” “Upon the heath.”
“There to meet with Macbeth.” (Act I, Sc. I) Whether
they are wholly supernatural or human is not explicit
in the play. Shakespeare’'s original source of
information, Holinshed’ saccount of Macbeth, too, does
not reved it plainly. It says, “ Thecommon opinion was,
that these women were either the weird sisters, that
is, the goddesses of destiny, or else some nymphs or
fairies endued with prophesy by their necromantical
science; because everything came to pass as they had
spoken.” (quoted by Hudsonin Bloom, p.151) Yet, there
is a probability that they are old women possessing

evil powers. They get a sadistic pleasure in troubling
human beings. Their account of their activities before
meeting Macbeth establishes a firm ground to accept
that these are creatures of darkness. (Act I, sc. I11)
The fact that they are visible to both Macbeth and
Banquo proves their physical reality as women.
Schlegel says, “ No superstition can bewidely diffused
without having afoundation in human nature.” (Bloom,
p.81) It isin concord with the then Elizabethan beliefs
in witcheraft.

In this play, the witches not only remain as
characters, but they revea the nature of ‘darkness'.
They, in Coleridge' swords, are‘ shadowy, obscure and
fearfully anomalous of the physical nature, the lawless
of human nature- elemental avangers without sex or
kin.” (Bloom, p.92) Shakespeare gives complex
dimensions to Macbeth’s encounter with the witches
and his subsequent fall. The witches, who smell
beforehand Macbeth’s latent ambition, do not ‘tempt’
him; they merely execute his destiny defined by his
own dark intentswhich, in turn, makes him vulnerable
to the temptation. It shows that the spirits of darkness
can destroy human beingsonly if human mind possesses
the germs of darkness. The scene where the witches
meet both Macheth and Banquo emphasizes this fact.
Macbeth seems ‘to fear/ Thingsthat do sound so fair’,
whereas, Banquo is fearless, saying,

‘If you can look in the seeds of time,

... Speak then to me,

who neither begs nor fears

Your favours nor your hate.” (Act |, Scene I1I)
Macbeth is quickly fascinated by the prophesy

but Banquo isnot, because he does not carry any latent

darknessthat can be stirred by thewitches. Hissuperior

wisdom cautions Macbeth against the witches’

prophesies:

“...oftentimes, to win usto our harm,

The instruments of darkness tell us truths,

Win us with honest trifles, to betray’s

In deepest consequence.” (Act |, Scene lll )

On the contrary, Macbeth gets trapped in a
dilemma- ‘this supernatural soliciting can not be ill,
cannot be good.” The only cause of this dilemma is
Macbeth’'s germinal ambition. When Duncan declares
his son Malcolm to be the Prince of Cumberland,
Macbeth's ‘aside’ clearly shows his desire-
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“The Prince of Cumberland! That is a step
On which | must fall down, or else 0’ er- leap;
For in my way it lies....

Let not light see my black and deep desires;..” (Act |,
Scene I11)

Hisambitionisfurther nourished by Lady Macbeth
and he commits regicide in order to speed up the
realization of the prophesy. King Duncan’smurder sets
in motion the dark machine of destiny.

After committing a series of murders, the guilt-
stricken Macbeth wishes to know his prospect once
again. He goes to meet the witches, when they
deliberately mislead him. Hecate, ‘the close contriver
of all harms’, who controls the Weird Sisters, chides
themfor ‘trading and trafficking with Macbeth inriddles
and affairs of death’, and for not consulting her about
this business. Shetellsthe Weird Sistersto mend their
mistake by using their spells and charms so that
Macbeth will be ‘drawn to confusion’ and ‘he shall
spurn fate, scorn death and bear/ His hopes ’bove
wisdom, grace, and fear.” The three apparitions shown
by witches with the help of Hecate really confuse him
and lead him on the wrong path of action.

Here, the witches become the representatives of
destructive destiny. Though man seems to be a
plaything in the hands of destiny, he also has the
freedom to choose his course of action. If he chooses
the right path, he will not be doomed morally. On the
contrary, if heletshimself go astray under theinfluence
of fancies, temptations and unreasonable ambitions,
no one can save him. Thefirst decisive action defines
how much power supernatural powerswill have upon
human beings. In this tragedy, Shakespeare awakens
pathos for the fallen hero by suggesting that he could
have saved his soul had he chosen the path of patience
and righteousness. What heimpliesisthepartia control
of supernatural powers on human life.

The Tempest is the last complete play written
three years before Shakespeare's death. In the last
phase of his life, he might have been in search of
peace. A desire to gain freedom from al conflicts,
worldly malignitiesis natural in this phase of life. No
doubt the same may get revealed in his creation. The
play is set in an island devoid of any human contact.
Prospero, the former duke of Milan, has got great
supernatural powers through his study of liberal arts.
Using these powers, he controls spirits among which

Ariel isthe prominent one. With Ariel’shelp, Prospero
completes his ‘project’ of punishing his offenders,
getting justice donefor himself and uniting his daughter
Miranda with Ferdinand, the price of Naples. After
completing this ‘project’ he abandons all magical
powers he has.

In The Tempest, Shakespeare has mended what
islost by Macbeth. The complexity of thisplay iswell
described by Mark Van Doren as follows: “[The
Tempest] isathicket of resonant trees, in an odd angle
of the Shakespearean wood, which hums with echoes
of every distant aide.” (Bloom, p.139) Themain reason
of this complexity is the multi-dimensional human-
supernatural relationship. Inthisplay, Prospero, aman,
controls supernatural spirits.He saves Ariel, an airy
spirit, from the wicked spell cast by a cruel witch
Sycorax. The relation between Prospero and Ariel is
that of a master and dave. But, Prospero knows the
value of freedom. He freesAriel after he has achieved
his purpose of punishing his enemies. Prospero uses
his powers wisely and not to cause harm to anybody.
Even when he raises storm in which the ship of his
enemiesiswrecked, al the people are safe and sound,
and ‘not a hair perish’d’. We find in Prospero a wise
man; rather heis Shakespeare's superman, as accepted
by many critics. G. Wilson Knight describes Prospero
as “a matured and fully self- conscious embodiment
of those moments of fifth- act speculations to which
earlier tragic heroes, including Macheth, were
unwillingly forced.” (Bloom, p.150) Prospero has a
strong urge for justice. He rewardsAriel’stoil for him
by bestowing freedom upon the spirit, but he punishes
the crimes, too. By making his offenders repent
eventually, he brings justice for himself. He punishes
Cdliban for his meanness and ingratitude. Yet, what
really upliftsthischaracter ishisphilosophic mind. Itis
reflected throughout hispresenceintheplay. Hewishes
Ferdinand and Miranda to be united; still he does not
let it happen without testing their integrity. He says,

“..this swift business
| must uneasy make, lest too light winning
Make the prize light.” (Act I, Scenell)

In spite of being the * potent master’ of Ariel and
other spirits, he is aware of the transience of this
power-

“...likethe baseless fabric of thisvision,
The cloud- capp’d towers, the gorgeous palaces,
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the solemn temples, the great globe itself,
Yea, al which weinherit, shall dissolve
and... leave not arack behind.” (Act 1V, Scenel)

Only dueto thisknowledge, he, amost stoically,
‘abjures the rough magic’ and does not hesitate at all
in ‘breaking his staff” and ‘ drowning his books'.

After analyzing thesethreeplays, one seesclearly
ajourney- like movement from AMidsummer Night's
Dream to The Tempest. This movement can be found
especially in three aspects. a) human characters, b)
supernatural characters, and c) their contacts with one
another. In MND, the leading human charactersarein
mood of merriments, love and they are completely
ignorant of the supernatural world around them. The
supernatural beings have their disputes, but within the
framework of drama, they don’t mean any actual harm.
There is such possibility, but since the mirthful
atmosphere dominates, its intensity is reduced. There
isalso an assurance that these disputeswill be mended
by thefairieswho arethereto blesshuman life. Further,
in Macbeth, human characters have germinal vicesin
them. They, especially the hero, are aware of the
supernatural intervention. He seeks their help in
knowing more about his future. All he gets is the
ambiguous prophesying by the agents of darkness.
Depending onthem, heimpatiently actsand inviteshis
doom. While establishing the power of supernatural
agenciesover human life, Shakespearein his Macbeth
underlinesthe possibility of human freedomin choosing
hiscourse of action. Thus, supernatural agenciesenjoy
but a partial control over human life. In The Tempest,
the power equations are reset when a human being
becomes capable of having complete control over the
supernatural spirits. Unlike witches, his supernatural
powers arethe result of hisstudy. Northrop Frye aptly
describesthe difference: “Prospero isatempest- raiser
likethewitchesin Macbeth, though morally on opposite
pole; heisa‘white’ magician. Anyonewith Prospero’'s
powers is an agent of fate, a cheating fate if evil, a
benevolent fate or providnce if motivated as he is.”
(Bloom, p.190) The instruments of his power are his
magic garment, staff and books. Curioudly, all these
things are detachable. His soul is free from the
alurements necromancy can create. Unlike witches,
heisnot controlled by any superior preternatural power.
Rather, he is much more powerful than witches. In
Prospero, one can find a combination of Theseus's
power of governance and Oberon’s power of
benevolent magic. As a result, he reaches a higher

level than both Theseus and Oberon. The two powers-
human and supernatural- get blended in Prospero to
reckon him as Shakespeare's ‘ superman’.

The supernatural characters also show evolution
in their treatment by Shakespeare. Puck can be seen
as predecessor to Aridl, just as Oberon is to Prospero.
There is striking similarity between the dialogues
between them. Puck can ‘put a girdle round the earth/
In forty minutes' and Ariel can ‘drink the air before
me, and return/ Or € er your pulse twice beat.” Puck
is ‘merry wanderer of night’, ‘mad spirit’, and an
attendant to another supernatural being Oberon,
whereas Ariel is ‘brave spirit’ and an ‘industrious
servant’ to ahuman master, Prospero. Thereis change
in the nature of supernatural characters. Fairies in
MND are detached from human life; whatever
interventionsthey makein human lifeisdueto chance.
In Macbeth, thewitchesareoriginally evil; they ‘ plan’
to deceive human characters and trouble innocent
people. Still, they are not omnipotent and their power
can impact human life only if humans are vulnerable.
All the drawbacks are removed in The Tempest.
Supernatural characters are under human control and
they serve their human master. They have their own
world, but they also have human feelings. Ariel is
considerate towards the feelings even of those whom
he gives troubles. He says about the torments of
Prospero’s enemies, “if you now beheld them, your
affections/ would becometender... Minewould have,
sir, were | human.” (Act V, Scene ) At last, all are
free- Arid from his servitude, Prospero from his‘rough
magic’ andthefedling that lastsisof philosophic solitude.

The atmosphere of the three plays changes
accordingly. MND has a youthful, energetic
atmosphere; the leading characters are young lovers
and evergreen fairies. In Macbeth, the atmosphere is
full of gloom, darkness, coordinating with the nature
of evil spirits who are old, ragged witches. Macbeth,
the human protagonist is aman of world; now beyond
any youthful fancies. In The Tempest, the atmosphere
becomes more complex, moresymbolic. Itisasolitary
island, a place beyond any virtue or vice. The virtuous
art of Prospero defeats the black magic of Sycorax.
Ariel is beyond any shape or sex, unlike any
supernatural agencies with definite sex. Harold C.
Goddard beautifully describes this nature of Ariel:

“How shall Ariel be acted? The most graceful
girl to be found for the part, the most charming boy,
will instantly blur or erase the Shakespearean
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conception. Which, indeed, should play therolg, if itis
to be played, boy or girl? And what pronoun should be
resorted to this spirit of music and dance? The paucity
of language compels us, as in case of angels, to use
either the masculine or feminine. But neither will do.
Ariel isabovesex. ...Ariel isasymbol of thisunion of
the masculine and feminine elements of the soul.”
(Bloom, p.181)

Thus, in Shakespeare's treatment of human-
supernatural relationship, three phasesare discernible;
each corresponding with his evolution as a dramatist.
The mono-dimensional concretenessin A Midsummer
Night's Dream asserts the inexperienced youthfulness
of the dramatist. The mature dramatist of Macbeth
visualizes the agents of evil who reign within and
without and lead to catastrophe. Ultimately, the wise
and philosophical dramatist of The Tempest, in his
assertion of forgiveness, celebrates multi-
dimensionality, abstractions, wisdom, freedom and
peaceful solitude.
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Acknowledging Things of Darkness. Postcolonial Reading of Shakespeare's

The Tempest

Mr. Ravi Prakash Chapke
Asst.Prof., Dept.of English, Smt Vatsalabai Naik Mahavidyalay, Yavatmal.

Abstract: The paper also critically examinesthe representations of Caliban’'s culturein Western discourse. In The
Tempest, cultural ideology furnishestheideol ogical network for the colonial endeavourswhich could be theorized
as bringing progress to the world bygone. A prominent example for the strategy deconstructing “othering” is
giveninthefirst Chapter in which Caliban is presented as a completely inhuman being espousing strong sense of
racism. Therefore, Shakespeareimplicitly legitimizesthe colonia endeavor, because peoplelike Caliban deprived
of full humanity can be regarded as people without history, culture and they have therefore no logical claim to
sovereignty. Shakespeare also produces a symptomatic reading of western discourse by psychoanalyzing to
disclose western fear of the “other”. Caliban is not only an exploited victim but also a being of natural human
descent that is capable of resisting to colonization by active and violent opposition. On the other hand, Caliban’s
resistance against Prospero entraps him in Prospero’s system. The colonial situation between Prospero and
Caliban creates a “Third Space’ that renders focus on the theory of mimicry and hybridity revealing how the
colonizer insists on the belief that his culture is the norm; and, due to this assumption and leads the colonized,
Caliban, imitates the colonizer’s culture and becomes therefore a part of the colonizer’s system. Due to his
accommodation between both identities, hybridity turns around against Caliban. As a result hybrid space always

crushes the colonized in a system like colonialism.

Key words: Hybridity, Colonialism, Post-colonial, Third World, |deology.

You taught me language, and my profit on't
Is| know how to curse. The red plague rid you

For learning me your language! (The Tempest, Act 1,
Scene 2, Pg. 17)

Postcolonial theory is grounded on the political
social and cultural tensions between colonizers and
colonized. This approach de-constructs Eurocentrism
exposing the fact that European values and standards
are not universal and also highlights that the same
historical event can be revisited in radically and
diametrically different manner ways depending on
perspective, norms and values. This paper undertakes
to question the rationale given for colonialism and
deconstructs them in order to reveal the deep flowing
economic or political interests they are based on. The
Tempest has been taught in English departments at
the undergraduate or graduate level in freshman
seminars; surveys of Great Books; capstone courses,
writing and composition courses; seminars on literary
theory, Marxism, postcolonialism, and race, gender,
queer theory; early American literature and transatlantic
literature courses; surveys of American literature; and
courses on Romanticism, modernism, modern drama,
Third World literatures, postmodernism, Chicano/a
literatures, Afro-Caribbean literatures, and diaspora
literatures. Surely no other work of literature has been
as assigned, deconstructed, interdisciplinized,

revisioned, trivialized, and ventriloquized as The
Tempest. Overwhelmingly, those who haveincluded a
reading of The Tempest in their various coursesintheir
various disciplines have no formal training in
Shakespeare or understanding of Renai ssance poetics,
and the play is seldom contextualized in the broader
Jacobean and Renaissance culture from which it
emerged.

The paper also critically examines the
representations of Caliban’s culture in Western
discourse. In The Tempest, cultural ideology furnishes
the ideological network for the colonial endeavours
which could be theorized as bringing progress to the
world bygone. A prominent example for the strategy
deconstructing “othering” is given in the first Chapter
inwhich Calibanis presented asacompletely inhuman
being espousing strong sense of racism. Therefore,
Shakespeareimplicitly legitimizesthecolonia endeavor,
because peopl e like Caliban deprived of full humanity
can be regarded as peopl e without history, culture and
they have therefore no logical claim to sovereignty.
Shakespeare aso produces a symptomatic reading of
western discourse by psychoanalyzing to disclose
western fear of the “other”. Caliban is not only an
exploited victim but also a being of natural human
descent that is capable of resisting to colonization by
active and violent opposition. On the other hand,

ISBN : 978-81-922741-6-4

Organised by Joshi-Bedekar College 53



Caliban’s resistance against Prospero entraps him in
Prospero’s system. The colonia situation between
Prospero and Caliban creates a “Third Space” that
renders focus on the theory of mimicry and hybridity
revealing how the colonizer insists on the belief that
hiscultureisthe norm; and, dueto thisassumption and
leads the colonized, Caliban, imitates the colonizer’'s
culture and becomestherefore apart of the colonizer’s
system. Due to his accommodation between both
identities, hybridity turnsaround against Caliban. Asa
result hybrid space aways crushes the colonized in a
systemlike coloniaism.

Shakespeare's Tempest is interspersed not only
with humour but also with severa indicationsof western
fear of the so-called “ other”. Thereisanatural distance
between Western colonizers and colonized which is
revealed by declaring the colonized as not being human
and, therefore, as not being equal. The colonial
endeavour is implicitly justified, because people like
Caliban, incal culable and deprived of full humanity, can
be regarded as people devoid of history, culture and
claim to autonomy. The reason why colonized are
perceived and described as inhumane is due to their
differentness: their odd shape, their weird language,
their lack of culture and civilization. In comparison to
the Western hemisphere the isle is a backdrop of
civilization in which the colonized inhabitant, whoisin
this case Caliban, is eliminated as human factor. The
colonized world, at the time of Shakespeare, is shaped
in such away as imagined by European people.

Caliban servesto represent ‘the other’ inarising
colonial discourse. He is introduced from Prospero’s
Eurocentric perspective as a “savage and deformed
dave’ antithetical to spirit. Prospero and Ariel describe
him as an unfriendly “freckled whelp hag-born—not
honour’d with a human shape.” (Act |, scene 3) The
sheer naming of “Caliban” reminds of “cannibal” and
suggests a savage being that lacks any human
education. The inhumanity of Caiban, or rather his
monstrousness, is shaped by both the colonizer and
the new intruders when they refer to him as* abhorred
dave,” which does not completely dehumanize him as
much as: “devil,” “salvage,”, “fish”, because of his
smell, and “monster” with “four legs’3. Shakespeare
chooses an quite obvious way to dea with Caliban,
“the other:” He is simply evil and ugly conveying a
biased image of the colonized arousing negation, asit
is exemplified by Miranda when she describes her
feelings towards Caliban in act |, scene 2

Miranda: 'Tisavillain, sir,
| do not loveto look on.

Nevertheless, this creature is not as much
inhuman as told, because he surprises the new arrived
colonizers with speaking the language of them. At the
sametime, Caliban unsettlestheintrudersby revealing
more and more human properties. Caliban istherefore
not shaped as an animal but a being of primitive
humanity. Shakespeare's idea of copulation between
degenerated Caliban and delicate Miranda, which could
have resulted in Miranda’'s pregnancy, shows that
Cadliban is of human descent; otherwise, he could not
be capabletofather children with another human being.

The Tempest projects the image of the colony
as “the other world,” the antithesis of Europe and
therefore of civilization. The character Caliban does
not only symbolize the colonized and a victim of
psychologica and cultural oppression, but healso stands
for the dehumanised savage. By shaping the image of
the other, the colonizer defines himself and his natural
identity.

From the Eurocentric perspective negation does
not mean excluding the other from social network but
to entrap him by systematic domination. This happens
through the process of love and fear: Love, interms of
education, congtitutestheinitial step to accessthefaith
of the colonized. Fear, asanext step, isapplied through
oppression, violence and torture in case that the
colonized, Caliban, attempts to resist. The effect of
the new Anglo-American nationalism reflects a
disregard for the independence and autonomy of the
inhabitants of the island. Nevertheless, despite being
evil and inhumane, the colonized prove to be useful
when they are forced to comply. Cultural ideology
provides the ideological network for Prospero’s
endeavours which could be theorized as bringing
progress to the colonized world. But Prospero’s
intention to educate Caliban, of course, is not to make
a perfect, equal human being out of him but to find a
level to communicate with him in order to make him
useful and finally to abuse him. Caliban, at least, must
be introduced to Prospero’s language; otherwise
Caliban would not understand Prospero’sinstructions.
As a consegquence, Caliban’'s cultural identity and
history is distorted and suppressed within the power
structure of colonization. His physical deformation
represents his distortion and result of the violence he
has to face during his enslavement. Frantz Fanon
explainsthat “ colonialism cannot be understood without
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the possibility of torturing, of violating, or of
massacring.” What Fanon means is that colonized
will never accept to be dominated by their intruders
without resistance, and resistance, again, needs to be
opposed by torturing, violating, massacring. Most
People of the Third World are unaware of their alleged
cultural deficit, and they usually try to defend their
autonomy to a certain extent. In return, the colonizers
would never accept to retreat and refuse to their
domination. Therefore, postcolonialism affects both the
colonizers and the colonized.

Post-colonial readings of The Tempest were
ingpired by the decol oni sation movements of the 1960s
and 1970sin Africa, the Caribbean and Latin America.
Overadl, in this commonly accepted reading of The
Tempest, Prospero emerges as an all-knowing,
benevolent patriarch and artistic creator whose motives
are beyond reproach. Since the play is a romance in
terms of its genre, its plot was generally approached
asafanciful talewith little connection to the history of
the period or its aftermath. Prospero is a European
who has taken charge of aremoteidand, being ableto
do so because of hisstrong magical powers. With these
powers, he organizes a life for himself, gets the local
inhabitants (Ariel and Caliban) to work for him, and
maintains his control by acombination of threats, spells
and enchantments, and promises of freedom some day.
By taking charge of a place which is not his and by
exerting his European authority over the strange non-
European creatures, Prospero can be seen as an
obvioussymbol for European colonia power. However,
Caliban is perhaps the strongest symbol of Post
colonialism. Caliban, a native of the idand, regards
himself as the rightful owner of the place. He bluntly
states: “This island’s mine, by Sycorax my mother,
which thou takest from me.” He is forced againgt his
will to serve Prospero and Miranda. Initially, Prospero
extends to Caliban his European hospitality, teaches
him language, and, in return, is shown all the natural
resources of theidand by Caliban. But Caliban refuses
to live by Prospero’srules, triesto rape Miranda, and
their relationship changes to one of master and save.

Shakespeare represents Caliban as an “ignoble
savage.” When Trinculo first encounters Caliban, he
views him as some kind of monster. After recoiling in
horror from Caliban, Trinculo considers bringing the
monster back to England where he can be displayed
in a freak show: “Were | in England now, as once |
was, and had but thisfish painted, not holiday fool there

but would give a piece of silver: there would this
monster make a man; any strange beast there makes
aman: when they will not giveado it (coin) torelieve
a lame beggar, they will lay out ten to see a dead
Indian.” The play endswith Prospero deciding to return
to Europe and to decol onize hisisland and emancipate
his slaves. The colonizer sets himself free as well.
Prospero not only gives up hisidiand, but relinquishes
hismagical powersthat enabled him to control Caliban.
Interpreted as white man’s burden, colonization wasa
means of conquering new lands and imposing the
colonizer’s culture from on the native people.
Prospero’s capture of Sycorax’sland and histreatment
of the natives of theidland have prompted many critics
to interpret the play as working out the drama of
colonization. Caliban’s protest against Prospero and
his resistance to colonial power using the language
taught by the colonizer helps usinterpret the play asa
postcolonial text.

The Tempest has often been interpreted as a play
about colonialism primarily because Prospero comes
to Sycorax’s idand, subdues her, rules the land and
imposes his own culture on the people of the land. In
thisinterpretation, Prospero is not seen primarily asa
kind father of Mirandaand kind ruler instead usurping
Cdliban’'s Idand from him (Caliban). But putting him
under slavery and undermining him as a monster, we
can take Prospero as arepresentative of the Europeans
who usurped theland of nativeAmericansand endaved
them. He, as a sense of superiority, takes Caliban as
half man. Pushing the native to the side, he places
himself at the helm of affairs. He displaces Caliban’s
mother and treats her as a beast. He has full control
over everything on theidand. He makes Caliban work
ashisservant and callshim athing of darkness. Caliban
is being dehumanized or treated as subhuman.
Prospero, in this play, describes Caliban as deformed,
evil smiling, treacherous, drunkard, violent, savage, and
devil worshipping etc. According to Prospero, he is
not even human rather born devil.

Prospero: ‘' This thing of darkness, | call my
own”

This shows the colonizer’s attitude of looking
down on the colonized people. Caliban is seen as a
despicable entity. Thewhiteslooked down onthe people
of another color. Some are born to dominate while
others are born to be dominated. Caliban is treated as
inferior. The colonizer used wordslikelight, knowledge
and wisdom to refer himself while he used terms like
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darkness, ignorance and elemental to describe the
colonized. Thisbinary opposition showshow Prospero
as a colonizer creates essences about the colonized
people. Prospero sees himself as a ruler carrying out
theproject of civilization mission. Theway light dispels
darkness and knowledge dispels ignorance Prospero
as a colonizer educates and civilizes Caliban but
without much success. Thecivilizing missionisaways
accompanied by the politics of domination over the
colonized. These elements alow us to study the play
inthelight of colonialism.

In colonia perspective, we seethe play through
the eyes of colonizers. But if we see the play from
post-colonial perspective, Caliban emerges against
from the very beginning of domination. The hatred
towards the colonizer is very great and strong among
the colonized. Prospero manipulates everybody and
every action in the play. Everybody on the island is
manipulated by Prospero the way a puppet master
controls his puppets. Caliban as a colonized wants to
strike back on the colonizer. Caliban isdisobedient and
creates problemsfor the colonizer. He attemptsto rape
Miranda and it is a threat posed to the safety of the
colonizer. Hetells Prospero that the land that Prospero
ruleswas forcefully taken away from his mother. Like
Caliban'sprotest, inworld history, too protest hasbegun
with the birth of colonialismitself. He simply says, *’|
wish it were done’”’. Despite this, Caliban again and
again claimsthat the land isto be inherited by him. It
means he seems to be justified in claiming that the
island originally belonged to him. When Prospero tries
to teach the language Caliban alwaysrefused to recite.

Caliban, therefore, remains at the end what he was at
the beginning. No change occurs in Caliban’s nature.
Here, Prospero, like White men isin the illusion that
they areworking for them (calonized). But such notion
is failed because Caliban does not learn his (Prosper)
language, even at the end of the play. The play shows
the resistance of dominance class. Whatever he has
learnt, he uses it in cursing Prospero. These attempts
by Caliban to protest and resist the colonizer can
support our post-colonial interpretation of the play.
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Overcoming Challengesin the Teaching of Shakespearein School

Ms. Jyotsna Mayadas
Vice Principal, The Cathedral & John Connon School, Fort, Mumbai

Abstract: Teaching Shakespeare for a school audience poses challenges. The students have to be familiarized
with a socio-cultural milieu backdated by several centuries which they are not attuned to. They often question
the relevance of studying Shakespeare in today’s time and age. Certain issues prove to be a challenge in the
classroom situation. The complexity of the Shakespearean text in terms of the language and literary devices
makes the students hesitant to explore and read on their own without the hel p of an annotated text. Shakespearean
humour, irony and satire is something that they do not grasp naturally through self-reading .Sexual innuendoes
which are aplenty need to be explained and thisis not an easy task in a classroom full of teenagers. A sense of the
philosophy and history of Elizabethan society has to be inculcated in the students. The extensive alusions,
classical and Biblical references prove formidable too.

It is agreed that it is hard enough to teach literature to high school students, let aone some of the most complex
and challenging dramas ever written. When students hear they are going to study Shakespeare, teachers are
either met with a resistance against his language and complicated plots or, worse yet, a forbidding apathetic
silence. However, most curriculumsin Indiarequire studentsto study at |east one, and usually more, Shakespearean
plays during students years in high school. This paper explores the reasons why Shakespeare study is still
propounded in schools considering the fact that he is daunting, complex, and intimidating to the young student

and teacher alike. Yet heis also interesting, funny, exciting, and relevant.
Key words: Relatability, relevance, sexual innuendoes, allusions and references.

In my twenty-one years of teaching Shakespeare
in school, | have taught scores of students a wide
variety of Shakespearean playsasapart of the English
curriculum. English being acompulsory subject, every
student has to study Shakespeare, asit a part of their
ICSE or ISC syllabus. Every timel enter aclassroom
full of wide eyed students and introduce them to the
Bard of Avon putting him on ahallowed pedestal, | get
a mixed bag of responses. Some are eager and
enthusiastic as they feel that they have entered sacred
territory in proceeding to study a Romantic Comedy
or a Tragedy or a History play according to the
prescription laid down by the Board of Education. On
the other hand there are others who sceptically view
the Pandora's box of information that | open for them,
with their curiosity either ssmmering on the edge of
incredulity or boredom. | can almost hear the thoughts
in their mind, “Why Shakespeare?’

However, | continue my introduction to
Shakespeare, beginning with details of the life and
times of the man who seems|larger than life, centuries
not having dimmed his mystique. Some students do
seem to continueto stare at mein askance, reinforcing
their nonverbal communication to me, “Why do we
need to study Shakespeare at all? Why not Harry
Potter?’ Perhaps now they will question me, “Why
not Bob Dylan?’ The complexity of the Shakespearean
language and the remoteness of the Shakespearean

world proveto beadaunting task indeed for any English
Literatureteacher to embark upon. However herculean
the task maybe, the teacher and the students plod on
to makeit an aweinspiring and fruitful journey together
and finally conclude that it is definitely not much ado
about nothing.

Students today, who refrain from the joys of
reading, probably having never been familiar with
Francis Bacon's notion of “Reading maketh a full
man...” , would happily usethelibrary period asafree
period “to chill” rather than delve into the labyrinth of
Shakespearean text or for that matter any literary
work. They are often a passive captive audience in
the classroom situation. To enthuse them and get them
to appreciate Shakespeare proves a chalenge in more
waysthan one. A declinein reading isreflectivein the
very fact that most of what students read in their free
time are Facebook statuses and twitter updates. 140
characters is vaguely two incomplete sentences. So
to make them read and love Shakespeare is no mean
task as any English teacher would aver.

To begin with, relatibility and relevance are key
issues in the teaching of Shakespeare. Four hundred
years after hisdeath the questionisare his playsgoing
to appeal to the young children of today? They would
prefer the visual stimulation of a comic or even the
graphic novel rather than plod through the “thou” and
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‘thee’s” of the Shakespearean text. However an
English teacher’s task is to inculcate in the minds of
her students the idea that with his thirty seven plays
and huge body of poetry, Shakespeare occupies an
unprecedented position in English scholarship round
the world. The playwright Ben Johnson said of
Shakespeare: ‘He was not of an age but for al time,”
an appraisal | wholeheartedly would endorse.

The relevancy of Shakespeare is often debated
considering the fact that the impression in a young
student’s mind is that this part of their syllabi “is too
hard.” Sometimes when approaching Shakespeare,
even teachers send students the signal that studying
Shakespeare is really hard. Students develop mental
blocks themselves in this case which inhibits their
learning. A different approach to Shakespeare is
necessary. Younger students are used to being “ spoon-
fed.” However by thetime students get to senior schoal,
seeing how Shakespeare's characters handle their
tragedies and downfalls hel ps them to figure out their
own problemsand predicaments, which makesreading
Shakespeare more interesting, relatable and timeless.
His plays debate issues such as love, marriage,
ambition, power, relationships, discrimination, terrorism
and even women in subservient roles, among several
other themes. Theseissues make for great discussions
in class. Shakespeare lived in an era fraught with
religious and political tyranny, power struggles and
persecution, and living and loving dangerously was not
uncommon. This remains true for our age too or for
that matter is applicable to any period in time. The
timelessness Shakespeare captures, keeps his works
relevant and relatable not only as a glimpse into his
world, but identifiablein similar waysto today’ ssociety.

Who hasn’tlike Juliet falleninlovewith aperson
from the wrong family, or like King Lear been hurt by
his own children, or like Lady Macbeth egged on her
husband to vaulting ambition, only to tragic despair and
waste? Don’'t we see racial discrimination and
marginalization all around usasin the case of Shylock?
Which couple has not been engaged in a“ skirmish of
wit” asin the case of Benedict and Beatrice? So many
lovers fearing their parent’s wrath elope only to be
later married and live happily ever after asin the case
of the lovers in a Midsummer Night’s Dream.
Shakespearean texts create the most compelling
characters and equips readers with skills for everyday
living. Shakespeare has thus inspired hundreds of
adaptations in the performing arts. Feature films and

TV versions of Shakespeare’s plays have been
produced, some being faithful to the original story and
text while others adapting the plots while discarding
the dialogues, making Shakespeare the most filmed
author ever in any language. Magbool, Omkara and
Angoor are just a few examples in our own film
industry.

Many school teachers feel that Shakespeare is
too complex for students to understand everything,
which is true. There is no way school students
will come to understand the depths of a given play,
especialy given the short amount of time that is
generaly allotted to the study of a Shakespearean play.
But this complexity gives teachers the unique
opportunity to encourage their students to develop
higher analytical skillsin the commonly taught plays
like Romeo and Juliet, Julius Caesar, Macbeth, AsYou
Like It, The Merchant of Venice, The Tempest, Much
Ado About Nothing and King Lear.

Shakespeare arousesour interest in several ways.
He includes passages that are comic, such as the first
exchange between Beatrice and Benedick in Much
Ado About Nothing in which the two former lovers
insult each other in afunny (but scathing), back-and-
forth banter; scenes that are full of action and even
violence, like the opening scene of Romeo and Juliet,
whereabrawl cum swordfight breaks out inthemiddle
of a street, or the many battle scenes present in
Macbeth; tragic episodes that end in death, such as
the deepwalking scene of Lady Macheth or theending
scene of Othello in which Othello murders hisbeloved
Desdemonafor the adultery shedid not commit, realizes
his mistake, and kills himself in remorse; and tender
romantic moments and love scenes. In addition to a
variety of moods and emotions within his scenes,
Shakespeare al so holds hisaudience'sinterest through
clever and often ironic twists, turns, and implications.
Finally, Shakespeare's characters themselves arouse
great interest in his audience because these characters
areso complex and varied in naturethat they are nearly
real human beings themselves. Each play is highly
relatable and relevant even today.

The plays being replete with sexual innuendoes
are often a hard task to plough through in a class full
of teenagers. The complexity of the Elizabethan
language together with the Shakespearean world being
far removed from our makes it difficult for a teacher
to explain with a straight face. For example a
conversation between Benedick and Margaret in Much
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Ado about Nothing where Margaret saucily remarks,
“To have no man come over me, why, shall | aways
keep below stairs? going on to add, “Give us the
swords, we have bucklers of our own” makes even
Benedick blush, leave alone the teacher! Beatrice,
being a strong minded woman would “not endure a
husband with a beard on his face (and) had rather lie
in the woolen”. Leonato mockingly comments about
Beatrice writing to Benedick, “Oh when she had writ
it, and was reading it over, she found Benedick and
Bestirce between the sheet.” Far too much sex and
violence is often the verdict on a play, with a lot of
Shakespeare considered simply inappropriate for
classroom use. Shakespeare actually wrote to put
money in his pocket, food on the table and fire in the
bellies of his audience, not to be read by modern
teenagers within the four walls of a strait jacketed
classroom. His words were chosen to be spoken or
enacted, not to be read in a dead pan manner in a
classroom. The bawdy humour of Shakespeare loses
much of its sting by simplifying it into contemporary
language.

Each English teacher would agree that
Shakespeare's plays do have bawdy potential, as he
wrote them with a sense of humour and knew that a
well-placed joke or innuendo would add to his
credentials. So are his plays meant to be censored in a
school environment? No, theaim of textual analysisis
not to titillate but to understand the nature and
requirements of Shakespeare’s audience. There is a
world of difference between classroom teaching and
the actual enactment of a Shakespearean play in his
times. Theformerisdull, prosaic and seemingly futile,
whilethe latter was engaging and passionate. Many a
time students are asked to read aloud which they doin
a mumbled monotone, while the teacher explains the
linesin simplified modern day English. Onthecontrary,
Shakespearean plays were meant to be enacted before
a live audience comprising, as we know, from the
coarse groundlings to members of royalty. Humour,
satire, irony and wit were meant to be enjoyed at
different levels of intellect. So when as teachers we
bring the bard into the classroom, the richness of his
language or the nuances of humour must be brought
aive.

The best way to get students interested in
Shakespeare is to bring him down from the pedestal
and introduce hisworksin popular terms. For example,
a teacher might introduce Macbeth by discussing

ruthless politiciansand give ageneral plot summary of
the play, without directly referencing it, in modern
language andinthelight of “someone”’ wanting political
power very badly, especially since “higher powers’
told him hewould haveit, killing someoneto get it, and
killing yet othersin order to keep hisill-gotten power.
Oncethe students areintrigued by the plat, the teacher
revealsthat heistaking about Macbeth and startsthe
play. In this approach, throughout the reading of the
play, students are encouraged to paraphrase passages
they do not understand, and the teacher is encouraged
to purposefully search out puns and bawdinessin order
to increase students' interest. Students are also
encouraged to find climaxes and turning points
throughout the play, as well as recurring images and
motifsand to examinethese asaclass. Therefore some
teachers like to teach Shakespeare through the study
of hiscomplex themes. For example, King Lear maybe
initiated through the study of the theme of family
loyalties.

Literary analysisinvolvesreading the play asone
would any other piece of literature, and then analyzing
the literary elements and devices (characters, themes,
imagery, motif, structure, language, etc.) therein. The
biggest obstacle teachers and students dike encounter
when reading Shakespeare is his language. The archaic
qudity and complexity of hislanguage can be difficult,
positing a“language barrier” between the meaning of the
wordsand thereader. Thistendsto bearather obstructive
problem when it comes to teaching Shakespeare,
especialy to younger students. One of the best ways
to get studentstofeel that Shakespeareisworth reading
despitehisdifficult languageistoinsist that thelanguage
is related to contemporary language use.

| can still vividly remember the crushing boredom
of aflat reading by a student of the “Seven Ages of
Man” speech in the Merchant of Venice or Portia's
famouslinesin “The quality of Mercy isnot strained”
when it wasmerely read through. Glossaries, footnotes,
annotated texts and guides such as “No fear
Shakespeare” and “ Spark notes “ are often put to
dismal use by the inexperienced navigator in thetexts.
However a focus on the many idiomatic phrases
coined by Shakespeare, do make the language come
alive to the students as these select examples would
prove: “good riddanceto bad rubbish”, “ You' ve got to
be cruel to bekind,” “ Seen better days’, “ Salad days’,
“All the world's a stage”, “Quality of Mercy is not
strained”, “Such stuff as dreams are made of”, “ This
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is the short and long of wit”, “Brevity is the soul of
wit”, “Its Greek to me”, “A wild goose chase’, “If
music be the food of love play on”, “Et tu Brute”,
“Wherefore art thou Romeo”, Shakespeare came up
with so many phrases. “Loveishlind”, “Asgood luck
would have it”, “Green eyed jealously”, “Stand on
ceremony”, “The Queen’s English”, “Meat and drink
to me’, “Forever and a day”, “good riddance”, “fair
play”,“Pureasthedrivensnow”, “hightime’, “lielow”,
“To be or not to be”.

Teachers must help students understand more
complex languagebarriers, such asdifficult similesand
metaphors, unfamiliar allusions, and frequently
occurring rhetorical figures and to keep in mind that
discourse between speakersis subject to the interplay
of voices. For example, in A Midsummer Night's
Dream, following Helena' s declaration of her love for
Demetruis, Lysander pulls away from Hermia and
urges Demetruis to duel, saying, “Now she holds me
not;/Now follow, if thou dar’st, to try whose right,/Of
thine or mine, is most in Helena” These lines
demonstrate that Lysander does not care what
Helena's preferencesare, but simply who hasa“right”
to her, and they echo the manner of thinking that
dominates Athenian law in which the woman must
accept her father’s will in the choice of a husband .
Looking at Shakespeare' slanguage as communication,
hel ps studentsto focus on how words are being spoken,
how the characters are intending to speak them, and
why they are spoken, which, of course, also helps
students to understand the characters themselves.

Soliloguiesin Shakespeare always pose difficulties. A
good example is the play “Macbeth”

Lady Macbheth chillingly proclaims, “ Come, you spirits
That tend on mortal thoughts, unsex me here

Andfill me from the Crown to thetoetop full of direst
cruelty.

Make thick my blood, stop up the access and passage
to remorse,

That no compunctious visitings of nature
Shake my fell purpose, nor keep peace
Between the effect and it.............
Come to my woman's breast
And take my mil for gall, you murdr’ing ministers
Wherever in your sightless substances
You wait on nature's mischief.”

Macbeth’s solilogquy in Act I, after he has been
sufficiently goaded on to the act by hiswife.

“If the nation

Could trammel up the consequences and catch
With his surcease success, that but this blow
Might be the be all and the end-all here

But here, upon this bank and shoal of time,
We'd jump the life to come.”

These soliloquies need el aborate explanation and
amplification so as to bring out the richness of the
language and the wealth of dramatic meaning and
purpose.

The same is true so far as the use of classical
mythology and Biblical dlusionsisconcerned. In Much
Ado About Nothing, Benedick declares hisloathing of
Beatrice, saying, “1 would not marry her, were she
endowed with al that Adam had left him before he
transgressed. She would have made Hercules turned
spit, yea, and have cleft his club to make the fire too.
Come, talk not of her, you shal find her the infernal
Ate in good apparel. ...” An Indian teacher has to
labour to research to provide suitable understanding
of allusions such asthese. Latin and French quotations
need the same academic research for both the students
and the teachers.

Portia comments in A Merchant of Venice: “If |
livetobeasoldasSibylla, | will dieaschasteasDiana,
unless | be obtained by the manner of my father’s
will.” The Cumaean Sibyl of Roman myth lived a
thousand years. Diana was the Roman goddess of the
hunt and of chastity. A teacher would have to do
sufficient research in order to explain these words
effectively. Most studentsfind it difficult to internalize
the meanings conveyed by word and action in relation
to the historical settings depicted in the plays. Thisis
compounded by the fact that hardly any stage
production of a Shakespeare play takes place in our
environments to give them an idea about the actual
form of it and therefore some difficulties prevail..

The fact remains that it is our duty as English
teacherstoingtil in our students alove of Shakespeare
and, moreimportantly, with critical thinkingand literary
analysis skills, to understand human psychology as
presented in the larger than life Shakespearean
characters so that students may understand life's
complexities.
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The Varieties of the Language : The Spice of Shakespeare's Creativity

Ms. Sharmila Jajodia
Asst. Prof. in English, Ramniranjan Jhunjhunwala College, Ghatkopar, Mumbai.

Abstract: As variety adds spice to life, so does Shakespeare’s language to his creativity. He has used varied
linguistic and stylistic devices and contributed to the development of English language in such a way that he
has become ‘wordsmith’. As he has written for broad cross-section of society —from highly educated, well read
to the illiterate, from the sophisticated aristocrat to the lowest apprentice, the density of his expression is a
witness to the fact that Shakespeare has seen life more widely and wisely and he has penned down those
experiences on paper also equally widely and wisely. He has used varieties of language- emotive, referential,
legal, commercial, rhetorical, logical, technical etc. that adds life to his compositions whether it is dramatic or
poetic. The web of words, the cluster of images, the figurative language, theword play, the metre and pulse, the
shape and structure , the specific line endings not only make his language artistic but also humorous and witty.
His every speech / section of dialogue tells a story; has a beginning, middle and an end, and starts with a
headline. He has painted the various shades of life through his language and literature in such away that they
complement each other like body and soul/mind. Without language, no literatureis possible and without literature
no language can be developed.

In the light of following observations, this paper seeks to explore the varieties of language used in his literary
output which adds spice to his creativity with reference to selected literary compositions — The Merchant of

\enice, Hamlet, The Tempest, and A Midsummer Night's Dream.
Keywords: Creativity, Language, Literary, Output, Style, Variety.

Shakespeare, the well known personality in the
world of theatre, has used varieties of language because
language along with body language is the medium of
theatre. He has used varied linguistic and stylistic
devicesand contributed to the devel opment of English
language in such a way that he has become
‘wordsmith’. No other writer / writing has given so
many household words than Shakespeare except The
Authorised Version of the Bible. The various reasons
are—in 16th century, around 72% men and 92% women
couldn’t write their own name. So he has written his
plays not for readers but theatre goers which include
broad cross-section of society —from highly educated,
well read to the illiterate, from the sophisticated
aristocrat to the lowest apprentice, who can take in
the language with body language of character played.
There were no standardized, codified or forma rules
for spelling and grammar. This gave him freedom to
borrow words from ancient and foreign languages
such as- Greek, Latin, Italian, Spanish, Dutch, etc. and
to coin new wordsand phrases, for example—*method
in hismadness', ‘ give the devil hisdue’' and ‘the milk
of human kindness' and many more. Thereisablend
of blank and rhymed verse, prose, song, music, puns,
alusions and quibbles in Shakespearean plays. The
varieties of language has been used on page and stage
- emotive, referential, legal, commercial, rhetorical,
logical, technical etc., that addslifeto hiscompositions

whether it is poetic or dramatic.

He has employed verse especially the blank
verse, iambic pentameter and modul ations which adds
music, richness and beauty to language. He has also
introduced blank decasyllables, weak and inverted
stresses as well as extra syllables. He uses the weak
stress at the end of the line with increasing
irregularity to let the sense of the rhythm “run on”
fromlinetoline. For example, Hamlet's adviceto his
mother soon after he has seen his father’s ghost for
the second time that she should be sorry for marrying
Claudius and so avoid the vengeance that is coming.

x [/ | x [lIx] | x [ [ x [/

Hamlet: Repent/ what's past, / // avoid / what is/
to come.

[ x| x [ x [ ] x
Ghost: | am/ thy father’'s/ spirit.

Similarly, prosaic language has been used by
Shakespeare to lower the dramatic pitch, to mark the
end of a particular event, to break the pattern of a
scene or to signal the beginning of adramatic moment
simultaneoudly to create a different impact, to convey
the impression of people talking together in tragic or
poetic mood as emotions like bitterness and hatred,
irony, wit, abruptness of thought or feeling find amore
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natural rhythm in prose. He has used prose though for
comic characters too like the clowns of his comedies
such as Touchstone never speaks in rhyme in As You
Like It; for characters from humble background for
e.g., gravedigger’s scene in Hamlet; and to depict
mental imbalance- Hamlet's pretence of insanity and
Ophelia's actual insanity in Hamlet. In Richard |1 ,
no prose was used even in the comic scene of
gardenerswhichisquitesimilar to gravedigger’s scene
in Hamlet however his use of prose increased as the
nature of his plays grew more varied and complex.

In Hamlet, he has created individual idioms for
major and minor characters both to differentiate their
courtly language asfar aselevated and inflated diction
was concerned. Claudius has been shown in command
of thelanguage of aking in hisopening lines“Though
yet of Hamlet our dear brother’'s death . . .
remembrance of ourselves.” (I.ii.1-7) while
contradicting it to senile  pompousness of Polonius
“My liege, and madam . . . why day isday, night night
,andtimeistime. .. butlet that go.” (ll.ii. 86-95) , to
the servilemimicry of Osric “Sir, here ... Laertes, ...
an absolute gentleman, ... card or calendar of gentry ...
a gentleman would see.” (V.ii.106-11) and Hamlet's
bitter parody of courtly style and widerange of diction
inhissoliloguies- “O, what arogue and pleasant dave
am!” (11.ii.550) Hamlet also resortsto the most vulgar
language, calling himself ‘ pigeon-liver’d’ and ‘an ass
(11.ii.557, 582), and comparing himself to a ‘whore’
and ‘avery drab / A stallion’ (11.ii.585-7; ‘scullion’ in
the folio reading). This movement is an example of
what Erich Auerbach characterized in his Mimesis as
themixed stylein Shakespeare: ‘the el ement of physical
creature, that of lowly everyday objects, and that of
mixture of classes involving person of high rank and
low rank’ (313). Auerbach viewed this style as
particular characteristics of Hamlet’s speech: Hejumps
from the obscene to the lyrica or the sublime, from
the ironically incongruous to dark and profound
meditation’ (316).

He has used successfully abundant puns and
quibbles in Hamlet as accessories to the action of the
play, i.e., to mask hishostility towards Claudiusand to
afford him a safety valve for his bitterness at his
mother’sguilt, for example, “ That wefind out the cause
of this effect, / Or rather say, the cause of this defect,
for this effect defective comes by cause.” (2.2,101-3).
Theword ‘effect’ isreplaced by ‘defect’ in the second
lineand ultimately the phrase ‘ effect defective’ occurs

to stress the meaning of the word.

Shakespeare has used apposition, juxtapositionin
just six monosyllabic words “to be or not to be’ to
disclose the dilemmaof Hamlet and later on hewrites:
“to die, to Sleep”.

The playwright has shown his mastery of the
dramatic aswell aspoetic languagein “A Midsummer
Night's Dream” through careful choice of words, puns
and allusions to suggest the detail and beauty of the
natural world. The language which Hermia and
Lysander, Helena and Demetrius exchange is lyrical
and belongs to the sonnet tradition of the Elizabethan
era and is a complete contrast to the rustic prose of
Bottom and his friends. Lysander speaks of Phoebe,
themoon, ‘ Decking with liquid pearl thebladed grass’,
Hermiaof ‘faint primrose beds' and Titania of violent
nature‘thewhistlingwind' ‘ contagiousfogs and‘ every
pelting river’; use of words like ‘spiced Indian air’,
‘sweet musk roses’, drooping fog', ‘this cold bed’ a
wonderful way of evoking images, colour and scent to
stimulate the senses. Shakespeare has used similes to
create striking images at places such as, when Helena
saysthat sheand Hermiawere'‘liketwo artificial gods
and ‘like to a double cherry’ and Demetrius ‘like a
jewel’; Oberon says he was ‘like a forester’ and so
on. The characters also employ the unusual verse
form in love juice squeezing scene and Puck even
reduces it to monometer.

x x [
[x x [ | [ x[] x[][x x]

eg., “Ontheground/ Sleep sound/ I'll apply /
to your eye, / gentle lover, remedy” (1V.i.458- 462)

/| x x|/

Titania chooses the most eloquent and moving
instance of the ivy/ tree metaphor to express her
satisfaction in her embrace of ass-headed Bottom:
“Sleep thou, and | will wind theeinmy arms. .. . So
doth the woodbine the sweet honeysuckle/ Gently
entwist; the female ivy so / enrings the barky fingers
of the elm. (1V.i.37- 42) Puck at the close of the play
saysthat “ And Robin shall restore amends,” (V.i.429)
and thus places the power of resolution in the hands
(claws or hooves) of unearthly forces. It has been said
that Shakespeare never wrote better poetry than in
this play. The poetry here is functiona in furthering
the action of the play.

The language of The Merchant of Venice is very
different from that of hisother comedieswritten during
that period. Asthe play’s major action depends on the
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losses at sea, the most striking literary effect comes
from the language connected with the sea and from
the opening scene, imagery is employed for this
purpose. “Your mind is tossing on the ocean.” (1.i.8)
says Salarino to Antonio. Gratiano too goes back to
the perilsand uncertainty of seatrafficking to redefine
the danger that awaits Antonio: “ The scarfed bark ...
/ Hugg' d and embraced by the strumpet wind!/ ... With
over-weather’d ribs, and ragged sails,/ Lean, rent, and
beggar’d by the strumpet wind!” (11.vi.14-20) and
creates luxurious images.

Shakespeare' s every speech / section of dialogue
tells a story; has a beginning, middle and an end, and
startswith aheadlineisauthenticated by Portia’ smercy
speech as alawyer in The Merchant of Venice. “The
quality of mercy isnot strain'd, . . .it istwice blest;. .
.must need give sentence’ gainst the merchant there.”
(IV.i.180-200). Here each phrase has its counterpart,
and each sentence is balanced so that the argument is
constructed with aformal and classical strength. The
control of languageisagain emphasized by the number
of speeches which have the formal arrangement of an
oration. Shylock’s defence of the Jewish people “If a
Jew wrong a Christian, what is his humility? Revenge
...instruction. (111.i.52-56) is strengthened not through
imagery or imaginative language but through simple
and direct statements so arranged and repeated that
they obtain an effect of profound emotiona power.
Shakespeare has used comparison and parallels when
he begins the play on Antonio’s note of weariness“In
sooth, | know not why | am so sad / it wearies me;”
(1.i.1-2) and later on the same note introduces Portia
in the first scene between Portia and Nerissa through
witty dialogues and expressions.

Portiac By my troth, Nerissa, my little body is aweary
of this great world.

Nerissa: You would be, sweet madam, if your miseries
were in the same abundance as your good fortunes
are; . .. Superfluity comes sooner by white hairs, but
competency liveslonger.

Portiaz Good sentences, and well pronounced.
Nerissa: They would be better if well followed. (1.i.1-10)

The expressions ‘little body’, ‘great world’ are
usedinjuxtapositiontotell theill healthinasingleline
which is followed by well argued long reply of her
waiting woman.

Through Gratiano, Shakespeare has shown his
licence of wit. His superlative play of words when

Gratianotells Shylock “ Not on thy sole, but on thy soul,
harsh Jew, / Thou makest thy knife keen;” (IV.i.123-
124) is exquisite and provides enormous comic relief.
Launcelat, the fool, with his puns, quibbles, gross
ignorant errors of pronunciation and vocabulary, his
simplicity and naiveté provokeslaughter, for e.g., “my
young master doth expect your reproach” and Jessica
names him “amerry devil”.

According to A. R. Humphreys, Shylock’s
“repetition of “Let him look to hisbond” (111.i.37) go
off like successive gunshots. The very question with
which originally Shylock countered Bassanio’s
suspicions -‘What good would the forfeiture of
Antonio’s flesh do him? - is now answered in aflash
of ferocity likethis: “To bait fish withal. If it will feed
nothing else, it will feed my revenge”. (111.i.42-43)

“Poets are the unacknowledged legidators of the
world,” writes Percy Bysshe Shelley in A Defence of
Poetry.
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Tragedy of Shakespeare's Richard |11

Ms. Anum Khalfay
M.A Student, University of Mumbai

Abstract : Shakespeare'sRichard Il isa history play that narrates the “ Historical Elements’ of King Richard and
hislife, hisdownfall asaking and the rise of King Henry 1V. Shakespeare in this play portrays anew perspective
of aking.Generally when wetalk of aking, aking isexpected to be strong, shrewd, manipulative but Richard here
is busy with himself, his throne, crown and he likes to analyse situations rather than acting upon it or paying
attention to subjects needs. Richards main problem that is responsible for his downfall is his negligence, on

the other hand the antagonist Henry IV is a complete opposite of Richard and this entire play is atragedy of the

kingship of the King Richard and his downfall.

Keywords: Hamartia, History play, Tragedy, Weaknesses of aking, Rise of Henry I V.

Shakespearean tragedy is the designation given
to most tragedies written by playwright William
Shakespeare. Many of his history plays share the
qualifiersof a Shakespearean tragedy but becausethey
are based on real figures throughout the history of
England, they wereclassified as“ histories’ intheFirst
Folio. The Roman tragedies such as Julius Caesar,
Anthony and Cleopatra and Coriolanus are also
based on historical figures, but because their sources
stories were foreign and ancient they are almost
aways classified as tragedies rather than histories.
Shakespeare’s romances (tragicomic plays) were
written late in his career and published originaly as
either tragedy or comedy. They share some elements
of tragedy featuring a high status central character
but end happily like Shakespearean comedies. Several
hundred years after Shakespeare's death, scholar F.S
Boas also coined a 5th category, the “problem play”
for playsthat don't fit exactly into asingle classification
because of their subject matter, setting or ending. The
classifications of certain Shakespeare's play are till
debated among scholars.

King Richard Il is a history play by William
Shakespeare believed to have been written in
approximately 1595. It is based on the life of King
Richard Il of England (ruled 1377-1399) and in the
first part of the tetralogy, referred to by some scholars
as the Henriad, followed by three plays concerning
Richard's successors: Henry IV, Part 1; Henry 1V
Part 2 and Henry V.

The play isdivided into 5 Acts and it's structure
is as formal as it's language. It has a double
complimentary plot describing the fall of Richard Il
and the rise of Bolingbroke later known as Henry V.
The normal structure of Shakespearean tragedy is

modified to portray a central political theme: Therise
of Bolingbroke to the throne and the conflict between
Richard and Bolingbroke over the kingship. In Acts
IV and V, Shakespeare included incidents irrelevant
to the fate of Richard, which are later resolved in the
future plays of the Richard |1, Henry V tetralogy.

Richard’s beliefs about the Divine right of kings
aremorein line with the medieval view of the throne.
Bolingbroke represents a more modern view of the
throne, arguing that not only bloodline but alsointellect
and political savvy contributeto the makings of agood
king. Richard believes that as aking heis chosen and
guided by God, that heisnot subject to human frailty
and that the English people are his to do with as he
pleases.Eliot argues that this notion of his role as a
king ultimately leadsto Richard'sfailure.

Shakespeare uses lengthy verses, metaphors,
similes and soliloquies to reflect “ Richard's character
as a man who likes to analyse situations”, this
statement has a double meaning because on one hand
hisability to analyse situations, canbe consideredina
positive sense but on the other hand analysing too much
on situations and does not acting upon it isadrawback
of a person’s character. Richard mostly speaks in
troops, using analogies such as the sun as asymbol of
hiskingly status, hiscrown servesasasymbol of Royal
power and is more concerned to him than his subjects
actual kingly duties.

Shakespeare’ srepresentation of Richardishardly
aflattering portrait. Throughout the course of the play,
Richard sows the seeds of his own downfall, his
indeciveness ultimately weaknesses asaking is at the
heart of the plot. Bolingbroke represents the foil that
derives the action.
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The term Hamartia derives from the Greek
hamartanein, which means, “ to miss a mark” or “to
err”. It is most often associated with Greek tragedy,
athoughitisalso usedin Christian theology. Harmatia
as it pertains to dramatic literature was first used by
Aristotle in his poetics. In tragedy Hamartia is
commonly understood to refer to the protagonistserror
or flaw that leadsin areversal from their good fortune
to bad. What qualifies asthe error or flaw can include
an error resulting from ignorance, an error resulting,
or aflaw in character.

For aliterary work to be addressed as Hamartia,
itinvolvescharactersof high rank, prestige, or of good
fortune.King Richard can be analysed as atragic hero,
who has features of Hamartia , eg: he makes certain
errorsduring thereign of hiskingship. One of themajor
features of Hamartia is ignorance or an error in
judgement when Bolingbroke blames Thomas
Mowbray for squandering money and murdering his
uncle Duke of Gloucester. King Richard decides to
have a trial between Bolingbroke and Mowbray that
will decide who is innocent and who is guilty. But as
the tria begins he off handedly takes a decision and
announces to stop it and also without any
predetermined thought he banishes Mowbray
permanently and Henry Bolingbroke initially for 10
yearslater usesit to 6 yearsthiserror isthefirst in the
series of mistakes that leads to his downfall.

The second would be when Richard is blamed
for the death of Gloucester he handles the situation
high handedly and offers no coherent explanation for
his reasoning. Richard's central error is that he lacks
the wickedness to understand the consequences that
hewill haveto faceto ignorance or wrong judgements.

Although the first Folio (1623) edition of
Shakespeare's works lists the play as a history play,
theearlier Quarto edition of (1597) callsit “ The Tragedy
of King Richard, the second.”

Theplay spansonly thelast two yearsof Richard’'s
life from (1398) to (1400). The first Act begins with
King Richard sitting on his throne (the throne
symbolises power), having been requested to settle a
dispute between Thomas Mowbray and Richard's
cousin, Henry Bolingbroke, later Henry 1V.

Bolingbroke's accusation towards Mowray is
analysed inthefollowing lines:

“First, heaven be the record to my speech!

In devotion of asubject’slove,

Tendering the precious safety of my prince,
And free from other misbegotten hate,
Come | appellant to this princely presence.
Now, Thomas Mowbray, do | turn to thee,
And free from other misbegotten hate,

Come | appellant to this princely presence.
Now Thomas Mowbray, do | turn thee,

And mark my greeting well; for what | speak
My body shall make good upon this earth,

Or my divine soul answer it in heaven.

Thou art a traitor and a miscreant,

Too good to be so and too bad to live,

Since the more fair and crystal is the sky,
The uglier seem the cloudsthat in it fly.

Once more, the more to aggravate the note,
With afoul traitor’s name stuff | thy throat;
And wish, so please my sovereign, ere | move,

What my tongue speaks my right drawn sword may
prove.” (Bolingbroke- | i 33 Verse, Richard Il)

who hasaccused M owbray of squandering money
given to him by Richard for the King's soldiers and of
murdering his uncle, the Duke of Gloucester.

Mowray’s response after hearing the accusations
made by Bolingbroke:
“Let not my cold words here accuse my zedl:
“Tis not the trial of awoman’'s war,
The bitter clamour of two eager tongues,
Can arbitrate this cause betwixt us twain;
The blood is hot that must be cool’d for this:
Yet can | not of such tame patience boast
Asto be hush’d and nought at all to say:
First, the fair reverence of your highness curbs me
From giving reins and spurs to my free speech;
Which else would post until it had return’d
These terms of treason doubled down his throat.
Setting aside hishigh blood’sroyalty,
And let him be no kinsman to my liege,
| do defy him, and | spit at him;
Call him aslanderous coward and avillain:
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Which to maintain | would alow him odds,
And meet him, were | tied to run afoot
Even to the frozen ridges of the Alps,

Or any other ground inhabitable,

Where ever Englishman durst set his foot.
Mean time | et this defend my loyalty,

By al my hopes, most falsely doth helie.” (Mowbray-
I i 50 Verse Richard I1)

Infact the interesting part is thet Bolingbroke's
father John of Gaunt, 1st Duke of Lancaster believes
that it was Richard himself who was responsible for
his brother’s murder, (Duke of Gloucester) After
several attempts to calm both men, Richard is
determined that the matter be resolved by method of
trial by battle between Bolingbroke and Mowbray,
despite the abjections of Gaunt.

The tournament sceneis very formal with avery
formal with along, ceremonia introduction but asthe
combatants are about to fight,Richard interrupts and
sentences both to banishment from England.
Bolingbroke in originally sentenced to ten years
banishment, but Richard abruptly changesittosix years,
while Mawbray is banished permanent. The Kings
decision can be seen asthefirst in aseries of mistakes
leading eventually to his overthrow and death. This
error highlights many of hischaracter flawsdisplaying
indecisiveness (both whether to alow the duel to go
ahead and interms of how long to exile Bolingbroke
for) Richard waits until the last possible moment to
cancel the duel, and arbitrariness (there is no apparent
reason why Bolingbroke should be allowed to return
and not Mawbray) Inaddition, thedecisionfailsto dispel
the suspicions surrounding Richard’s involvement in
thedeath of the Duke of Gloucester- infact, by handling
the situation so high handedly and offering no coherent
explanation of his reasoning, Richard manages to
appear more guilty. Mowbray predicts that the king
will sooner or later fall at the hands of Bolingbroke.

John of Gaunt dies and Richard |1 seizes
al of his land money. This angers the nobility, who
accuse Richard of wasting England’s money, of taking
Gauntsmoney (rightly belonging to hisson Bolingbroke)
to fund war Ireland, of taxing the commoners and of
fining and of fining the Noblesfor crimes committed
by their ancestors. They then help Bolingbroketo return
secretly to England, with a plan to overthrow Richard
I1, subjects like Bushy, Bagot, Green and the Duke of

Aumerle (son of the Duke of York) cousin of both
Richard and Bolingbroke however continueto remain
faithful to theking Richard. When king Richard leaves
to attend the war in Ireland, Bolingbroke seizes the
opportunity to assemblean army and invadesthe north
coast of England. Executing both Bushy and Green,
he wins over the Duke of York whom Richard has | eft
in charge of his Government in his absence.

Upon Richard's return, Bolingbroke not only
reclaims his lands but lays claim to the very throne.
When Richard getsto know this he expresses his grief
when he says:

“What must the king do now? must he submit?
Theking shall do it:must he be deposed?

The king shall be contented: must he lose

The name of King? O’ God's name, let it go:

I'll give my jewelsfor a set of beads,

My gorgeous palace for a hermitage,

My gay apparel for an dmsman’s gown,

My figured goblets for adish of wood,

My sceptre for a palmer’s walking staff,

My subjects for a pair of carved saints

And my large Kingdom for alittle grave,

A littlelittle grave, an obscure grave;

Or Il be buried in the King's highway,

Some way of common trade, where subjects’ feet
May hourly trampleon their sovereign’s head;

For On my heart they thread now whilst | live;
And buried once, why tread now whilst | live;
And buried once, why not upon my head?
Aumerle, thou weep'st, my tender-hearted cousin!
We'll make foul weather with despised tears;

Our sighs and they shall lodge the summer corn,
And make a dearth in this revolting land.

Or shall we play the wantons with our woes,

And make some pretty match with shedding tears?
Asthus, to drop them still upon one place,

Till they have fretted us a pair of graves

Within the earth;and, therein laid, therelies

Two kinsmen digg’ d their graves with weeping eyes.
Would not thisill dowell?Well, well, | see

| talk but idly, and you laugh at me.
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Most mighty prince, my Lord Northumberland,

What says king Bolingbroke? Will his majesty

Give Richard leaveto livetill Richard die?

You make a leg, and Bolingbroke says ay. “(King
Richard- 111 iii 149 Verse Richard I1)

Crowning himself King Henry IV, hehasRichard
taken prisoner to the castle Pomfret. Aumerle and the
others plan arebellion against the new king, but York

discovers his sons treashery and reveals it to Henry,
who spares Aumerle as a result of the intersession of
the duchess of York while executing the other
conspirators. After interpreting king Henry’s” “living
fear” as a reference to the still, living Richard, an
ambitious nobleman “ Exton” goes to the prison and
murders him king Henry repudiates the murderer and
vows to undertake a journey to Jerusalem to clean
himself of his part in Richard's death.
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Four Centuriesand Counting : Situating Shakespear e, the Actor
and theAuthor AcrossCultures

Mr. Shubham Singh
Research Scholar, Department of English and Modern European Languages, University of Lucknow

Abstract : Almost unanimously regarded as the greatest literary personaal over the globe, William Shakespeare
isat once, adramatist, agenre, an institution and adiscipline. There may hardly be anyoneinthefield of literature
or even someone with alittle education, who would not be familiar with some or the other aspects of hiswork. Over
the four centuries that have passed since his death, Shakespeareis not only read and studied, but lived, criticized,
experienced and enjoyed. To some he comes across as aguide and to some amere means of pastime. But to all, his
prolific output leaves a message that has to be remembered and practiced. Shakespeare was not just an author of
severa engaging plays or sonnets. Shakespeare, in fact, was in essence, an actor. He even acted in several plays
of hisown writing and his presence is perceptible in the humble markings of the characters he chose to play on
stage. What is more, the authorship of several of his works has been historically disputed. Four hundred years
later, we have witnessed several representations and allusionsto the pre-eminent dramaturgein literature, cinema,
television and several other forms of cultural interactions. This paper has a two-fold objective of assessing
Shakespeare as the author of his plays, examining the question of ‘disputed authorship’, and as the actor in the
plays he wrote by examining how the actor behind his multifaceted personality is still sometimes seen in some

select performances of his plays across different cultures, including the Indian context.
Key words: actor, disputed authorship, representations, performance across cultures, Indian context

Almost unanimously regarded as the greatest
literary personaall over the globe, William Shakespeare
is a once, a dramatist, a genre, an institution and a
discipline. There may hardly be anyonein the field of
literature or even someone with alittle education, who
would not be familiar with some or the other aspects
of hiswork. Over the four centuries that have passed
since his death, Shakespeare is not only read and
studied, but lived, criticized, experienced and enjoyed.
To some he comes across as a guide and to some a
mere means of pastime. But to all, his prolific output
leaves a message that has to be remembered and
practiced. Shakespeare was not just an author of
several engaging plays or sonnets. Shakespeare, in
fact, wasin essence, an actor. He even acted in several
playsof hisown writing and hispresenceisperceptible
in the humble markings of the characters he chose to
play on stage. What is more, the authorship of severa
of his works has been historically disputed. Four
hundred years later, we have witnessed several
representations and allusions to the pre-eminent
dramaturgein literature, cinema, television and several
other forms of cultural interactions. This paper has a
two-fold objective of assessing Shakespeare as the
author of hisplays, examining the question of ‘ disputed
authorship’, and as the actor in the plays he wrote by
examining how the actor behind his multifaceted
personality is still sometimes seen in some select
performances of his plays across different cultures,
including the Indian context.

Commenting with regard to acting asaprofession
in her book, Shakespeare the Actor and the Purposes
of Playing, Meredith Anne Skura acutely observes:

One fundamental assumption shared by actors,
theatre people, theoreticians, and psychologistsis that
there are two aspects to acting, athough these are not
always separated. Thefirstismimesisor role-playing;
the second is performance, establishing areal relation
toanaudience... Theatreawaysinvolvesboth mimesis
and performance, though at different times various
theatres have veered towards one or the other of these
poles. (9)

In the current century the thrust on performance
has been paramount and mimesis as a way of acting
has taken a back seat. In the Elizabethan era, acting
on stage was not a dignified profession as it is today
and the element of performance was not so finely
stressed. It may be hard for the current generation to
believe that stage and theatre actors of the day were
considered outcasts by the general public and they
were far from the status of nobility. In spite of these
hardships there were a pretty large number of young
boys and men who were ceaselesdy engaged in the
profession and were used to travelling across the
country in groups and perform. By the time of
Shakespeare's death, England had become home to
severa permanent and well-furnished theatres, most-
notably ‘ The Globe' theatre. But the general outlook
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towards theatre actors continued to be derogatory.
What ismore, acting as aprofession, was only opento
boys and men. Women were not allowed to perform
in theatres in England until 1660. In productions of
Shakespeare's plays, men used to play the parts of
women. Young boys used to learn acting under the
apprenticeship of some of the senior actorsin an acting
company.

If acting wasregarded as such alowly profession
during the Elizabethan times, then the pivotal question
that perturbs the conscious mind is that why would
Shakespeare want to choose it as a means of
livelihood? Why would he choose to degrade himsel f
when even the law was severely biased against theatre
actors and captivated them on something as silly as
merely wandering as vagabonds on the streets of
London? Whatever be his motivation, but, William
Shakespeare did not follow the customary route to the
profession of acting or writing in any real sense. He
was not born into nobility, and did not continue to
receive a formal education. He did not even take up
apprenticeship under any senior artist. Shakespeare
seemsto have entered the professional scene of London
dueto therich and influential sponsors of theatre such
as Earl of Sussex, who used to obtain the permission
of the royal family to stage shows in the city for the
sake of pastime. Shakespeare is hot known to have
played leading rolesin the productions of hisplaysbut
he had performed somecrucial characters, even before
the Queen. Some of the renowned theatre artists of
theagewere Richard Burbage, Edward Alleyn, Robert
Armin, William Kemp and Nathan Field. But,
Shakespeare has been known to have played those
characters which deliberated perks of wisdom to the
other central characters of the plays and sometimes
gave an atogether critical jolt to the action of the play.

During the time he spent making a career as
aplaywright aswell as an actor on stage, Shakespeare
is known to have performed a variety of distinct
characters from his numerous plays. When Earl of
Southampton became hispatronin 1593, Shakespeare's
entry into the world of theatre was consolidated like
never before. After the closing of the theatres, he
returned to actingin 1594 with the Lord Chamberlain's
Men, formally known as Lord Strange’s Men.
According to the manuscript of the treasurer of the
royal chamber inthe public records office, Shakespeare
had performed with the Chamberlain’s Men before
Elizabeth |1 on severa occasions. This is evinced in

their account as quoted in The Complete Dramatic
and Poetical Works of William Shakespeare by John
S. Hart:

To William Kempe, William Shakespeare, and
Richard Burbage, servants to the Lord Chamberlain,
upon the council’s warrant, dated at Whitehall 15
March, 1594, for two several comedies or interludes
showed by them before her Majesty in Christmastime
last past, namely upon St. Stephen’sday and Innocent’s
day, £13 6s 8d, and by way of her Mgjesty’s reward,
£6 13s4d, in al £20.(xxvi)

Not only did he receive ten pounds for his
performancewith the above-mentioned group of actors
but Shakespeare aso wrote widely-performed plays
such as Romeo and Juliet, and Richard Il during his
time spent with the Chamberlain’'s Men. A. L. Rowse
makes a penetrating observation in Shakespeare the
Man: Revised edition that Bentley believed
Shakespeare to have been a dedicated professional,
“more completely and more continuously involved in
theatres and acting companies than any other
Elizabethan dramatist”. (112) Bentley rightly assessed
in his Shakespeare and His Theatre that Shakespeare
is

'the only one known who not only wrote
playsfor hiscompany, acted in the plays,
and shared the profits, but who was al'so
one of the housekeepers who owned the
building. For seventeen years he was one
of the owners of the Globe theatre and
for eight years he was one of the
housekeepers of the company’s second
theatre, the Blackfriars, as well. (66)'

There remains little doubt as to the fact that
although Shakespeare's genius lay in dramaturgy and
play-writing, he was in essence an actor and was
accustomed to performingin playsfor earning aliving.

Scholars generally agree that Shakespeare has
played a wide variety of characters in the select
performances of his own plays. Shakespeare might
have also played thetitlerolein Edward | (aplay by
Edward Pecle) in 1593. Apart from this he is quite
famous for having played crucia parts such as that of
King Duncan in Macbeth, Fool in King Lear, King
Henry in Henry 1V, the ghost of Hamlet's father in
Hamlet, Fool in Julius Caesar, lago in Othello, among
others. NicholasRowe, Shakespeare' sfirst biographer,
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makes a significant argument that Shakespeare’s role
as “the Ghost in his own Hamlet” was “the top of his
performance.” Out of these roles, the most crucial
ones in literature have quite reasonably been that of
the ghost in Hamlet and the fool in King Lear. The
ghost in Hamlet, was a very sagacious choice to play
as an actor because he is the voice of reason in the
play and hisisthe only character that leadsto activation
of Lear’s self-realization. The fool, though a fool by
name, is perhaps the only sane character in the play
that not only supports the feeble king after his
banishment but also catapults the action of the play in
the definite direction. The Fool is able to operate as
Lear’'s mora and spiritual alter- ego, questioning his
actions and probing into the nature of what might be
or what should be without reproach since he is
authorized to do so. His is the voice of truth and
recognition and since he does not leave the king in
times of hardship, this suggeststhe playwright’sintent
to show that truth and morality never evade theking's
life, even though they seem to be overshadowed
sometimes. While Lear does not admit that he made
amistake in judging Cordeliatoo harshly, it becomes
clear that Shakespeare has designed the Fool’'s
character as a marker of wisdom in a world that is
lackingit. When the Fool speaks of how Lear should
act, it is a reminder of how there can be a means to
achieve wisdom and sanity in a world that does not
immediately embraceit:

Have more than thou showest, Speak less than
thou knowest, Lend less than thou owest, Ride more
than thou goest, Learn more than thou trowest, Set
lessthan thou throwest; L eavethy drink and thy whore,
And keep in-a-door, And thou shall have more
Than two tens to a score. (71)

Thusplaying the character of thefool, Shakespeare
suggests that dignity and moral character are the only
two qualities of any real worth in this world and the
material grandeur, privilege, flattery and power towhich
L ear was accustomed to, are mere delusionary forces.

The ghost of Hamlet’'s father, late King of
Denmark, is the character who appears on stage just
a couple of times but at the very onset of the play
shows his mute presence and sets the gothic, chilling
environment of the scene which suggests that wicked
and dark things are in store for the viewers.
Shakespeare's choice of playing this character is aso
very apt because it is this very character that reveals

thetreachery of Claudius, Hamlet’suncleto hisbrother
and that he has murdered him:

Ghost: | find thee apt;

And duller shouldst thou be than the fat weed

That roots itself in ease on Lethe wharf,

Wouldst thou not stir in this. Now, Hamlet, hear:
"Tisgiven out that, deeping in my orchard,

A serpent stung me; so the whole ear of Denmark
Is by aforged process of my death

Rankly abused: but know, thou noble youth,

The serpent that did sting thy father’'slife

Now wears his crown. (60)

Thisisthe character that quite terrifyingly kick-
starts the central action of the play in which his son
falters severa times on account of hisindecision. By
playing such a significant role Shakespeare performs
adouble function. Firstly, he gives a clear description
of the background of the tragedy and why whatever
happensis destined. Secondly, by chastising Hamlet's
indecisive and doubtful temperament through the
ghost’s character which ultimately leads to his doom,
Shakespeare seems to suggest a crucial fault in the
protagonist’s character as way of reminder to the
audiencesthat too much thinking and waiting can lead
to unexpected and at times, undesired results.

The Shakespeare authorship question has been
approached by legions of researchersin disparateways
and the resultant debate has been intriguing, as well
as, confounding. Traditionally, the literary scholars
attributed the plays written by Shakespeare to the
person of William Shakespeare of Stratford-upon-
Avon. But, in the nineteenth century, for thefirst time,
Shakespeare's authorship was called into question.
Jonathan Batein hismuch acclaimed work, The Genius
of Shakespeare, remarks, “No one in Shakespeare's
lifetime or the first two hundred years after his death
expressed the dlightest doubt about his authorship.”
William Hastings in “ Shakspere Was Shakespeare”,
too, advancesthe sameideaclaiming “...no suspicions
regarding Shakespeare's authorship (except for afew
mainly humorous comments) were expressed until the
middle of the nineteenth century”. Shakespeare had
already received the veneration of being the greatest
dramaturge of all time when this contention regarding
the authorship of the works attributed to him first
emerged. His particularly undistinguished origins and

70 Revisiting Shakespeare 400 Years After - 13" and 14" Jan. 2017



thevacillating theoriesabout hislife seemed antithetical
to the sublime stature he had achieved as a dramatist
of reputed genius. A vast body of literary research has
since emerged which triesto attribute the playsbelieved
to be written by William Shakespeare of Stratford-
upon-Avon to no less than eighty six potential
candidates, each in some way or another.

Most popular plausible candidates among them
are Sir Francis Bacon, Edward de Vere, 17th Earl of
Oxford and Christopher Marlowe. Supporters of these
candidates claim that Shakespeare lacked formal
university education and thefine aristocratic sensibility
whichismanifestedin hisplaysin profusion. Theauthor
of these works displays quite a captivating familiarity
with the royal court which would not be possible for
the humble Shakespeare. The scholars in favour of
the traditional view hold that documentary evidence
supports Shakespeare as the author of the plays
attributed to him and that it's unsound to rely on
biographical speculations to claim that someone else
might have been the rea author. Much of what we
know about Shakespeare rests on speculation and so,
over time, a narrow group of scholars- mostly the
Oxfordians- has attempted to refute hisidentity asthe
author of the plays associated with him. They make
speciousclaimsciting hislack of auniversity education
asaprime reason why he could not have written these
plays. Research scholars have also dedicated a
substantial amount of time to discover reasons behind
Shakespeare’s relevance to the audiences and the
readers of the present. But the established belief and
practice, at least with regard to his magjor plays has
been that Shakespeare has authored them including
the raw materia he received through the perusa of
different sources.

Shakespeare’s works have been adapted,
reproduced, and trandlated across different culturesin
multifarious ways. Severa writers have brought out
different versions of the same tales and some have
even attempted to tell the story from the point of view
of aminor character in the play or from the point of
view of a character other than the protagonist. In the
Indian context, Shakespeare has been the subject of a
vast number of dramatizations and adaptations which
involve a shifting of the setting to the contemporary
Indian environment with its own native monarchs and
kingdoms. The change of names of the characters,
along with certain modifications in the story in
accordance with the local parameter, has been an

accepted trend. In India, the study of Shakespeare's
works was imposed through colonialism but the
performance of his plays and their subsequent
Indianization isbasically apart of along history of the
engagement of the cultures of the West and the East.
By the twentieth century, Shakespeare had been
trandated, adapted, and assimilated into many Indian
languages, and writersand performancesin the general
Indian cultural landscapewere contributing to sustaining
his presence. These writers included well-known
names such as Rabindrananth Tagore, Jaishankar
Prasad, Harivanshrai Bachchan, Venkateshesalyengar
among others. The expansion of the ideas related to
globalization and culture studies has served to widen
the scope of studies of Shakespeare’ sworksfrom fresh
perspectives.

Thelndian popular cinema has al so responded to
the mass appea of Shakespeare's works by coming
up with the production of such classics as Vishal
Bhardwagj’'s Magbool and Omkara which are said to
have been adapted from Shakespeare’s Macbeth and
Othellorespectively. A very recent and quite successful
production has been Haider, purported to be an Indian
adaptation of Hamlet. All these films have created
strong waves among the contemporary Indian society
but what isfascinating isthat they have a so refashioned
some of the aspects of these plays keeping the regional
standards in mind. Be it Haider, moulded amidst the
scene of the insurgency of Kashmir or Magbool with
Mumbai underworld as its backdrop or even Omkara
with a “bahubali” (a poltical enforcer), committing
crimes for those in power, the Indian colour is
unmistaken and duly notedin al of them. Thetraditional
characteristics of the Indian soil have been beautifully
blended with the original texts in order to preserve a
certain level of authenticity and also to give a more
full cross-cultura definition. When “al the world's a
stage” to the bard, Indian cinema has proven to be no
exception.

Therefore, it would be no hyperbole to say that
Shakespeare is not just a dramatist of world-renown
but, the vast amount of such densely crafted works
have rendered him a discipline in himself. We can
amost declare his works to be a separate genre in
themselves and Shakespeare as the ingtitution which
brings to us all the pleasures, aspirations, turmoil and
fears of human existence. That he was essentialy an
actor and was little concerned with documenting or
preserving his works is established beyond doubt by
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Under standing Then Prevailing Economic Condition of Shakespear ean
England and Europe

Dr. Sagar Thakkar
Asst. Prof., Dept. of Economics, Joshi-Bedekar College, Thane.

Abstract: During Shakespeare'slifetime, especialy during hisadult life (roughly 1580 —1620), England in particular
and Europe in general was undergoing economic, socid, political and religious transitions simultaneously.

Within these transitions, economic changes were more important because England was till arural economy and
it wasruled by Queen Elizabeth. Therewas existence of feudal property rights and tenancy agreements. Traditional
Capitalism was getting momentum with intensive rural trade integration, land ownership consolidation and rapid
urbanization. The ‘ path to wealth’ had created many ill effects and Shakespeare had al so got firsthand experience
of the risks involved while navigating the path to wealth. These transitions had both new opportunities and new
forms of disaster. The above mentioned changes especially economic changes are narrated and evaluated by

Shakespeare in great detailsin his works.

Present research work is an attempt to reveal and evaluate then prevailing economic condition in Europe in
general and in England in particular as narrated by Shakespeare in his selected works.

K ey words. Shakespeare, England, Economic Condition

1. Introduction:

During William Shakespeare' stime (1564-1616),
Europe especially, England was experiencing
innumerable changes due to The Renaissance (1485-
1660). Dueto thisthe European soci ety wasundergoing
economic, social, political and religious transitions
simultaneously. Such transitions are depicted by him
in his works which can be broadly divided into: The
Early Period (1592-1601), The Tragic Period (1600-
1610), and the L ater Period (1610-1616). Within these
transitions, economic changes were more important
because England was still arural economy and it was
ruled by Queen Elizabeth. There was existence of
feudal property rights and tenancy agreements.
Traditional Capitalism was getting momentum with
intensive rural trade integration, land ownership
consolidation and rapid urbanization. The ‘path to
wealth’ had created many ill effects and Shakespeare
had also got firsthand experience of therisksinvolved
while navigating the path to wealth. These transitions
had both new opportunities and new forms of disaster.
The above mentioned changes especially economic
changes are narrated and evaluated by Shakespeare
in great detailsin hisworks.

2. Objectives of the Study:

Present study is attempted with an objective to
reveal and evaluatethen prevailing economic condition
in Europe in general and in England in particular as
reflected by Shakespeare in his literary works.

3. Methodology:

Keeping in mind above objective, the secondary
sourcesof dataisbeing used to get anideaof prevailing
economic conditionin Europein genera andin England
in particular which includes Shakespeare’s own works
like drama, poetries etc., and works of otherswhichis
the interpretations of Shakespeare’s work in the form
of books, scholarly articles, book reviews, evaluation,
critical analysiss etc.

4. Reflection England’s Economic Condition:

Given below are some of the points of economic
interest which depict the Shakespeare's narration of
economic conditionin Europein genera andin England
in particular in hisrich literary works.

A. British Economy:

During William Shakespeare' stime England was
much different than that of today. The mgjority of the
people lived in poverty, earnings were just enough to
survive. Most of the people in England lived in rural
areas and were engaged in agriculture and related
activities. Bad harvests, inflation, lack of jobs and a
rise in population etc. were some of the major causes
for the poverty. However, therewasasmall percentage
of the population, which included big land owners,
wealthy peasants and prosperoustownsmen, who were
able to make some money and become prosperous.
The magjority of the people who farmed rented land to
farm on from big land owners. Other peoplewho lived
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in rural areas included craftsmen.
Some of the narratives worth of mentioning here are:

e Shakespeare's As You Like It is the play about a
celebration of life in the countryside and The
inhabitants of Duke Frederick’s court who are
exiled forest are narrated to be experiencing
liberty but at the expense of some easily borne
discomfort however with contentment to be
found in country life, compared with the
perfumed, mannered life at court.

e Similarly Shakespeare’'s The Merry Wives of
Windsor narrates love and marriage, jealousy and
revenge, social class and wealth. The play is
centred on the class prejudices of middle-class
England. The lower class is represented by
characters such asBardolph, Nym, and Pistol, and
the upper classisrepresented by Sir John Falstaff
and Master Fenton. Shakespeare uses both Latin
and misused English to represent the attitudes and
differences of the people of this era.

e Further, the pharases like “asks the clown, a
peasant”- (Othello), “turn him out to wander the
countryside” - (King Lear) aso represent the
traditional British Economy.

B. Capitalism,
transformation:

economic oppression and

It was in this period that there was still an
existence of traditional capitalism not only in Europe
but also in England. However, the society was also
experiencing economic oppression and class struggle
wasprevailing. Evilsof capitalistsbrought them defame
by term “capitalist bloodsuckers’. However, there
were transitionsin pure capitalism and hence, thereis
aso areference of those ‘ proto-socialist’ who are not
falling in the ‘evil capitalist’ category. To mention a
few, in his The Merchant of Venice, Shylock is
narrated asan evil capitalist, Antonio asproto-socialist
and Portiaas oppressed but liberated character. Further
in the same play, a mercantilist and his trading
adventures are described in detail. There is aso a
description of city of Venice which had reluctantly
adopted the free-market egalitarianism and anti-racist
policiesthat are characteristic of capitalism along with
free-market ethos of Venice. Another character
Gratiano, represents network of free favors and gift
exchange that has always been the enemy of the free
market i.e. Capitalism. The play also focuses upon the

important change in European economic ethics, in
which interest (or by its nastier name, usury) was
gradually becoming acceptable. In the play,
Shakespeare provides a solution to the competing
claims by acceptance of thevalue of capitalist finance.

In the same way a phrases like ‘a day to raise
the thousand-mark ransom that would be necessary
to save hislife’ of The Comedy of Errors can aso be
mentioned in this regard.

C. Inflation:

When inflation struck (which made poverty
worse) only the landowners who owned alot of land
made profit off renting their lands out to othersto farm.
Thesmaller landownerswere|osing out on money due
to inflation, so many smaller landowners decided to
usetheir land for pasturesin order to raise sheep, which
was more profitable than renting out their land to
farmers. Sincethe smaller landowners stopped renting
out their land, many farmers were put out of work and
had to look for jobs in other places and most of them
went to the citieslooking for jobs. Because of thelarge
number of sheep that were being raised in England, its
biggest export and industry was wool. There was
around 10 million sheep being raised in England, which
was about 4 times the population of England at that
time.

D. Sources of earning:

Despiteagriculture, for peoplelivinginrurd areas
in majority, the other source of income included
production of clothes out of wool. Most of the wool
was processed into cloth at workers homes, most
women spun and carded wool at home as an extra
way of making income. The wool was sold to other
countriesin Europe so they could useit asraw material
and makeit into clothing and other things.

People who didn’t live in rura areas lived in
market towns which contained five hundred to five
thousand people and others lived in big towns (only
about eight percent of the population) with populations
over five thousand people. Most of the people who
lived in towns worked as craftsmen and tradesmen.
Since there was almost no industry at that time,
craftsmen and tradesmen were heeded to makefinished
products such as furniture, clothes, and shoes. Hence,
the most common of the craftsmen and tradesmen
were shoe makers, tailors, bakers, smiths, weavers,
smiths and carpenters. Other jobs included going into
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servant-hood, becoming a sailor, becoming a soldier,
and becoming a peddler, whose job was to buy goods
from one place and sell them elsewhere. The craftsmen
and tradesmen would usually work in the upper part
of their house and make the ground floor of their house
the shop. An apprentice would work with a master
craftsmen or tradesmenin order to learn aspecial skill.
In exchangefor the apprenticeswork the master would
give him aplaceto stay and asmall amount of money.

Inthisregard, some of the phrasesfrom hisplays
worth mentioning are asfollows:

e “raised by akindly Shepherd” and “ attend asheep-
shearing in disguise’- (The Winter’s Tale)

e ‘“separated from him years ago in a shipwreck’
and ‘identical twin dlave named Dromio’- (The
Comedy of Errors).

e ‘Athenian craftsmen’ and ‘ass-headed weaver’
(A Midsummer Night's Dream)

e " Celiadressesasacommon shepherdessand calls
herself ayoung shepherd named Silvius’-(As You
Like It).

e “A Poet, Painter, and Jeweler come to Timon’'s
house”- (Timon of Athens)

e “off the coast, a storm has caused a terrible
shipwreck.” — (Twelfth Night)

E. Market Conditions:

The cost of clothing, furniture and other goods
were expensive since they were handmade and not
mass produced like today. People would try to make
these goods|ast aslong aspossible. Some people made
aliving off buying old clothes and items, fixing them
up and then resell them at markets. People could sell
their goods that they made or foods that they grew at
markets. There were well over six hundred market
townsin England, but most of the marketsin thetowns
werevery small. Attimestherewould be special fairs,
which was a big market that lasted for a short period
of time, and many peoplewould go thereto buy and/or
sall goodsat the big markets. One of the biggest special
fairsin England was the Stoubridge fair, which lasted
for threeweeks and included items such asfood, spices
silks, charcoal, brass, and many other goods. Some
buyers would come and buy goods at markets or
special fairsin order to sell them in other countriesin
order to make a small profit.

F. Condition of Women:

Women were an important part of the economic
lifein England. Women did most of their work at home.
If thefamily had animal's, the women wereresponsible
for taking care of them, she was also responsible for
making butter, cheese, and collecting eggs. Women
would also spin cotton, cook, mend clothing, clean,
educate their children, go to the market to buy and sell
goods, and sometimes when the men needed help, the
women would go out and help onthefields. Generdly,
the women would not take part in deciding who they
would marry. It was generaly decided for them and
they would follow suit. Shakespeare in his plays has
described about women with many angles. There are
descriptions of women bold enough enthusiast like men
(as maid, shepherdess etc.). He has also praised
intelligence of women and in many playswomen saves
the situation by her intelligence. However, this
intelligence is shown by representing her in disguised
form as that of man.

Following are some of the phrasesfrom the plays
worth mentioning:

e “Hero's serving woman” — (Much Ado About
Nothing)

e “Celiadressesasacommon shepherdessand calls
herself Aliena” And “Audrey, a goatherd, he

intends to marry”- (As You Like It)

e “she wishes, she could go to work in Olivia's
home” — (Twelfth Night)

e “Helena, thelow-bornward of a Spanish countess,
who is regjected, owing to her poverty and low
status’- (All's Well That Ends Well)

e “she gets work in a reputable house, educating
girls’- (Pericles).

G. London as England’s Economic Capital:

London was the biggest city in England, at that
time, and was located in the southeast, which was
considered the richer section of England while the
northwest part of England was considered as the
poorer section of England. By the 1580’s ninety
percent of England’s foreign trade was composed
through the portsthat werein London. London was a
center for businessand it attracted lawyers, merchants,
businessmen, poets, playwrights (which included
William Shakespeare as well) and anyone else who
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was looking for success. Lots of people who had no
work outside of London went to London hopingto find
work.

In this regard some of the narrations from the plays
worth mentioned are as follows:

e “The king of France, who has courted Cordelia
(i.e.Princess of England)”— (King Lear)

e ‘“reaches Macduff in England’- (Macbeth)
e “the daughter of the British king” - (Cymbeline)

e ‘“after pirates attacked his ship, en route to
England’- (Hamlet)

H. Foreign Trade:

England’sindustria productsand techniqueswere
not as good as those found in other nations of Europe
during that time. England relied heavily on other
countries for certain exports such as writing paper,
good-quality glassand silk. England’snatural resources
included cod tin, iron, lead, and wood, and they traded
these products to other countries. Since England was
surrounded by water, it had many good harbors which
madeit easy for England to trade with other countries.
Because of this one can found the references of many
not only European countries but others which are out
of Europein hisworks. Similarly, he hasa so mentioned
about the dangerous faced like that of storms and
pirates and loss thereby. He has a so mentioned about
the imperialism and colonization dueto foreign trade.

Following are some of narratives from the play
wish explore England's foreign trade and its foreign
relationswith different economies of Europe, Asiaand
Africa. The plays aso narrate the ups and downs in
theforeign relations mentioned sometimes by friendly
behaviourswith foreigners and sometimes by war like
Situations.

e “hisownmoney, all invested in anumber of trade
ships, that are still at sea” —(The Merchant of
\enice)

e ‘achalenger tothethrone, whoisgathering forces
in France' - (Richard 111),

e | am arrived for fruitful Lombardy, The pleasant
garden of great Italy.”- (Love's Labor’s Lost)

e Narrations of Athens, India and Amazon in A
Midsummer Night's Dream.

e “theprince of Morocco (Africa)”-(The Merchant
of Venice)

e “Castlein Denmark” - (Hamlet)

e “he had lent the horses to three German lords’-
(The Merry Wives of Windsor).

e “Scottish King Duncan” and “one from Ireland,
led by the rebel Macdonwald, and one from
Norway.” -(Macbeth).

e “Mark Antony, one of the three rulers of the
Roman Empire, spends his time in Egypt”-
(Antony and Cleopatra) the play also deals with
the politics of imperialism and colonization.”

|. Shakespeare’s Own Earning Sources:

William Shakespeare was able to make hismoney
through entertainment. He wrote plays and had them
performed in the Globe Theater, which was |located in
London. He would make money off his theater by
accommodating all the social classes by charging a
minimum admission charge as little as a penny to the
common laborer who would not as good of aview as
someone in a higher socia class who'd pay more for
admission to the theater. By 1596 Shakespeare's
income and status hasgrown briskly. He solidified this
status by buying ahuge manor housein Stratford. Over
the next many years he continued to act, write, and
became a shareholder of a theater. He was respected
by theliterary community of the day and was solidly a
part of aristocratic society. He a so part-owned another
London theatre and a production company. In his
hometown Stratford he invested widely in land and
property, and reportedly bought and sold grain.

By the time Shakespeare died on 23 April 1616 -
400 years ago on Saturday - he was a very wealthy
man. In today’s money he would have comfortably
beenamillionaire.

5. Conclusion:

Shakespeare's own economic view-points and
reactions are reveled in many of his works eg.
Macbeth, deals with importance of the limits of
ambition, The Tempest describes workplace rivalry. A
Midsummer Night's Dream explores business
transformation, while the Merchant of Venice
emphasizes on contract enforcement.

However, oneimportant thing which can be noted
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and observed in hiswork is that, the centre-point was
aways humans and therefore humanism. Time and
again he has praised this aspect. In his own words-

“Thereis atidein the affairs of men,
Which, taken at the flood, |eads on to fortune;
Omitted, all the voyage of their life

Isboundin shalowsandinmiseries’ — (JuliusCaesar)
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Contextualizing Shakespearein India: A Model Lesson Utilizing a Segment
of Shakespeare’'s Poem Hamlet to Impart Soft Skills to the Students of
Engineering in a Lab Session

Ms. P. Mercy Kavitha
Associate Prof. of English, Geethanjali College of Engineering and Technology, Hyderabad.

Abstract: English Literature many a times acts as a medium that reflects life- many dramas, poems and short
stories can act as catalysts for teachings and exhortations. The present paper deals with how Literature can
facilitate the factor of imparting the essential component Soft Skills. It also proposesaModel Lab Session where
the learners are Final year engineering students. Shakespeare's Hamlet- Act 1, Scene 3 is taken as a base to
support the preceding statement. Laertes journey to France motivates his father Polonius to exhort him on how
to maintain good conduct, all advices by Poloniusform part of the Soft Skills Modules that are taught to students
pursuing Professional Degrees. Some such Modules that are present in the chosen lines for study are People
Management, Time Management, Conflict Management, Maintaining. Relationships, Finance Management,
Decision Making and Listening Skills. Thelessonisdivided into three parts, inthefirst part the students are asked
to read the poem (lines) thrice. This enables the learners to get a gist of the poem and makes them appreciate
Polonius' concern for his son. In the second part, the teacher brainstorms the Soft Skills required to lead a
successful Professional Life. In the third part, the students re-read the segment and identify the Soft Skills
projected in those lines. This methodology of teaching will have a lasting effect on the learners as Literature
mostly reflects life and this passage connects life and Literature well. A worksheet based on Vocabulary is then
administered to the students. Towards the end of the session, real life situations are given to students and they
are asked to enact/ respond. This will enable the facilitator to analyze to what extent students have learnt Soft

Skillsand aso analyze their level to imbibe them.

Keywords: exhortations, Soft Skills, Model Lab Session, enact/ respond, imbibe.

I ntroduction:

The paradigm shift in the demands of the
corporate world from hiring people based purely on
proficiency in Technical Skills to proficiency in
Communication Skillsand Soft Skillsmadeit mandatory
for technological Colleges to lay more emphasis on
imparting these skills. The scenario adecade back was
different with the emphasismajorly on Technical Skills.
With the onset of MNCsin India, the demand for skilled
personnel with laudable Communication Skillsand Soft
Skillsrose exponentially. Corporate houses recognized
that in order to gain competitive edge, their employees
need more than technical skills. They should be able
to handle themselves and also their peer and clients.
Maintaining workplace relations, enduring stress and
managing people are some skills that are desired in
employees. The Globalized Economy opened doorsfor
MNCs in India and corporate culture is fast evolving
as a reflection of the society. In this milieu, many
engineering Collegeshavetaken up the onusof training
their studentsin Communication Skillsand Soft Skills
aongwithimparting Technical Skills. Imparting these
skills can be done through various mediums like Role
Plays, Group Discussions, Brain Storming Real Life

Situations, Eliciting Responses from students and
Integrating with Literature.

The Proposal: The paper proposes that teaching Soft
Skills to engineering students will be more fruitful if
portions from English Literature are taken as base.
Integrating Literature with Soft Skills Teaching is a
very effective methodology. A short story, a poem, a
biography or a portion from a drama can work as
effective catalyststo impart Soft Skills, Employability
Skillsand even Communication Skills.

Duration: A three hours lab session.

Number of learners; 20-30 Third Year || Semester
or Final Year | Semester Students.

Instructional Aids and Material:
1. Handouts of the chosen text.

2. Sufficient space for the students to form groups
and move around.

Advantages of the Proposal: It is universally
acknowledged that Literature mostly reflectslife. Real
life issues, ironies and incidents have been the
motivational factorstowritersof al agesand al genres.
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In one work we find a writer address an issue, in
another work some other writer has raised voice
against injustice and till in another, the writer exhorts.
Literature is loaded with teachings and exhortations
which are relevant to this day. Ages passed by and
generations rolled away but the behavioral pattern of
aperson in different stages of hislifeisjust the same
as his ancestors. The societal, cultural and political
settings have changed but the issues remain the same.
So, what solutions the writers of English Literature
have proposed remain relevant to present day problems
as well.

Thismethod can help the studentsin thefollowing
ways:

e Many MNCs nowadays are organizing Literary
and Cultural Events to help their employees
overcome of stress. Students will be able to
participate well and mingle well since they have
already done such activitiesin their 1ab. They will
surely be better employees since they have learnt
Soft Skillsin an effective methodol ogy.

e Students will be able to perform well during
placements. Whenever there is a tie with others
inthe Technical Round and Discussion Round, the
students will have an edge over them. The
experience that they have gained in lab sessions
will help them impress the recruiters.

The Hitch : The only hitch in executing the proposal
is that generally most of the engineering students are
not inclined towards Literature. Since al of them are
intheir early adulthood, they find the passages|engthy
and the sermons didactic. Since there is tendency to
get bored, they find this sort of an exercise an avoidable
venture.

The Solution: In the above milieu, the facilitator/
teacher has to expose the students to the advantages
of such an exercise. He/ she should impress upon the

studentsthat the exercise will be an enriching one asit
has lot of scope for brainstorming, discussion and
responding to/ enacting real life situations. Theteacher
may find it abit difficult to do thisinitially but oncethe
students get into the groove they will take these tasks
serioudly.

The Samples:

Literatureisabundant with passages lineswhich
can be taken as base. | have successfully adopted this
methodol ogy to teach both the text and to improve the
skills mentioned. Two examples are:

1. Rudyard Kipling's most beloved poem IF is very
ideal to teach studentsthe skills. The British Nobel
Laureate's advices given to his son John in 1895
are relevant to the modern students as well. The
Soft Skills that can be traced in this poem are
perseverance, rationality, dependability, self
confidence, and shrewdness. After reciting the
poem, explaining the meaning and explaining the
literary terms, | exposed the students to the Soft
Skills expounded in it. | related all advices to
corporate situations and thisturned out to be very
effective. Brainstorming their responses by
narrating situations gave me an idea as to what
extent they are ready to imbibe what is taught.

2. Sir Mokshagundam Visvesvaraya's Biography is
a treasure trove of Communication Skills, Soft
Skills and Employability Skills. Thisis a part of
the syllabus for first year B.Tech students of our
college. While preparing for thislesson, | realized
that there are abundant incidentsthat can berelated
to the students. | started off with Sir
Visvesvarayd squotesand explained the skill. The
students were able to identify some skills and |
helped them with the others.

The following table shows some of the quotes |
mentioned in the class and the Soft Skill init.

The Quote The Soft SKill
“Remember, your work may be only to sweep arailway crossing, but it is your duty Diligence
to keep it so clean that no other crossing in the world is as clean as yours.”
“To give real service, you must add something which cannot be bought Value Addition
or measured with money”
“To make our country great, self-supporting and strong, work hard, work harder work Team Spirit
with efficiency, work in a co-operative spirit and work with ateam spirit.
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The Quote The Soft SKill
“No one person can shape the life of another. Your success and happiness depends Self-reliance
upon your own self. Think for yourself and have a plan of life.
Hard work performed in a disciplined manner will in most cases keep the worker Self discipline
fit and also prolong his life.

I made the students read the text matter, gave a
gist of it, discussed the skills discussed in the lesson
and completed the lesson.

The Model Lesson Plan:

Topic: Teaching Soft Skills through texts from
English Literature

Text Source: William Shakespeare's Hamlet, Act |
Scene 3 (Polonius' advice to his son Laertes), Lines
55-81

Lord Polonius

Yet here, Laertes! aboard, aboard, for shame! 55
Thewind sitsin the shoulder of your sail,

And you are stay'd for. There; my blessing with thee!
And these few precepts in thy memory

See thou character. Give thy thoughts no tongue,
Nor any unproportioned thought his act. 60

Be thou familiar, but by no meansvulgar.

Those friends thou hast, and their adoption tried,
Grapple them to thy soul with hoops of sted!;

But do not dull thy palm with entertainment

Of each new-hatch’d, unfledged comrade. Beware 65
Of entrance to a quarrel, but being in,

Bear’t that the opposed may beware of thee.

Give every man thy ear, but few thy voice;

Take each man’s censure, but reserve thy judgment.
Costly thy habit as thy purse can buy, 70

But not express d in fancy; rich, not gaudy;

For the apparel oft proclaims the man,

And they in France of the best rank and station

Are of amost select and generous chief in that.
Neither a borrower nor alender be; 75

For loan oft loses both itsalf and friend,

And borrowing dulls the edge of husbandry.
Thisabove dl: to thine ownself be true,

And it must follow, asthe night the day,

Thou canst not then be false to any man. 80
Farewell: my blessing season thisin thee!

Objectives of the lesson:

* To impart Soft Skills to the students through
portionsin Literature.

* To develop aesthetic sense in students.
Outcomes of the lesson:
At the end of the session, the students...

*  Will beabletorecognizethefollowing Soft Skills:
People Management, Time Management, Conflict
Management, Maintai ning Rel ationships, Finance
Management, Decision Making and Listening
Skillsinthetext.

*  Will putin effort to imbibe the above skills.

Prerequisites: The students should possess
minimum LSRW Skills.

Motivating the students towar ds the Session: The
teacher motivates the students by enumerating the
advantages of learning Soft Skills and also explains
the advantages of |earning them through portionsfrom
Literature.

Stage 1- Reading the poem: The teacher asks the
students to recites the poem thrice and asks questions
related to the theme.

Stage 2-Brainstorming Soft Skills: Students are
asked to share with the class the Soft Skillsthat areto
be practiced in the corporate world. Here the teacher
isrequired to explain the most pertinent ones.

Stage 3- Re-reading the poem to identify the
skills hidden in it: The teacher asks the learners to
re-read the poem and identify the Soft Skillsin it. At
this stage the class can be divided into three groups of
ten members in each group and the groups are asked
to brainstorm the skillsin thetext. Thiscan befollowed
by small presentations.
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In case the students do not come out with the Soft Skills the teacher intends, then the following table can be

shown to them.

Line Soft Skill
Givethy thoughts no tongue, Nor any unproportioned thought his act. Right Contemplation
Be thou familiar, but by no meansvulgar. People Management

unfledged comrade.

Those friends thou hast, and their adoption tried, Grapple them to thy soul with
hoops of steel; But do not dull thy palm with entertainment of each new-hatch’d,

Discerning Skill &
Tactfulness

Of entrance to a quarrel, but being in, Bear’t that the opposed may beware

Conflict Management

And they in France of the best rank and station
Are of amost select and generous chief in that.

of thee.

Give every man thy ear, but few thy voice; Listening Skills
Costly thy habit as thy purse can buy, Presentability
But not express' d in fancy; rich, not gaudy; & Maintaining
For the apparel oft proclaims the man, Deamenour

Neither a borrower nor a lender be;
For loan oft loses both itself and friend,
And borrowing dulls the edge of husbandry.

Finance Management

Evaluation:
e Direct Evaluation:
1.  Worksheetsbased on vocabulary should be given.

2. Redl lifecorporate situationswhich reflect People
Management, Time Management, Conflict
M anagement, Maintaining Rel ationships, Finance
Management, Decision Making and Listening
Skills should be given to students.

3. Casestudieson Finance Management & Decision
Making can be discussed with the students.

e Indirect Evaluation:

Students should be asked to self-evaluate. Peer-
evauation is more effective as al of them belong to
the same age group.

Suggestions to the Teachers / Facilitators:

e Themostimportant aspect hereisthat thefacilitator
should structure the lesson well.

e The objectives and outcomes should be
predetermined according to the needs of the
students.

e Thetext for study should be carefully chosen. It
should give scope to readize the objectives and
achieve the outcomes.

Proper action plan to execute the proposal has to
be devised.

e Incasethe evaluation is done through role plays,
a suitable rubric has to be prepared.

e Grading the student should not be the main
intention of Evaluation but theteacher should focus
on knowing to what extent the students are ready
toimbibe these skills.

Conclusion: The above proposal when handled
properly will yield very good results. This way the
classroom becomes a world and this fosters Effective
Learning.

Refer ences:
*  www.skillsyouneed.com/general/soft-skills.html

e https://www.cliffsnotes.comv/literature/n/hamlet/
summary-and-analysis/act-i-scene-3
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Glimpses of Women in Shakespeare'splays

Ms. Kalpana Nayar
Asst Prof., Dept.of English, Joshi Bedekar College, Thane

Abstract: Thisresearch paper isan appreciation of portrayal of womenin Shakespeare'splays. It reflectstreatment
of women during 16th Century. During Elizabethan time, women have been meek and submissive. In therenaissance,
majority of women had been uneducated unless they came from awealthy family. The presentation of women in
his playsis debated; critics argue that he has shown disrespect towards womenhood. Shakespeare is criticized as
most of his heroines seem to be emotionally weak and inferior compared to men. They are dominated by male
characters. In contrast many strong women have also been presented as being wicked, immoral and disloyal.

K ey wor ds: Women,Elizabethan time,uneducated, mal e,wicked,disloyal ,portrayal

William Shakespeare, widely regarded as the
Bard of English literature and most popular dramatist
of all timeswrote 154 sonnets and 37 plays generally
categorized into comedies, tragedies and histories. In
Shakespeare' stragediesand hisplays, ingenerd there
are severa types of female characters who influence
other characters and play a significant role in
contributing to the plot and theme. Shakespeare's
presentation of women in his plays demonstrate his
feelinsg about their role in society. Literary and
historical scholars affirm that women did not enjoy
political, economic, or social parity with men during
Shakespeare's time. In Shakespearean society, it was
menwho exclusively held the officia postsof authority
and power, and men influenced the direct outcome of
events. Both women and men in the lower classes
were powerless but women in the upper classes were
inaparticularly unenviable position astheir value was
generally reckoned to be arich or powerful man’spath
to more riches or more power. Nevertheless, the
female charactersin Shakespeare's playsdisplay great
deal of subtle forms of power and influence, that
challenge the traditiona gender roles.

All the men in such a culture are surrounded by
women, someineffectual but many very strong. Every
male has either a grandmother or a mother, or asister,
or a daughter who knows to be strong, even though
she may bewearing clothesthat signify her submissive
condition. This paper revisits Shakespearean
women.Shakespeare has presented his strongest
women, such as Cordeliain King Lear, Portia in the
Merchant of Venice, Lady Macbeth in Macbeth,
Beatricein Much Ado About Nothing, Juliet in Romeo
and Juliet, Desdemonain Othello, Rosalind in As You
Like, Violain Twelfth Night, Margaret of Anjou in
four history plays, and Hermiain A Midsummer Night's
Dream. In this paper we will get a glimpse of women

in plays such as King Lear, Merchant of Venice and
M acbeth.

Literary criticssuch as Jonathan Dollimore assert
that King Lear is a play about power, property and
inheritance. He asserts that Lear loses his mind when
he loses his socid status. He is no longer a powerful
king, and he has aso lost power over his daughters.
According to him, Shakespeare focuses on what
happens when there is a catastrophic redistribution of
power. He sees a total collapse.

Another critic, Leonard Tennenhouse thinks that
King Lear shows us the dangers of not following the
old waysof the patriarchal order.Apart from thesetwo
critics we have another view, that of feminist critics
such as Coppelia Kahn and Kathleen McLuskie's.
According to Kahn, Lear goes mad because he is
unable to accept his dependence on the feminine, his
daughters. Thus, this would be a play about “male
anxiety” .However, he is redeemed by means of a
loving non-patriarchal relationship with Cordelia

McL uskie,on the other hand, thinksthisisan anti-
feminine play. She refersto an audience accepting the
identification of human nature and male power. So,
according to her, we are forced to sympathise with
the patriarchs and the masculine power structure that
they represent. In her opinion, any movement within
thefixed family relationship is seen asdestructive, and
sheasoviewsCordelia s* redeeming power” in another
light. For her it works less as a redemption of
womankind than as a restoration of patriarchy. Thus,
women are made either to submit- Cordelia - or must
be destroyed- Gonerill and Regan.

According to feminist critics, Cordelia’ snegative
to flatter Lear can be interpreted as an opposition to
Lear’s authority. She does not want to be ruled by
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patriarchy. Her response is a passive one. Silence, the
only possibleway of subversion for upper-classwomen
of the Middle Ages. However, when Cordelia
reappears in the fourth act she is not longer a
transgressor, but an obedient daughter to Lear.
Corddid's plainness and sincerity is fully emphasised
when she asserts the reason of her being cast away.

Cordelia only appears at the beginning and at
the end of the play, therest of the play sheisabsent: a
clear example of the prototypical ‘ Shakespearean
woman absent, silent or dead. Cordeliaischaracterised
by her silent and obedient attitude; her sisters, on the
other hand, have a full power of speech. Thisis seen
as a ‘fault’. According to feminist critics, this is
explained in the sense that they are defying male
authority according to Shakespeare' stext, Gonerill and
Regan are clearly represented as demons, monsters,
anything but human. They areresponsiblefor the chaos
going on and of the disruption of the state. They are
the enemies of mankind and must be destroyed.
Women at power can only bring disgrace, however a
saviour will come. And that saviour will bea* sanctified
woman”:Cordelia. For somecriticslike McLuskie, this
isarestoration of patriarchy, butin my opinion Cordeia
worksasaredemption of thefeminine, sheisabalance
between her sisters. What is the place of women in
King Lear? All of them die at the end. According to
some critics like Coppelia Kahn, women are seen asa
positive force, thus Lear is redeemed by means of a
loving non-patriarchal relationship with Cordelia.
But,McLuskie thinks this is only a restoration of
patriarchy. Sheisabaance against her sisters.Cordelia
though being pure, chaste and kind,... has also her
faults; in the love-test she did not have an active part,
thus she could have avoidedthe chaos created by her
sisters. Women then are neither completely evil or
completely good,but somethingthat liesin between the
two extremes.

Of all Shakespeare's female characters Lady
Macbeth in the play Macbeth stands out far beyond
the rest — remarkable for her ambition, strength of
will, cruelty, and dissimulation. Her ambition and
resolution is remarkable. At the commencement, she
hasfar greater strength of will than her husband. While
he hesitates and is distrustful of his powers, she never
wavers. She needs no supernatural temptationsto urge
her on. While reading her husband’s letter, she
determines on the course to be pursued, and nothing
turnsher from that course until the goal of her ambition

is reached. Her first words after reading the letter
show clearly the strength of her determination.She
shows the power of her will over her husband,
especialy when they meet the second time after his
return. He hesitates about committing the suggested
crime, but at the last is completely overcome by her
lofty determination. Lady Macbeth knows right well
when she tells her husband to “leave al the rest to
me,” that by dissimulation and cunningness she could
plan and carry out the murder of Duncan, so that no
suspicion would rest upon either Macbeth or herself.
When her husband returnstrembling and terror-stricken
from the murder, she never loses her presence of mind,
but remains calm and even triesto alay hisfears. On
discovering that Macbeth has forgotten to smear the
grooms with blood, and that he has brought away the
daggers from the dread chamber, she bids him return
and carry out the unfinished details of the plot. He
firmly refuses to go. and she carries out the fearful
mission herself. On her return she again exhibits her
self-possession. While the knocking is going on at the
cattle gate, she persuades Macheth to retire to his
chamber.

Knowing her husband’'s weakness, she assumes
the manly part, and callsupon the spiritstofill her .She
plans the murder; she drugs the grooms and lays the
daggers ready. On the night of the murder, it was her
affectionate memory for her dead father which alone
made her pause when in the midst of crime.
Throughout sheisadevoted wife. Her whole ambition
is for her husband. .

Portia isthe heroine of William Shakespeare's
The Merchant of Venice. .Portia is one of the most
prominent and appealing of the heroines in
Shakespeare’s mature romantic comedies. She is
beautiful, gracious, rich, intelligent, and quick-witted,
with high standardsfor her potential romantic partners.
She obeys her father’s will, while steadfastly seeking
to obtain Bassanio. She demonstrates tact to the
Princes of Morocco and Aragon, who unsuccessfully
seek her hand. In the court scenes, Portia finds a
technicality in the bond, thereby outwitting Shylock
and saving Antonio’s life when everyone elsefails. It
is Portia who delivers one of the most famous
speeches in The Merchant of Venice: The strength
of the role of Portia has made it attractive to many
notable actresses. Frances Abington, Sarah Siddons
and Elizabeth Whitlock al played Portiain the 18th
century when actressesfirst started appearing on stage
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in performances of the play. More recently, the role
has been depicted in the cinemaand on television by a
number of notable actresses such as Maggie Smith,
Claire Bloom, Sybil Thorndike, Joan Plowright,
Caroline John and Gemma Jones.

Portia’s nature has received some negative
critiques. The Englishwriter Wolf Mankowitz dubbed
her a*cold, snobbish little bitch” in a video he made
about Antisemitism against Shylock the moneylender.
Despite Portia’slack of formal legal training, shewins
her case by referring to the detail s of the exact language
of the law. Her success involves prevailing on
technicalities rather than the merits of the situation.
She uses the tactics of what is sometimes called a
Philadel phialawyer. However, the concept of rhetoric
and its abuse is also brought to light by Portia —
highlighting the idea that an unjust argument may win
through eloquence, loopholes and technicalities,
regardless of the moral question at hand — and thus
provoking the audience to consider that issue.

Women in dl the times and &l over the world
inspite of odd circumstances emerged out powerful
and have shown their presence in al fields of life. In
today’stime, the emerging women power al over has
been seen. It has been realized that women are capable
to play any role and take up any responsibility.

Refer ences:

*  repositori.uji.es/xmlui/bitstream/handle/10234/
79958/Forum_1999 7.pdf?...1

* Arethefemalecharacters stereotyped in king lear
as demonised or sanctified women?

e by B Donat Rubio - 1999 - Related articles

e http://www.shakespeare-online.com/plays/
macbeth/sketchofladymacbeth.html

e Kenneth Deighton.
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Shakespearean Tragedies: A Postmodern Per spective

Dr. L. V. Padmarani Rao
PG Department & Research centre, Yeshwant Mahavidyalaya, Nanded

Mr. Pravin Pralhadrao Telange
Research Scholar, Yeshwant Mahavidyalaya, Nanded

Abstract : By mid-fiftiesthe modernist tendency inliterature hasrunitscourse, asit were. Modernismisthe hands
of Eliot, Joyce, Faulkner and their imitatorshad practically turned the pursuit of literatureinto a“ criticismindustry’
for the enlightened academics. With Modernist text like The Wasteland or Ulysses, with itsinvitation to enormous
textual exegesis and New Criticism, for al its rejection of biographical and historical criticism, literature and
criticism were increasingly becoming something especially meant for academic consumption and it intended to
entertain less. Henceisthe postwar artist’sfrustration with regard to Modernist art. The passing away of Modernism
was mourned / celebrated by W.B. Yeatsin 1919 in the following lines.

Things fall apart; the center cannot hold;
Mere anarchy isloosed upon the world...
The best lack all convictions, while the worst
Are full of passionate intensity.

Ledie Fielder (1982) would be a good representative who first coined the term Postmodernism. And his essay
Crossthe border — closethat gap: Post modernismisstill agood introduction to the subject. Edward Arnold (1992)
argues that Modernism and Postmodernism give great prominence to fragmentation as a feature of 20th century
art. The modernist laments fragmentation while the Postmodernist celebrates it.

Thecurrent use of the term Postmodernism was used in 1930’s by Jean FrancisLyotard in hisessay the Postmodern
condition: A Report as knowledge. Lyotard's essay what is Postmodernism? (1982) breaks the meta-narratives
that purport to explain and reassure are realy illusions, fostered in order to smother difference, opposition and
plurality. Derridian Deconstruction, Lacanian Psychoanal ytical Criticism and the Feminist Literacy Criticism of the
1960sand later are the Postmodern support of Lyotardian petite-narratives. Decline of faith in the key-stoneideals
and ideas of the Enlightenment like liberty, truth, subjectivity, humanity, progress etc are the Postmodern outlook
which completely believes in fragmentation and plurality. Looking at the old writers and their texts from these
aspects is also a postmodern attitude.

William Shakespeare, the famous English poet, playwright, and actor, widely regarded asthe greatest writer in the
English language and called as England’s national poet, and the “Bard of Avon” is quite famous for his four
tragedies, Hamlet, Macbeth, Othello and King Lear. The present paper is an attempt to interpret these four
Shakespearean tragedies from the postmodern perspective of psycho-anaysis, Marxism, Postcolonia and feminism.

It isnecessary that there be as many forms of human characters asthere are forms of regimes. — Plato, Republic,
544d

Theterm postmodern literatureis used to describe

“simulacra.” The shift from Modernism to

certain characteristics of post—World War 11 literature
(relying heavily, for example, on fragmentation, paradox,
guestionable narrators, etc.) and a reaction against
Enlightenment ideas implicit in Modernist literature.
Postmodern literature, like postmodernism asawhole,
is hard to define and there is little agreement on the
exact characteristics, scope, and importance of
postmodern literature. However, unifying features
often coincide with Jean-Francois Lyotard's concept
of the “metanarrative” and “little narrative’, Jacques
Derrida’s concept of “play”, and Jean Baudrillard's

Postmodernism has involved an element of violent
suppression of continuity — a suppression partially
indicated by the very valuing of breaks, discontinuity,
and heterogeneity in several versions of contemporary
theory itself. The resulting situation isacomplex one,
involving not only clear conceptual differences and
reversals but also hidden continuities from a now
devalued Modernist past. How successfully can
Shakespeare be read in a post-Enlightenment culture
isaconcern for al postmodernists.
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Theterm ‘tragedy’ about Shakespeare's plays
invites attempts to fit them to the Aristotelian pattern
according to thetraditional interpretation. Theprimary
characters in a Shakespearean tragedy are of high
status, either by classlike King Lear and Hamlet or
by military rank like Othello and Macbeth. Themain
characters in a Shakespearean tragedy further the
central conflict of the play to the point that their lives,
families, or socio-political structures are destroyed.

Postmodern Interpretation of Othello:

Then must you speak
Of onethat loved not wisely but too well,

Of one not easily jealous but, being wrought, (Othello
V.ii.341-354)

This great tragedy of unsurpassed intensity and
emotion is played out against Renaissance splendor.
The doomed marriage of Desdemona to the Moor
Othello is the focus of a storm of tension, incited by
the consummately evil villain lago, which culminates
in one of the most deeply moving scenes in theatrical
history.

On Psychoanalytical level, Othello may betaken
as atragedy of misunderstanding. No one among the
characters understands anyone else; nor are they, for
the most part, strong in self-understanding either. If
Othello understood Desdemona, he would know that
heissimply not the kind of girl who would, during their
very honeymoon, start alove affair with hisfirst officer.
If Desdemona understood Othello, she would know
that he does not yet see her, as a real girl, but as
something magical that has happened to him, and that
hewill runmad if anything should happen to make him
believe that her white magic has turned to black. If
Emilia understood lago she would know that he is not
merely a coarsely domineering husband who has
forced her into endless petty compromisesfor the sake
of peace, but also,, on 8, side hidden from her, afiend
who delightsin torture. But then lago does not, until it
happens, know this about himself Unaware of the
power of love, he cannot imagine the suffering into
which he will plunge Othello by plausibly slandering
Desdemona, and therefore cannot imagine the
holocaust at the end. Nor can he foresee the
transformation that will occur in himself. The great
temptation scene is so convincing because it shows
lago’'s fall as well as Othello’s. At the beginning of
that scene they are both sane men ; at the end, they

are both mad, and both in the grip of the same madness.
Hence the dreadful tragic irony of- —

Othello : Now art thou my lieutenant.
lago : | am your own for ever.

Postcolonial point of view is as Homi Bhabha
defines it as ‘the representation of the historical
experience of the once-colonised third world comes
to be framed in the west.” it explores the strategies of
resistance and independence or a counter discoursein
native texts against colonialism. Under this light,
Othello’'s race, complexion are well exploited by the
White lago and iswell used against him and thereby it
also answers the insecurity of Othello.

Haply for | am black,
And have not those soft parts of conversation
That chamberers have; in Act |, sceneiii, Othello

Difference of Race and Complexion: Othello’s
being vastly different from Desdemona and othersin
race and complexion also seems to have something to
do with the tragic outcome. Brabantio thinks his
daughter must have been bewitched to make her want
to do anything as‘ unnatural’ as marrying ablack man,
and throughout the play the characters who dislike
Othello tend to makeit an additional point against him
that he is a Negro. Those who like him tend to make
no fuss about his colour one way or the other ; while
there is nobody, however pro-Othello, who says that
beis all the more admirable because of hisrace.

Feminism is mainly focused on women’s issues
and Feminist theory emerged from these feminist
movements and includes general theories and theories
about the originsof inequality, and, in some cases, about
the socia construction of sex and gender, in avariety
of disciplines. They have opposed domestic violence,
sexual harassment, and sexual assault and Othello can
be read as a feminist text, where the audience fail to
understand asto why Desdemonacould not tell frankly
about the misplacement of the handkerchief. The fear
of Desdemona, her anguish, her suffering in the play
from feminism point of view is because of inequality
between the sexses in the society and patriarchal
domination.

Postmodern Interpretation of Hamlet:

“To be, or not to be: that isthe question.” (Hamlet Act
I11, Scene )
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One of the most famous plays of all time, the
compelling tragedy of the young prince of Denmark
who must reconcile his longing for ablivion with his
duty to avenge his father’s murder is one of
Shakespeare's greatest works. One question that is
often debated by critics of the play is the true nature
of Hamlet's “madness.”

Shakespeare was likely an early Renaissance
Humanist, someoneinterested in the quality of lifeand
the conflicting views of themagjor religionsat thetime.
Protestants and Catholics would have been concerned
with the origin of the Ghost (which would have been
from Hell or Purgatory respectively) but Humanists
were concerned with the reactions of the audience
and the elements of theatre within the play. Viewing
Hamlet in a Humanistic way is to understand Hamlet
as someone who is interested in madness as a mask.

“Thereisnothing either good or bad, but thinking makes
it so.” ...(Act I, Scene Il)

Freud's extraordinary work on dreams, hysteria,
sexuality and civilization form the basis of
psychoananlytical criticism. Psychoanaytical theory
point of view seeks to uncover the latent content of
narrative by teasing out the fantancies, fears and
desires that are presumed to be the informing subtext
of any work of art. Hence, part of the expression of
any individual is conscious and part is unconscious,
thereby resulting in split persondlity. Thisisvery true
of Hamlet’s character. Another postmodern
interpretation of Hamlet is that he suffered from
oedipus complex according to which he considers the
father as the symbol of authority, oppression, denial
and threat.

The postmaodern interpretation of Hamlet also
explains as to why Ophelia dies when Hamlet is
supposed to be mad. Textual evidences show that
Ophelia was pregnant and because of the feministic
overtones of being subjected to shame and criticism
aong with the madness of Hamlet compelled her to
commit suicide. After the death of Ophelia, Hamlet is
left with nothing in this world because of which he
takesfatal decisionsresulting in the death of all major
charactersincluding he himself. Feminist point of view
also asserts the weak women characters like Gertrude
and Opheliain spite of the fact they are inspirational
and motivational to Hamlet.

“Frailty, thy nameiswoman!” (Hamlet Act I, Scenell)

Hamlet could be seen as simply “mad,” but it is
much more interesting to consider that he is an actor
playing a character who decides to play a “mad”
character. Madness is only one aspect of society that
has changed since Shakespeare's time.

“Though this be madness, yet there is method in't.”
(Polonious Act 11, Scene 1)

Hamlet waswritten at the height of Shakespeare's
“tragic period” and was ultimately produced by the
culture of that time. Hamlet's inaction is caused by
internal conflictsand afeedling of uneasiness about the
rapidly shifting world.

The conventional interpretationisthat Hamlet has
broken her heart and killed her father. But the play
seems to suggest strongly that Hamlet has seduced
her, and to hint that sheis pregnant aswell. It is not
hard to imagine Ophelia falling in love with the
romantic Prince, and giving into hispassions. Polonius
observes,

“How pregnant sometimes hisrepliesarel” (11.11, 220)

Theconventional interpretationisthat Hamlet has
broken her heart and killed her father. But the play
seems to suggest strongly that Hamlet has seduced
her, and to hint that she is pregnant as well. is not
hardtoimagine Ophdliafdlinginlovewiththeromantic
Prince, and giving in to his passions. He has promised
to marry her, and it is not an impossible promise. The
Queen later says of Ophelia (V: 2) “I hop'd thou
shouldst have been my Hamlet’swife.” Opheliamight
well have hoped to become Queen when Hamlet
ascended the throne, as his uncle Claudius has
promised.

Haml et has been away at Wittenberg long enough
for Claudius to murder Hamlet's father and then to
marry his mother Gertrude, and then for the news to
reach Hamlet. Presumably thiswould be afew months
at least, long enough for Ophelia to know she's
pregnant. When he returns, she is hoping he'll do the
right thing.

But Hamlet rejects her, kills her father, and to
destroy all hope, is sent by King Claudius to England
to be executed. What will become of the mother of
the doomed prince's bastard? There is only one way
to preserve her honor, and she takesiit.
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Postmodern Interpretation of King Lear:

‘When we are born, we cry that we are come,
To this great stage of fools.” (Lear, Act 4 Scene 5)

Lear’sinability to accept thefact that he no longer
can exercise his authority over his daughters
contributes immensely to his descent into madness.
This also reflects the reversal of power in the family,
and parallelsthe changing of today’ sfamily structures.
In order to emphasise the relevance of King Lear in
today’ssociety the dramaistotally an aspect of afamily
drama, which suggests a monarchy, the role reversal
within thefamily.

Feminist Criticism- Feminism became a
movement which fought for women’sright for equality
politically, economically, socialy and intellectually.
Most western religions express views that women
should be subjugated and submissive to men. For many
women this was oppressive restrictive and
disempowering.

With early moves for enfranchisement (right to
vote) in the late 19th C. through to the 1970's moves
for equal pay, economic freedom, equal sharing of
household tasks and the removal of the glass ceilings
in business, women have asserted their liberation from
the dominance of men. Terminology such asPatriarchy,
paternaism, chauvinism, misogyny and maternalism are
current.

Recent Feminist production emphasises on the
Paternalistic or Patriarchy and Lear is shown as
paternalistic, chauvinistic, misogynistic domineering and
autocraticand Cordelia ssilencing isseen asfeminine
subservience. Much attentionisgiven to the detrimental
effects on the family. Daughters have no mother figure
to give them a sense of womanhood. Fathers are owed
filia gratitude and duty. Femal e insubordination results
in anarchy which leads to Lear’s misogynist outrage.

Psycho-analytical Approaches to Lear

Theemphasisismore on character and motivation
than on form and structure. It looks at formative
influences on the characters to explain their actions
such as Lear’s impetuous and imperious early
leadership style compared to his complete and utter
mental breakdown following the Storm scene.

| am a man
More sinned against than sinning. (Lear, Act 3 Scene 2)

The roles of the three daughters is viewed from
the perspective of their upbringing; thelack of feminine
influences, aremote seemingly cold father andasimple
realistic desire to take on the duty and responsibilities
of running the affairs of state independently and
autonomously. Goneril and Regan’s behaviour is a
reflection of their father’s and psychoanalytic view
portrays them as characters with Electra complex.

They told me | was everything: 'tisalie, | anno
ague-proof. (Lear, Act 4 Scene 5)

The Family:

King Lear explores the nature of the family
through anumber of means. Theword “kind” is short
for kindred, and peoplewho violate the bonds of kindred
transgress a natura law and are punished. For many
people, Lear’'s family is a dysfunctional one; there is
no mother and hisavowed favouriteisdisinheritedina
capricious impulsive moment of rage, by a man who
must feel omnipotent. Yet Shakespeare uses the
metaphor of family throughout the play toillustrate his
concerns. Cordeliacannot vow devoted unquaified and
boundlesslovefor her father but doesdeclare aduteous
love: “ Obey you, love you, and most honour you” 1.i.
100. Furthermore she translates her filial love into
action and pays the ultimate price in an attempt to
rescue her father. The wreck of family in Lear
contributes to the plight of the nuclear familiesin the
postmodern era.

Postmodern Interpretation of Macbeth:
“Farisfoul, and foul isfair” The Witches (Act |, Scenel)

No dramatist has ever seen with morefrightening
clarity into the heart and mind of a murderer than has
Shakespearein thisbrilliant and bloody tragedy of evil.
Taunted into asserting his “masculinity” by his
ambitiouswife, Macheth choosesto embrace theWeird
Sisters’ prophecy and kill his king—and thus, seals his
own doom.

“LifeisaTaeTold by an Idiot, full of sound and fury
Signifying nothing”. (Macbeth, Act 5.Scene 5)

Freud's psychoanalysis identified three levels of
personality—

* The ego—consciousness
» The super-ego—conscience

* The id—unconsciousness
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The unconsciousness is pushed away by the
consciousness, but has a mgjor role to play. The un-
admitted andinexpressible desires, unresolved conflicts,
traumatic pasts and inarticulate fears cannot be
expressed in civilised society. They are repressed or
sublimated-

Repression =forgetting or ignoring the fudamental
fantacies and fears

Sublimated =expressed in a strange manner

In Macbeth, both are seen; repression is seenin
lady Macbeth’'s sleepwalking scene and lady
Macbeth’'s washing his hands constantly with words,

“Here's the smell of the blood still. All the
perfumes of Arabia will not sweeten this little hand.
“— Lady Macbeth (Act V, Scene 1)

Sublimation is seen in the murders of Duncan,
Banquo, the chamberlains, Lady Macduff and her
children. It isaso seen in the appearance of Banquo's
ghost. The entire drama is the mental turmoil of
Macbeth and Lady Macbeth and hence Macheth can
be well analyzed from postmodern Psychoanalysis
point of view.

Postmodernism favors solipsism ie, the view or
theory that the self is all that can be known to exist. It
isthe quality of being self-centred or selfish, because
it allows a mutability for the individual, avoiding
stagnation and concrete definitions and Macbeth is a
wonderful example of it.

Conclusion: There are many ways to approach
Shakespeare’s plays. One can study his genius as a
poet: his supreme command of the English language
(which he helped to shape) and the unequaled power
and subtlety of hisverse. One can analyze his skill as
adramatist: hisability to craft compelling plots and to
create complex characters and probe their
psychological depths. And one can explore the many
insights into the nature of the human condition that
Shakespeare's plays embody, his reflections on such
universal human concernsaslove, marriage, friendship,
the family, aging, and death. The centrality of politics
among Shakespeare’ s many concerns and the way that

his thinking about political subjects affects his
understanding of all aspects of human life.

Shakespeare was able to create multiple layers
in his dramas because he lived in atime of transition
and his plays had to appeal to a large and varied
audience. This makes his plays withstand the test of
time and remain intriguing to modern minds. Modern
audiences read their own “complexities” into
Shakespeare's characters.

Shakespeare has become more than a writer, his
life and his characters' “lives’ have interwoven
themselves into literary history. Just as Hamlet has
become almost “real” through his various
representations, the biography of William Shakespeare
requires as much interpretation as his plays.
Shakespeare himself is one of the most known and
yet elusive“ characters’ in history. In order to interpret
his multi-dimensional approach to a classic revenge
story modern readers must understand much about
Elizabethan culture. It is possible to interpret these
“stories’ from long ago if the zeitgeist of pre-modern
England is preserved and supported with sufficient
textual and imaginative evidence but we can never
know thefull meaning behind one of the most enduring
tragedies of all time.
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Othédllo: A Lone Wolf

Ms. Mitali Parulekar
Dept.of English, Ramnarain Ruia College

Dr. Dinaz Munshi
Dept.of English, Ramnarain Ruia College
Abstract : Apart from the * Othello Syndrome’ (morbid jeal ousy), Othello was also influenced by other characters

in the play. This paper attempts to highlight those influences that drove him, to his state of neurosis making him
a prototype of lone wolf terrorists we see around today.

Othello’s relationship with other characters and its influence on his personality are discussed below:
» Othello and Brabantio

Thisrelationship boosts Othell 0’ s self-esteem while guarding theracial boundaries. Othelloissocially accepted
by a senator, not just professionally recognised as useful to Venice.

¢ Othello and Desdemona

Othello tends to be a subconscious narcissist who loved Desdemona because she fed his pride and confirmed
hisidealized image. However, once married he starts looking at her as his competitor, proving athreat to his self-
image. Thus bringing out his savagery and violence.

e Othello and lago

lago influences Othello to succumb to jealousy. His relationship can be further looked at through the lens of
homosexuality. lago’s success in ruining Othello is the central aspect of this paper which hopes to show the
vulnerability of the ‘ Other’ to destructive influences when living away from his own people and attempting to be
assimilated into aforeign culture.

Othelloisnot anindividua personality but israther acombination of what all these relations make him. Heis
an outsider in Venice who is desperate for acceptance and loyalty. ‘Othello’ is not a concept limited to the
Elizabethan times, it is a contemporary reality. Around us are many Othellos haunted by green-eyed monsters,

influenced by others and unleashed to destroy fellow humans.

Othello, theMoor of Venicelikeall Shakespeare's
great tragedies inevitably focuses attention on the
named character in the title. But in this play it is
the way his mind has been worked upon by the
“ Cool malignity of lago“ as Dr. Samuel Johnson
pointed out long ago that brings about the downfall
of this tragic hero. Later critics from Coleridge to
A. C.Bradley to the present day have focused on
the influence of lago on Othello’s action by
provoking his jealousy. However, in this paper while
accepting what the Chinese critic Chin- jung Chiu
cals*” the Othello Syndrome” , we shal see how
Othello’s very condition in Venice, his interaction
with those around him precipitate his action of
murdering Desdemona. This paper presents a fresh
perspective towards Othello as a study of the lone
wolf terrorism and racial problems. The contention
of this paper is to show that Othello exhibits
certain characteristics of the lone wolf Kkillers

currently in the news. Aboveall, thereasons for his
susceptibility to the suggestions of lago make him
the prototype of the lone wolf murderers of today.

The concept of a lone wolf is one who feels
he doesn’t belong to a pack and is aienated from
the people around him due to certain actua or
imagined differences. Heis the Other and that can
lead him to be influenced by any belief that he
finds empowering. So a lone wolf will commit an
act of violence by faling a prey to an externa
force that convinces him that he has been wronged
and must avenge that wrong by himself aone. So
the question is, why does Othello allow belief in
Desdemona’s infidelity to convince him to act
in a way which is against his noble nature?
Theanswer may be in an analysis of his situation
in the relationships with the people around him.
First of al, he is a Moor in European renaissance
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Venice and he has received professional acceptance
as the general of the Venetian army based on his
merit as a warrior and his baptism into Christianity.
But has he received social acceptance ? Brabantio
inviting him to visit a& home seems to suggest a
friendship and Othello shows a tendency to be
close in friendship to one person at a time and he
trusts that person completely. Let us begin with
the Brabantio- Othello relationship.

Othello and Brabantio :

Othello is a man of wars, a true soldier at
heart, and thus is not very comfortable in times of
peace. It is hence observed that while he is away
from war for nine months, he enjoys the hospitality
of Brabantio and relives his war conquests.

Though Othello and Brabantio share a close
bond before he marries Desdemona, there is always
an unspoken racia boundary guarded by them.
Why does he run away with Desdemona? He
and Desdemona are aware that Brabantio would
never agree to the match if Othello had asked
him for her hand in marriage.

Brabantio’s racism goes to an extent where
he believes that Othello’s relationship with
Desdemona is not a genuine one. She is tricked
into it by witchcraft. The ling, “To fal in love with
what she feared to look on.” reveals the racial
stereotyping Brabantio indulges in. Othello becomes
the Other in a relationship he thought was a
friendship of equals: A senator and a Generd. It
engenders the feelings of isolation and alienation
making him more desperate for affection and
acceptance.

Although the Venetian Consuls support him,
the rgjection by a friend like Brabantio who finds
him undeserving of his daughter has shaken
Othello's great sdlf-confidence and the seeds of
an inferiority complex are sown by self-doubt. And
then, he starts identifying his need for acceptance
with Desdemona’s love for him.

Othello and Desdemona :

Desdemona's love, as said by John Wain,
gave Othello a living link with Venice. This relation
is a foundation of al his permanent bonds with
Venice. It is thus that when he finds about
Desdemona’s adultery, he says, “ Othello’s occupation

is gone’. With the end of the relation he shares
with Desdemona, ends his ties with Venice leaving
him not worthy enough to be the general.

“She loved me for the dangers | had passed,
And | loved her that she did pity them.”
-Othello, Act |, Scene 3

Such was their relationship, a marriage of
minds complementing each other, rgjoicing in each
other’'s company and standing by each other’s
side. This marriage can be understood when Othello
tells Brabantio,

“My life upon her faith”
-Act |, Scene 3

Othello had complete faith in Desdemona but
he was aways insecure being an ‘Other’ . Hence,
he is easily convinced by lago in this foreign land
and ends up killing his wife whom he could trust
blindly at the time of their marriage.

The relationship of Othello and Desdemona
can be looked at from various perspectives. To
begin with, Othello was a narcissistic person. He
loved Desdemona because she fed his pride and
confirmed his ideadlized image. He took great
pleasure in narrating instances of his courage,
making him feel better in his otherwise lonely and
depressing life. Desdemona’s interest in him was
nothing but a boost to his ego, his self-esteem.
However, the morbid jealousy eventually creeps in
due to the inadequacy that leads to discrepancy
between Othello’'s idealized image and his true
self. These inadequacies in Othello’'s character are
1 (1) Othello's race (2) Othello's age (3) Othello’'s
insecurity. Another way to look at this relationship
could be that Desdemona, who looked up to Othello
and was mesmerized by his bravery, perhaps held
him (considering his age) as a father figure. Thus
this marriage, if looked at from a psychoanalytic
perspective, is more of an infatuation resulting
from the Electra complex and not merely a marriage
of minds.

Yet another view is that Desdemona shows
her desire to be a man, an equal and that
subconscioudy disturbs Othello when she wishes
to share his dangers by accompanying him to
Cyprus. Later, she shows her self-confidence in
her ability to influence Othello’s decisions by putting
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in a word for Cassio. Thus, Othello who initialy
saw her as a boost to his ego, now sees her as
his competitor. This rivalry challenges his idealized
self-image and uncorks his savagery and violence.

Psychiatrist David Enoch, thinks that lago
merely fanned the flame of jealousy ‘which was
aready embedded in Othello’'s personality’. Sooner
or later his narcissism would have led to a
disruption in his marriage. Because as Emilia points
out, Desdemona was too good for him.

“O, the more angel she,
And you the blacker devil.”
-Emilia, Act V, Scene 2

However, Desdemona who appears to be a
feminist rebel at the beginning of the play turns
into a rather traditional woman who takes up her
husband’'s faults as her own. She dies a tragic
death and even in her last moments defends
Othello. In spite of al the ill-treatment and suspicion
she is still happy with her marriage and loves him.

“ And his unkindness may defeat my life,

But never taint my love”
-Desdemona, Act IV, Scene 2

The deterioration in Othello's character is
juxtaposed with the nobility of Desdemona’s.

Earlier while befriending Cassio, Othello’'s
aspiration to Cassio’'s natural courtesy and the
Florentine culture makes Cassio his alter-ego. So,
lago’s suggestion that Desdemona prefers Cassio
seems inevitable to Othello whose sense of
inferiority is consistently fanned by lago.

Othello and lago:

lago’s hatred towards Cassio arises from the
fact that he is chosen by Othello as the new
lieutenant not merely because of the higher rank
but also because of the growing closeness between
Othello and Cassio. lago is also disgusted by his
suspicions of illegitimate relations between the
Moor and his wife. Also, the fact that Othello
chooses to promote a much inexperienced Cassio
above him in turn increases his hatred towards
Othello as an inferior Black man.

Even Roderigo is killed by lago because the
fool knows too much aready and is a threat if

Othello ever discovers the evils done by lago. It
would ruin their relationship forever.

The relation shared by Othello and lago has
been also looked at through the lens of
homaosexuality. Othello had never interacted with
any woman in his life except for his mother. Being
aman living in army camps it is likely that he had
experienced homosexual relationships. His regret
on getting married and his love for lago can be
seen in the third act.

“why did | marry? This honest creature doubtless
Sees and knows more, much more,
Than he unfolds.”

Othello addresses lago as ‘honest lago’ adding
up to the irony as in redlity, the ‘whore’ Desdemona
was more honest than ‘honest lago’ could ever be.

The relationship shared by Othello and
lago is sometimes incomprehensible. It is a mystery
how Othello never suspects lago’s intentions. The
primary catalyst of Othello’s wrath and jealousy is
the missing handkerchief that he has gifted to
Desdemona as a token of his love for her. The
lengths that lago goes to for convincing Othello of
Desdemona’s infidelity can be seen in how he
forces his wife to steal the handkerchief.

The pivotal point of the Othello — lago
relationship is Act |1l Scene iii where Shakespeare
seems to show how a lone wolf finds his ideology
confirmed. lago raises all the racist fears and
inferiority that Othello had suppressed about
himself. Moreover he begins to internalize the racist
views about Black people and also the savagery
which lago helps surface by making a comparison
between Cassio and Othello. The surfacing of his
inferiority removes the civilized inhibitions that
Othello had cultivated in Venice and reopens the
strong desire to commit the savage acts of war
against the infidels and Saracens that were a part
of his early youth. Only ironicaly he makes
Desdemona the Other, the enemy against whom
he must defend his honor. The cause of Othello’s
jedlousy is not Cassio but his own sense of
inadequacy and inferiority.

Conclusion:It is when the Venetian delegation
comes to Cyprus that Othello exposes himself and
shows himself as a violent schizophrenic. He is
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symbolically cutting himself off from the civilized
world of which he had amost succeeded in being
an honored member. He has regressed into an
alien and the lone wolf act of violence is the
inevitable last affirmation of his rejection by the
European civility and his rejection of their standards
of civil behavior.

It must be noted that it is a white playwriter
writing so intensely about these issues of racism.
Shakespeare has shown this art of sensitive writing
even in the Merchant of Venice. He has hinted at
this larger issue of racism showing that Othello
was mainly insecure because the whites brought
in him a sense of inferiority. This stands true for
amost al instances of racism. The whites have
pushed the Blacks to a state where they fedl lost,
lonely and threatened.

Othello is not an individual personality but
rather a combination of what all these relations
make him. He is an outsider in Venice who is
desperate for acceptance and loyaty. ‘Othelo’ is
not a concept limited to the Elizabethan times, it is
a contemporary reality. Around us are many
Othellos haunted by green-eyed monsters, influenced
by others and unleashed to destroy fellow humans.

References :

Wain, John. 1994. First published 1971.
Introduction from Shakespeare Othello—a case
book ( revised edition). Macmillan Press LTD.

Page 15.

Samuel, Johnson. First published 1971. General
remarks on Othello from Shakespeare Othello-
a case book (revised edition). Macmillan Press
LTD. Page 50.

Wain, John. 1994. First published 1971.
Shakespeare Othello— a case book ( revised
edition). Macmillan Press LTD.

Chiu, Chin-jung. April 2012. Freud on
Shakespeare: An approach to Psychopathetic
characters. Chang Gung Journal of Humanities
and Socia Sciences.

Shakespeare, William.1997. First Published 1997.
Othello. Wordsworth Classics.

https://en.m.wikipedia.org>wiki>othello

https://m.sparknotes,com/shakespeare/othell o/
summary.html

Hopkins, Liza. Beginning Shakespeare.PDF.

Im, Jane. Feminist reception of Othello as a
parodic figure of imperidis males in Paula
Vogel's Desdemona: a play about a handkerchief.

ISBN : 978-81-922741-6-4

Organised by Joshi-Bedekar College 93



Shakespeareand M odern Medicine

Ms. V. U. Ameera
Asst. Prof. of English, MES College, Ponnani, Keraa

Dr. Fazal Ghafoor
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Abstract : Modern medicine in Indiaisintrinsically linked with English language and literature. Thisis because
the syllabus followed here is based on British and American syllabi. So the prose used in such textbooks is based
heavily on the English language for its explanation of diseases relying on literary descriptions, alusions and
metaphorsin life situations. Unfortunately, the knowledge of English literatureislimited asfar asmedical students
are concerned. This paper triesto focus and bridge the gap between these two streams of studentsin this subject.
It analyses symptoms of illness, signs of diseases and nomenclature of afflictions which are described by terms,
situationsand actions of literary figuresin Shakespearean plays. It notesthe keen observation skills of Shakespeare
who was able to give clear narratives of certainillnessin hisliterary works which almost approximate symptom
description givenin modern textbooks. Thushiscontribution to the development of neuropsychiatry isunparalleled.

Analysis of various symptoms.ie what the patient suffers due to disease, signs what tell tale evidence the
physician detects in the patient and thirdly the disease syndromes detected in patients may be analyzed taking
into consideration their seminal connection with Shakespeare’s plays. This paper, ajoint work of the English and
Neurology departments, tries to evaluate the role played by William Shakespeare in the analysis of various
symptoms, sign and anthropological types of diseases which isfollowed in modern medicine especially in Neuro
psychiatry. It gives the precise definition of the anthropological human stereotypes enunciated by psychologists
like Ernst Kretschmer, an example being the Pyknic personality personified by Sir John Falstaff and the asthenic
personality typified by Cassius in Shakespeare's Julius Caesar and also stresses his role in oneirology and
influence on Sigmund Freud, the father of psychoanalysis.

Key words: Symptoms, signs, syndromes.

The study of dreamsiscalled oneirology. Sigmund
Freud has acknowledged the role of Shakespeare as
probably thefather of oneirology. Freud’sclassicwork,
Thelnterpretation of Dreams openly drawsinspiration
from the bard. The scientific term for sleepwalking is
somnambulism. Shakespeare’s plays occupied a
significant place on Sigmund Freud’sbookshelf for most
of hislife. He began reading Shakespeare when he
waseight yearsold and quoted from the playsin | etters
to hisfriends, his colleagues and his beloved. He used
linesfromthe playsto help him grasp difficult issuesin
his life such as failure and death. Most significantly,
Shakespeare's plays are part of the raw material from
which Freud constructed psychoanalysis. Themes,
images, plots, and lines from the plays are woven
throughout the foundational texts of psychoanalysisin
away that suggests their formative influence. Freud's
inter textual relationship with Shakespeare took many
forms including quotation, allusion and literary
interpretation. Some of the allusions are deeply
embedded in Freud' stextsin amanner that even Freud
may not have been aware of. Sigmund Freud affirms
the contribution of Shakespeare in psychoanalysis.
Hisinterest in the study of dreamswasinvoked by his

interest in Shakespeare and the dreams and
nightmares experienced by hischaracters. Hisseminal
work The Interpretation of Dreams starts thus.

In the following pages, | shall demonstrate that
thereexistsapsychological technique by which dreams
may be interpreted and that upon the application of
thismethod every dreamwill show itself to beasenseful
psychological structure which may be introduced into
an assignableplaceinthe psychic activity of thewaking
state. | shall furthermore endeavor to explain the
processes which give rise to the strangeness and
obscurity of the dream, and to discover through them
the psychic forces, which operate whether in
combination or opposition, to produce the dream. This
accomplished by investigation will terminate as the
problem of the dream meets broader problems, the
solution of which must be attempted through other
material.

Freud described three types of dreams 1. Direct
prophecies received in the dream 2. The foretelling of
a future 3. The symbolic dream, which requires
interpretation (interpretation of dreams, the classic
example is the prophetess Cassandra, the daughter of
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Priam, the King of Troy, who is destined to be
disbelieved. Sheforetellsthefall of Troy in Troilusand
Cressida-

Cry, Trojans, cry! Practise your eyes with tears!
Troy must not be, nor goodly Ilion stand,
Our firebrand brother, Paris, burns us all.
Cry, Trojans, cry! aHelen and awoe:
Cry, cry! Troy burns, or else let Helen go
Troilus and Cressida, Act 2, Scene 2
Thisis aclassic example of Freud's type 1 dream.
A lioness hath whelpéd in the streets,
And graves have yawned and yielded up their dead
Fierce fiery warriors fought upon the clouds
In ranks and squadrons and right form of war,
Which drizzled blood upon the Capitol.
The noise of battle hurtled in the air.
Horses did neigh, and dying men did groan,
And ghosts did shriek and squeal about the streets.
O Caesar! These things are beyond all use,
And | do fear them.
Julius Caesar, Act 2, Scene 2

Thusdid Calpurnia visualize Caeser’sdeath on
the Ides of March in agraphically described dream
as shetried to prevent him from attending the senate.
Thisbelongsto Freud's 2nd type of dreams. The third
and most interesting one is the type in which Lady
Macbeth experiences in the state of somnambulism.
Somnambulism is not deep, but aspecial mental state
arising out of sleep through adefinite mechanism. The
sleep-walking scene is a perfectly logical outcome of
the previous mental state of her. That we are dealing
with a genuine somnambulism is shown by the
description of the eyes being open and not shut she
refers to three gruesome events as she seep walks
first the murder of Duncan as demonstrated in the
continual washing of the hands, an act not seen earlier
and hereclearly brought out inthe d eep-walking scene.
This automatic act is a reminiscence of her earlier
remark after the murder of Duncan, “a little water
clearsusof thisdeed.” Then murder of Banquo, clearly
shown in the words, “I tell you yet again, Banquo's
buried; he cannot come out of his grave. The third
dialogue, clearly refers to the murder of Macduff’s
wife and children - “the Thane of Fife had a wife,
whereisshe now? Thusavivid and eloquent vista
of al her crimes passes before her. Like hysterical

somnambulism in modern Psychiatry the episode is
made up, not of one, but of all theabnormal fixed ideas
and repressed complexes of the subject. Here
Shakespeare uses blood profusely as the symbol of
violence, blood on Lady Macbeth’shands, Calpurnia's
vision of blood flooding the Capitol and Hector bleeding
after having been mortally wounded by Achilles in
Cassandra's prophecy.

Freud's work also looks into some modern day
themes having primordial instincts like misogyny and
anti-Semitism as in Merchant of Venice. In Hamlet,
Hamlet tells Ophelia;”” God has given you one face
and you maketh another you jig, you amble, and you
wigp”. Itis ananti feminine outburst to beread along
with the classic quote, “frailty thy name is woman”.
In Toto, this paper with neuropsychiatric collaboration
opens up a scientific relook at the innards of
Shakespeare's larger than human characters and tries
to flesh them down according to present medica
thought.

Shakespeare was one of thefirst personsto notice
the relationship between anthropometry and
psychology. This was long before psychologists like
Ernst Kretschmer postulated such arelationship. His
classification system was based on three main  body
types asthenic (thin, small, weak), athletic (muscular,
large-boned), and pyknic (stocky, fat). Each of
these body types was associated with certain
personality traits and, in a more extreme form,
psychopathologies. Kretschmer believed that pyknic
persons were friendly, interpersonally dependent, and
gregarious. In a more extreme version of these traits,
this would mean for example that the obese are
predisposed toward manic-depressive illness. Thin
types were associated with introversion and timidity.
This was seen as a milder form of the negative
symptoms exhibited by withdrawn schizophrenics.
However, the idea of the association of body types
with personality traits is no longer influential in
personality theory now compare Shakespeare’s
pyknic buffoon Sir John Falstaff.  Falstaff isaman
at onceyoung and old, enterprising and fat, adupe and
a wit, harmless and wicked, weak in principle and
resolute by constitution, cowardly in appearance and
brave in redlity, aknave without malice, aliar without
deceit, and aknight, agentleman, and asoldier without
dignity, decency, or honor.  Contrast thisto Caesar’s
comment to Antony about Cassius who approximates
the asthenic type.
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Let me have men about me that are fat,
Sleek-headed men and such as sleep o-nights.
Yond Cassius has alean and hungry look.

He thinks too much: such men are dangerous.
Julius Caesar, Act 1, Scene 11

Coming to the athletic types we have a host of
them from Henry Percy, called *’ Hotspur’” to the Black
Princeto Pericles of Tyre. Thus Shakespeare predates
Kretschmer and William Scheldon who described the
ecto endo and mesomorph, equivalent to the types
described by Kretschmer but with differing behavior
traits.

In Timon of Athens Shakespeare depicts another
human frailty. Misanthropy isthe general hatred, lack
of trust or contempt of the species and it has been
ascribed to a number of writers of satire, such as
William S. Gilbert (*I hate my fellow-man™) and
Jonathan Swift iswidely believed to be misanthropic
especialy for his works, A Tale of a Tub and, most
especially, Gulliver’'s Travels. Coming to Timon of
Athens, one gets alook at the working of the mind of
amisanthrope aman whose mental framework hurtles
himto alonesullen deprived and depressed end probably
a form endogenous depression. In the beginning of
Timon of Athens, Timon isaways having people over
for huge, gastronomic parties where he hands out
expensive giftsand pays off people’s debts at random.
In the end due to his profligacy, Timon spends the last
daysof lifeliterally scouring the earth looking for food
to subsist on before he dies.

Timon will to the woods, where he shall find
Th'unkindest beast kinder than mankind.
The gods confound — hear me, you good gods all —
Th’Athenians both within and out that wall,
And grant, as Timon grows, his hate may grow
To the whole race of mankind, high and low! Amen.
Timon of Athens, Act 4 Scene 1

Thusinimpotent rage against the peopl e, theland
and the very gods Timon's life withers away in the
wilderness, in a depressive stupor, a condition well
described in psychiatry. Clinical depression isamood
disorder characterized by persistent and intensefeelings
of sadnessfor extended periodsof time. Thesefeelings
have a negative impact on mood and behavior as well
as various physical functions, including sleep and

appetite.

Could there be a better example of misanthropy
personified than Shakespeare' sdescriptionof Timon's
obituary.  Most of misanthropeslead alonely bitter
life in solitude and many develop severe depression
and may commit suicide.

Another malady taken up by Shakespeare is
megal omania, asymptom of mental illness marked by
delusions of greatness, wealth, etc. Two
Shakespearean characters fit in with the description
of megalomaniacs Richard 111 and Coriolanus.
Shakespeare goes one step further by going into this
trait of Coriolanus and attributing it to his mother’s
megalomaniac aspirations reflected through her son.
She has no maternal instincts but sees her son as a
tool to achieve her megalomania.

Mark her words Away, you fool! it more becomes
a man Than gilt his trophy: the breasts of Hecuba,
When she did suckle Hector, look’d not lovelier
Than Hector’s forehead when it spit forth blood
At Grecian sword, contemning. Tell Valeria,
We are fit to bid her welcome.
Coriolanus  Act I, Scene 3

She says that she prefers Hecuba, Hector's
mother nursing his wounded forehead spilling blood
than her suckling him asan infant, alluding to the death
of the Trojan prince Hector. Thus the women of
Shakespeare like Cleopatra, Volumnia and Lady
Macbeth show great interest in power, position and
pelf. Shakespeare also gives the hints of incest or
Oedipus complex in the relationship between

Conclusion

In this paper we have assessed certain areaswere
the influence of William Shakespeare has shaped
modern day psychiatry, psychology and neurology.
Scores of books have been written on this subject and
further research is going on. This paper has been
written from amedical perspective so as to reach out
to students of literature who may not be well verse
with medical terminology hence an element of
simplification of terms is used. Further less popular
characters like Timon, Volumnia, Cassandra etc have
been depicted with their maladies. Relation between
Sigmund Freud and Ernst Kretchmer with Shakespeare
has been stressed.
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Shakespeare' sWorks: Reflector of Renaissance Humanism

Dr. Mrinal S. Kulkarni
Asst. Prof., Dept. of English, K.V. Pendharkar College, Dombivli

Abstract : Shakespeare's bequest to the theatre is immeasurable. He brought a new psychological realism and
profundity to drama, and shaped hundreds of living, believable personalities, all of them different individuals
showcasing the plentiful diversity of humanity. Subsequently four centuries, we can still recognize with their
ambitions, their potency and their failings, and commiserate with their moral predicaments. It is this certainty to
human experience that gives mount to comments like that of actress Janet Suzman: “ Shakespeare was a humanist
in everything he wrote.” In an age engrossed with religion, Shakespeare's plays and poetry are significantly
secular in subject matter and viewpoint, and Shakespeare appears to have been motivated by classical and
Renaissance ideas about the significance of reason and of society and human individualism. “To thine own self
betrue,” advises Poloniusin Hamlet, an analysis of personal uprightnessthat isbasically humanistinitsstrain on
individualism rather than on conventionality. For over a decade, the predominating ideas in the criticism of
Shakespeare and Renaissance literature, promoted mostly but not wholly by the schools of new historicism and
cultural materialism, have been that literature aswell asmen and women are creation of particular culturesand can
only beinferredintermsof them; that the very formation of theindividual, who hasan incessant and comprehensible
interior life, which can be apprehended from ageto age, isapost-Enlightenment phenomenon; and that Elizabethan
culture challenged orthodox Christian principles of providence and propriety and Shakespeareinevitably exhibited

as well as emulated this contest.

Key Words: Shakespeare, Renai ssance, Humanism

Renai ssance humanism consignsto the standards
of the cultural, social, and educational reforms
embarked on by scholars, artists, and political leaders
in Europe during the fourteenth and fifteenth centuries.
Renaissance humanism urbanized in reaction to the
increasingly outmoded and constraint idealsof medieval
scholasticism that had encompassed Europe throughout
the previous several centuries. On the contrary merely
furnishing professional such as doctors, lawyers, and
theologians with the strict rules of seasoning for their
professions, humanistslooked about toinculcatewithin
the educated a strong sense of virtue and wisdom
through the close study of the humanitiesand singularly
the arts of rhetoric, history, poetry, and philosophy.
Humanism commenced in Florence and Naples, Italy
in the fourteenth century but began to spread
throughout Europein the early 16th century dueto the
large-scale printing and publication of classical and
modern poetic, historic, rhetorical and philosophical
texts.

Renai ssance humanism—which was exercised,
specialy, by members of the clergy—was accepted
during the Renaissance with allowing for a greater
liberation of the individual (at least the educated
individual) considering many of the humanistic texts
practiced within scholastic settings preached and
debated on behalf of intellectual freedom and self-
expression and assisted to expose individuals to

conventions and ideas from foreign cultures and past
civilizations. A humanist was comprehended not merely
assomeonein control of agreat lovefor humanity, but
rather as one who had acquired the humane arts in
order to accede to a superior level of knowledge, wit,
written and spoken ability, and deeper knowledge of
the world and history.

WhileWilliam Shakespearefeasibly did not have
the sort all-embracing humanistic education afforded
to those of higher social and financia rank than his
own family, his education was evidently indoctrinated
in the principles of Renaissance humanism. The
distinctly humanistic ideals Shakespeare frequently
representsin his plays—particularly within Hamlet and
Julius Caesar—are indoctrinated in the principles of
Renaissance humanism. Throughout his plays,
Shakespeare frequently exhibitsand observestheideas
and idealsof Renai ssance humanism, frequently—even
in his tragic plays—showcasing characters that
represent the principles and ideals of Renaissance
humanism, or people of incredible self-knowledge and
wit that are competent of self-expression and the
application of individual freedom. Shakespeare himself
can be recognized as the ultimate product of
Renaissance humanism; he was an artist with a
profound understanding of humanity and asupernatural
talent for expressiveness who openly practiced and
rejoiced theideals of intellectual liberty.
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Shakespeare communicated all the characteristics
of a Renaissance humanist. He was a man of the
supreme culture and a considerable familiarity with
the classics, which are of vital significanceintheplays
and in the structure of hisimagination. The works are
flooded with his preferred classical authors, especially
Ovid, Virgil, Seneca, Plautus, Cicero, Terence and
Plutarch. Certainly, he has the ancient mythology and
history at his finger tips. He also communicated the
Renaissance crave to obtain the truth about human
nature.

Theancient maxim no scetel psum —know thyself
—wasakey principle of humanist concept and Hamlet's
speech about grasping the mirror up to nature entails
that poetry and drama can assist us to attain that
prudence. By doing so, we can appropriately defend
againgt the barbarism prowling bel ow the surfacewhich
the ignoble side of human nature creates and in its
place endorse the further civilised values. As Robin
Headlam Wells writes, Shakespeare's plays
demonstrates their humanist inceptions in the themes
they dramatise: “ Repeatedly, they come back to those
meatters that concern Duke Vincentio in Measure for
Measure: ‘the properties of government’, ‘our city’s
ingtitutions’, ‘thetermsfor commonjustice , ‘ the nature
of our people’” (Shakespeare's Humanism, p27).

At first reflection, his humanism appears to be
near to the disenchanted brand of Montaigne, who
emphasized the restraints of reason and understanding
in human affairs, quite the reverse to the optimism of
Bacon, Erasmus and most other Renaissance writers,
who assumed that enlightening reason would direct to
a better understanding of how to perform and thus to
immense profits for society as awhole. Shakespeare's
perceptible cynicism about such mattersistypified in
Hamlet's famous speech: “What a piece of work is a
man! How noblein reason! How infinitein faculty! In
form and moving how expressand admirable! Inaction
how like an angel! In apprehension how like a god!
Thebeauty of theworld! The paragon of animals! And
yet, to me, what isthis quintessence of dust?’ (Act I,
Scene 11). This seems to be a counterblast to Pico
della Mirandola's Oration on the Dignity of Man.

Yetitisbarely thefull picture. Hamletintheinitial
part of the play isaperplexed and disenchanted idealist.
But he develops as he grows older. Finally, the play
questions Hamlet's early cynicism. In the same way,
the author himself shows advancement from the

tragedies to the late romances, where the implication
is essentially humanist. Prospero in The Tempest is a
metaphor for the humanizing power of the artist and
educator whose ‘liberal arts' disciplines the tempests
in the human spirit. He demonstrates the glorifying
qualities of humaneness, benevol ence, companionship,
prudence, and so on. He does not search to strike back
against those who harmed him; he wants only to bring
them out of the darkness of revulsion and revenge.
Bernard D. Grebanier writes: “ Shakespeare is perhaps
the perfect expression of Renaissance humanism. His
profound sympathy for humanity enabled himto pierce
to the very core of his characters; his unexcelled gifts
as a poet made his men and women unforgettable
creatures of flesh and blood. Thismay be said asmuch
of the best of his earliest plays as of ‘The Tempest’
where Prospero is himself akind of incarnation of the
best of what the Renaissance had extended to
mankind” (Bernard D. Grebanier, et al. English
Literature and Its Backgrounds. New York: Holt,
1950 (p 242).

It is also vital to emphasize that, like many
Renaissance humanists, Shakespeare had a cynical
outlook and elated more in putting issues than in
advocating systems, and held critical consciousness,
as different to doctrinal integrity, to be the highest
possiblegood. Itisexactly what Keatscalled ‘ negative
sensibility’” inwhichtheauthor ispleased and conceited
to be in a state of uncertainty. A mounting number of
writers are becoming conscious of the intentionally
dialectical and provisiona feature of his works and
the truth that they dramatise the inextricable tensions
that are the significant conditions of life.
Correspondingly, his exceptional realism may be
viewed as the ultimate quintessence, in poetic terms,
of the extreme concern for peculiarity supported by
humanists from the 14th century on.

Shakespearean dramaisareserve of the conflicts
that aggravated and enchanted humanism,
incorporating (among many others) action versus
reflection, theory versus practice, art versus nature,
res versus verbum, monarchy versus republic, human
dignity versus human depravity, and individualism
versus communality. In administering of these
divergences, he usually advances in the manner of
Castiglione and Montaigne, forwarding structures of
composed contraries rather than ratiocination
endorsements of one side or another. In so doing, he
attains a higher realism, surpassing the mere imitation
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of experience and generating, in al its disputes and
fertility, amirror of minditself. Since the attainment of
such psychological and cultural self-awareness was
thechief goal of humanigticinguiry, and since humanists
acceded that poetry was an unusually effective mode
for this attainment, Shakespeare must be recognized
as a renowned humanist.

Shakespeare, however, abstainsfrom moralising.
Preaching constrains the mind, a thought echoed by
Lucio in Measure for Measure: “And yet, to say the
truth, | had aslife have the foppery of freedom as the
morality of imprisonment”. The non-existence of an
apparent principled viewpoint has led some critics to
presume that Shakespeare has none. Dr Johnson
grieved that ‘ he sacrifices virtue to convenience, and
is so much more careful to please than to instruct that
he seems to write without any moral purpose’. Yet
Johnson overlooks the Renaissance practice of
instructing by pleasing. Consider Hamlet's ‘mirror up
to nature’ speech. Here the playwright appears to be
telling uswhat heistryingto doin hisplays, and Johnson
summarizesthat Shakespeareis obviously agreat poet
of human natureinthegist of laying it exposedinal its
great variety. But Levin comments: “ The Elizabethan
conception of art as the glass of nature was ethical
rather than realistic, for it assumed that, by
contemplating situationswhich reflected their own, men
and women could mend their ways and act with greater
resolution thereafter” (H. Levin: The Question of
Hamlet, 1959, p157). In other words, by uncovering
the weaknesses, scepticism and vice in the world and
the devastating outcome which they inexorably produce,
the playwright isedifying hisreadersto avoid the same
follies. And heisaccomplishing it through ‘ the foppery
of freedom’ rather than the mordity of imprisonment’.
Furthermore, Shakespeare reinstates this intention
clearly in Jaques' speechin As You like It: “Invest me
in my matley; give me leave To speak my mind, and |
will through and through Cleanse the foul body of
th'infected world, If they will patiently receive my
medicing”. Shakespeare's plays are extremely moral
and deal with theinnermost ethical themes and issues.
The clearest suggestion of their moral intention is that
sin never triumphs in the plays. It forever endures
ultimate defeat.

Othello does not finish with lago wallowing over
the dead bodies of Othello and Desdemona. Hamlet
doesnat finishwith the prince annihilating hisenemies
and ruling Denmark blissfully ever after. Even

characters who are fundamentally good are chastised
for their wicked acts; so in a manner Hamlet dies for
the killing of Polonius and Romeo for daying Tybalt.
Regardless of its permeating presence, wickednessis
always shown as being avoidable. Shakespeare
perpetualy stresses man's moral responsibility for his
actions. Hamlet, Othello, Lear and Macbeth al pays
for their sins, not because of some divine judgement
written in the stars. To be sure, there are frequently
warned, such as earthquakes, comets and eclipses, as
in Julius Caesar and King Lear, but they aretypically
presented asasymbol of God' swrath to befall if fallen
human beings do not atone and elude evil. Another
time, when we search to ascertain Shakespeare's
essentia ethical principles, we notice a lack of set,
prearranged dogma, though with some exemptions.
‘Unbitted lusts' and passions, combined with egotism,
overcoming reasonisan invariable subject -matter. The
title of The Tempest alone symbolises the gale of the
emotions. Prospero seeksretribution for hisbanishment,
but the devel opment of the play istowardstheretrieval
of his humanity. In exoneration he finds not only a
direction towards justice but also a path back into
human society itself. And by yielding his capacity to
reason, Prospero exemplifies Renaissance Humanist
thought: “Yet with my nobler reason ‘gainst my fury
do | take part: the rarer action is in virtue than in
vengeance’. In The Tempest we find Shakespeare's
utmost humanism at work, articulaing not only afedling
for human weakness but also an aptitude to see man
as a potential super-human with powers of moral
judgment eventualy identical to theemoational struggles
these powers provokes.

In Shakespeare we also notice an obsession with
‘balance’ between self and others. It isvisible that all
his villains are individualists, enthused primarily by
selfishness. Richard of Gloucester sums it up: “1 am
myself alone”’. Parolles in All's Well That Ends Well
avers. “Simply the thing | am shall make me live'.
Andlagosays: “Infollowing him, | follow but myself”.
The selfish ambitions of such people, or their greed or
jealousy, lead to disorder and disaster. Moreover, by
affirming themselves at the expense of others, they
become introvert. So, after the death of Duncan,
Macbeth confesses that: “To know my deed, ‘twere
best not know myself”. The evil acts snowball, and
the result is described by Albany in King Lear: “If
that the heavensdo not their visible spirits Send quickly
down to tame these vile offences, It will come
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Humanity must perforce prey onitself, Like monsters
of the deep” (Act 4, Scene 2).

Hamlet, Othello, Lear, Macbeth, and so on, all
have to cope with the option of putting themselves or
others first. Their catastrophe therefore arises
eventually from their own selfishness. Optimistically,
Shakespeare praises the humanist virtue of
‘philanthropia . Thus when Lady Macbeth proposes
to her husband that histemperament is ‘too full 0’ the
milk of human kindness', she desires him to become
less human and more of a monster. A fundamental
feature of kindness is the faculty for fellow-feeling,
and clearly Shakespeare’s good characters have this
quality in general. It isaso this quality that shimmers
through the wide-ranging works and causes
commentators to relegate to the playwright’s great
compassion. Indeed, love of humanity isthe dominating
theme of the plays (the tragedies illustrate the loss of
thislove). Repentance and forgiveness are consi stently
emphasized and Portia's supreme speech about the
quality of mercy in The Merchant of Venice conveys
sentiments which surely rest deeply in the heart of the
author: “It is an attribute to God himself; And earthly
power doth them show likest God’'s When mercy
seasons justice” (Act 4, Scene 1).
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Learning'sTriumph o’ er her Barb’rous Foes. Revisiting Othello asa
Tragedy of Shakespearean Mold
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Abstract: The present research article assesses how Shakespearean domestic tragedy Othello fits itself into or
ticks out of the Aristotelian classical standards laid down for the writing of tragedy. Aristotle has enunciated six
elements of tragedy and they are: Plot, Character, Thought, Diction, Song and Spectacle. Othello, asatragedy has
themall. Thefirst element isthat thetragedy be aform of dramatic work; Othellofitsthisprerequisite, asitisaplay.
The second element is one of position, which Othello holds as the leader of the Italian army. Thirdly, a tragedy
requires some form of prophecy, something that is evident in Othello’s gift to Desdemona (the handkerchief).
Othello’s fatal flaw (Tragic flaw) isjealousy which leads him to his undoing. He then experiences the required
downfall, and like all of Shakespeare'stragedies, the play endsin death. Shakespearean tragedy is seen to follow
the model of tragedy set by Aristotle; the plot of the ‘mind’ tragediesis always centred on just one main character,

the protagonist.

Keywor ds: Tragedy, Aristotle, characters, misreading, revisiting, generalisation, sensationalism, ambiguity.

“When learning’striumph o' er her barb’ rousfoes
First reared the stage, immortal Shakespeare rose”

Thus lionized Dr Samuel Johnson to William
Shakespearein hispoemtitled ‘ Prologueat the Opening
of Drury Lane Theatre' (1747). Johnson displays the
tendency of his contemporary playwrights to fault
Shakespeare for his propensity for wordplay and for
ignoring the demands for poetic justice in his plays;
readers of subsequent generations have found these
criticismsto reflect the inadequacies of the critic more
than they do those of the dramatist. What sets
Johnson’swork apart from that of his contemporaries,
however, is the immense learning that lies beneath so
many of his judgments; he consistently displays his
familiarity with the texts, and his generalizations are
rooted in specific passages from the dramas. Further,
Johnsonisthefirst among the great Shakespeare critics
to stress the playwright’s sound understanding of
human nature.

Shakespeare'sOthelloisaprivatetragedy tracing
the destruction of arelatively noble man and hisfateful
marriage. A Shakespearean tragedy is the polar
opposite of a comedy, it exemplifies the sense that
human beingsareinevitably doomed through their own
failures or errors, or even the ironic action of their
virtues, or through the nature of fate, destiny, or the
human condition to suffer, fail, and die. In other words,
it isadramawith an unhappy ending. Othello and his
kind appear to most as a barbarians, generally serving
no other purpose than that of mercenary or dave he
has overcome the hardships of his adventurous and

catastrophic life, purchased his freedom and worked
tirelessly in proving his worth to the Venetian senate,
building a worthy reputation and the high ranking
position of general in the Venetian military, thus
achieving a position with alot to lose; another of the
imperative conditions of becoming Shakespearean
tragic hero. As per Aristotelian, and consequently
Shakespearean, rules of tragedy a character must
demonstrate aspecific set of qualitiesin order to qualify
as atragic hero. Firstly the hero must be someone of
high importance or fortune, such asaKing, aBaron or
inthiscaseaGeneral; Othellotellsof hisposition when
defending his decision to marry Desdemonato lago ‘|
fetch my life and being / From men of royal siege'.

lago and Roderigo demonstrate the racial
intolerance of thetimein their conversation and actions
in Act | Scenes | and Il; describing Othello as
bombastic and lascivious, lago particularly focuseson
presenting him as a demonic incubus through the use
of animal imagery, ‘an old black ram/ Is tupping your
white ewe.” He informs Brabantio, inciting hatred in
him; turning the audience against Othello and
contradicting the element of the good natured character
of the tragic hero which is the essence of the genre of
tragedy. Sullying Othello’s name in such aderogatory
manner has a paradoxical effect, when Othello first
appears on stage, unknowingly he defends and proves
himself to the audience with his educated, poetic use
of language demonstrated on paper in the style of blank
verse, compared with lago’s more ruthless and crude
language which is presented in the form of prose.
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Through this Othello proves himself worthy of the
position of general, of Desdemona and of the title of
the tragic hero, lago’s attempts of slander appear to
elevate Othello’s position even higher.

Othello, in proving himself to be a worthy
protagonist is also required to have afatal flaw or, as
Aristotle termed it, hubris, Greek for “insolence’; a
character flaw such as jealousy, courage or pride, that
balances out the heroes usually good natured
character. The ‘hubris is not always considered to be
a negative flaw in the character; rather it is just the
impetus for the character’s tragic mistake, and the
resulting circumstances.” Most notable of Othello’'s
flawsisthat of jealousy, one of the main themes of the
play; ‘It isthe green-eyed monster which doth mock /
The meat it feeds on.” giving physical form to the
emotion of jealousy, the form of a monster suggests a
terrifying all-consuming force with the capabilities of
devouring all those afflicted/attacked by it.

The erosion of Othello’s faith in Desdemona is
evident ‘ Fetch methe handkerchief. My mind misgives
, fuels his ill-placed suspicion of Cassio and
Desdemona’s “affair” alongside the more implicit
jealousy of their youth. Othello focuses on
Desdemona’s youth when quizzing her about the
whereabouts of his mother’s embroidered
handkerchief, ‘ For here's a young and sweating devil
here’ (3.4.47) he addresses her hand, waiting for her
to admit she no longer has the handkerchief
demonstrating that at this point hisfeelings of lovefor
her are still stronger than the monster that is taking
hold of him. Reminiscing, Othello highlights, onceagain,
the differencein age between himself and Desdemona,
‘A liberal hand! The hearts of old gave hands; / But
our new heraldry is hands, not hearts.’ Desdemona
and Othello begin by loving each other harmoniously
because of the differencesthey perceivein each other;
masculinity and femininity, privileged and un-privileged
backgrounds, youth and age. The differences which
joined them together become distorted by Othello’s
apparent insecuritiesand lago who statesin hissolilogquy
‘I'll pour this pestilence into his ear’. The purpose of
the protagonist’s flaw hubrisisto enable the audience
to relate to him, in successfully achieving this, a state
of catharsis can be reached; another vital aspect of
the genre of tragedy. The release of emotion from the
tragic hero provides the audience with a sense of
completion. In hisfinal Othello is the embodiment of
Tragedy, fulfilling al of theelementsof thetragic genre

asoriginaly depicted by Aristotle. With their misplaced
letters and cunning disguises Shakespeare's plays are
so often marked by a lack of straightforward
communication. Othelloisapowerful exampleof this,
where the text’s tragedy essentially springs from acts
of misunderstanding.

Ironically, some of our first encounters with the
handkerchief involveideas of truth and pureintention.
InAct 3, Scene 3, when Desdemonaaccidental ly drops
thisprecious‘trifle’ anditisdiscovered by Emilia, Emilia
makes a ‘note to self’ to have its pattern reproduced
to ‘please’ her husband. This episode is later imitated
when, having ‘found’ the abandoned ‘ napkin’, Cassio
hassuchaliking for it that he demands Biancareplicate
it for him. Indeed, thinking more about thisconnection
between the handkerchief and the theme of faithful
duplication, this ‘token’ is an heirloom, handed down
from Othello’smother to her son. In giving Desdemona
thisdelicate prize, Othello hopesit will mystically bind
himwith hiswifeinthe sasmeway that it did his mother
and father. lago’s attitude towards the handkerchief
couldn’t be more contrasting. His approach is to
mani pul ate and changethe‘ napkin’s meaning entirely.

Audiencesmight detect within the handkerchief’s
composition aninherent ambiguity, onewhich lago plays
with and exploitsto achieve his own ends. On the one
hand, this ‘little’ piece of white cloth is spun from
‘hallowed’ silk that emblematizes both the unblemished
quality of the couple’s affections and Desdemona’'s
sexual purity . Exacerbating this, Othello informs us
that thistoken’sfabric consists, in part, of mummified
virgins' hearts. But this bloodiness, along with its
‘spotted’ pattern of ‘red’ strawberries equally implies
thelossof virginity. Thisblood representsthe beginning
of greater sexual experience and the potential dangers
of those experiences. It is this second set of
associations, with their implication of possible
promiscuity, which lago’s accusations draw on. This
isperhaps most pertinent when lago describes Cassio’s
lascivious use of the napkin to wipe hisbeard at dinner,
continuing the link between culinary and sexual
consumption. Rather than serving as a memento of
the coupl€ sinnocent first encounters, |ago encourages
Othello to repurpose the handkerchief as an accessory
to adultery. But most fascinatingly, the play asserts
that these misreadings occur not just as result of the
individual action, but also because of social forces. The
text makes us wonder if there is something particular
about the ‘world’ of Shakespeare’s Venice and the
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Venetian ‘state of mind’ which makes the play’s
catalogue of misunderstandingsinevitable.

It's worth considering how Othello seems to
characterise Venice similarly, as an immensely
sensationalist society — and perhaps such
sensationalism adds to the characters' difficulty in
acquiring unequivocal knowledge. Desdemona’s
flirtatious‘ devour[ing] up [of Othello’g] discourse’ and
her ‘serious incl[ing]’ towards his autobiographical
stories are reflective of Shakespeare’'s Venice at large;
asociety eager for themost colourful version of events
and with no pressing concern for the truth of the tales
it istold. This Venetian appetite for the scandaous as
opposed to more nuanced thought is also present in
the immediacy with which Brabantio believes the
speculations about how his daughter’s union with
Othello started. Chiming with the habits of his state,
Brabantio leaps on the most outlandish of possible
explanations for his daughter’s * disobedience’:
witchcraft and violent coercion. In keeping with this,
when Othellois questioned about how hisrelationship
with Desdemona began, the difference between him
and the surrounding noblemen is more rhetorical than
racial: Othello declaresthat, for histestimony, he will
a ‘round unvarnish’'d tale deliver’. Here Othello’s
dignified and deliberate language strikingly resonates
with diplomat Joannes Leo’s casting of ‘the African’
as'most honest’ and * high minded'. It isacounterpoint
to the Venetian desirefor salacious statements, adesire
he is repeatedly confronted with.

As well as the supposed nature of the Venetian
character and its impact on the text’s treatment of
miscomprehension, theimmediate political context of
the play’s action is relevant too. Othello’s conflicted
conscience and Desdemona's fight to convince her
beloved of her fidelity are microcosms for the play’s
international conflict — the war with ‘genera enemy
Ottoman’. Given that it passes so quickly, we might
justifiably overlook the importance of the storm that
opens Act 2. But the dialogue's focus on confusion
here is telling. In this scene, Montano is desperate to
find out what can be ‘discern[ed]’ at sea; his initia
speech is dominated by a series of questions that
emphasise his ignorance. The ‘gentlemen’ nearby,
seemingly Montano’s only source of information,
describe to him visions of ‘monstrous’ chaos, ‘wind-
shak’d surges’ and ‘enchafed’ flood. Such description,
the frenetic tone and the fact that the feared foe ends
up defeated by nature rather than by human design

underline the chaos of war; where one minute, the foe
is advancing terrifyingly; the next, the enemy is
surprisingly pushed back. In such an atmosphere of
unpredictable change, onanidand defined as‘ warlike',
misunderstanding between characters seems
unavoidable. To extend the aquatic imagery, Othello
isaplay about ‘fish out of water’, not only with regards
to Othello’s blackness amongst his white peers, but
also in its investigation of what happens to military
personnel when they are away from the frontline. In
trying to establish the ‘honesty’ of his ensign and the
conduct of hiswife, audiences might fedl that Othello
transplantstherapid, impulsive decision-making of the
battlefield to the ‘domestic’ sphere where we might
hope for more measured meditation.

Perhaps the most moving of these socially and
politically generated misunderstandings s the lack of
sympathy between genders in the text. In many
instances, pages in the texts delight with vignettes of
amorous exchanges between men and women.
However, when the beautifully crafted images of
Walens' work focus on masguerading and masks, they
seem to touch on a particularly pertinent idea within
the play with regards to the relationship between
Venice'smen and women. Othello frequently implies
that Venetian men have an insufficient grasp of the
‘true’ character of their womenfolk; men cannot see
women for who they ‘redly’ are. Thisis asociety in
which attractive women are dangerously and
hyperbolically misconceived of as statues made from
‘monumental aabaster’. Thisisaworld where, despite
female characters often expressing themselves with
startling sharpness, they are seen as duplicitous
‘picturesout @ doors'. Emiliarailsagainst this. In Act
4, Scene 3, she makes arallying cry to:

Let husbands know Their wives have sense like
them; they see, and smell, And havetheir palates both
for sweet and sour, As husbands have. (4.3.93-96)

These are words of frustration at not being
properly listened to or understood. In this compelling
speech Emiliaarticul ates herself in some of the wittiest
and most acerbic poetry in the text.

Conclusion: In Othello, one finds pleasurein theidea
of tragedy portrayed in this play, in the virtuosity of
character representation, in the indulgence of intense
distress, and in the cathartic relief that follows. One
also becomes increasingly aware that the complexity
of tragedy is such that no single theory can adequately
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encompass al tragic pleasure. There are very few
generalitiesto be drawn from Shakespeare' stragedies
since Shakespeare does not seem interested in
repeating himself. The only characteristic that seems
to apply to those under study isthe death of the tragic
hero and the political turmoil and loss of livesthat this
death bringswithit. However, with respect to thetragic
hero, we cannot find many general characteristics
because sometimes he is not only the “ hero” but the
villain, asis the case with Macbeth. The same can be
said about his character or reactions. Hamlet is as
obsessed with hismother’smarriage as Othello iswith
Desdemona’s supposed infidelity. But though all
Shakespearean tragedies do not have common
characteristics, each tragedy shares at least some
feature with most of the others, and all of them share
that special and intangible Shakespearean quality that
makes them great.
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Abstract : There are very few artists in human history who have made a deep mark on human culture. William
Shakespeare is one amongst them. His sonnets stories are of source of joy and inspiration even today. Filming
being one of the most powerful mediums of our time, we do come across emphatic thematization of Shakespeare
in Bollywood. Through this research | have made an attempt to discern the cords deep rooted in the viewer’s
psyche, which are touched through Shakespeare'sthemes dliciting agrand ‘ larger than life’ emotional experience.
The research is based on an amalgamation of two theories, namely viewer’s contribution theory and Jungian

psychoanalysis.
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I ntroduction

“The roots may look lost but every big story in
Hindi film industry is from Shakespeare.”
(Naseeruddin Shah)

There are very few artists in human history who
have made a deep mark on human culture. William
Shakespeare is one amongst them. Like Saint
Tukaram’s abhangas even Shakespeare’ swritingshave
been converted into sayings and idioms. For example-
‘Theworldisyour oyster’, ‘LoveisBlind’, ‘break the
ice’ and so on. Or the most famous one ‘ To be or not
To be...” His sonnets stories are source of joy and
inspiration even today. Not only this, but you enjoy a
film and realize - “Oh! It is the Bard Again...!” In
short, onetendsto believe that as if Shakespeare - his
art and themesareimbibed in the coll ective unconscious
and they are emanated time and again through various
expressions and media.

Filming being one of the most powerful mediums
of our time, we do come across emphatic thematization
of Shakespeare in Bollywood, making Naseeruddin
Shah’s remark about extremely felicitous. In fact
Shakespeare’s Bollywoodization has opened yet
another arenafor film critics. Namely, bollywoodi sation
of classic literature and theorization about it. Today
Bollywood studies are replete with the examples of
various approaches towards film gazing and film
critiquing. For example subaltern studies, feminist
paradigm, viewer’scontributionin film appreciation and
so on. Through this research | have made an attempt
to penetrate the deep rooted psychic reasons behind
the time-tested popularity of Shakespearean thematic
films.

Research Methodology

The research is undertaken in the critical
interpretative paradigm based on three main study
areas.- viz 1) Bollywood theorization 2) Literature 3)
psychoanalysis. The specific theoretical undercurrents
used are-

1. Gazer's(Viewer’s) contributioninthe completion
of Art experience

2. Narrative analysis of themesin literature

3. Jungian notions of human archetypesandtheir role
in Art appreciation.

In other words, through thisresearch | have made
an attempt to discern the cords deep rooted in viewer’s
psyche, which are touched through Shakespeare's
themes eliciting a grand ‘larger than life’ emotional
experience. The present critiqueisbased on the method
of intent film gazing and library research. For specific
study the trio of tragedies (Post 2000) Magbool
(Mcbeth), Omkara (Othello) and Haider (Hamlet) are
selected. The time again Bollywoodized comedy of
errorsinto - Do Duni Chaar and Angoor is aso taken
into consideration.

Tragedies and comedies

In the Alexander text of ‘complete works of
Shakespeare’ ,herightly comments, “ Philosophershave
indeed maintained that tragedy and comedy have
another and finer connection than that of contrast; but,
though there have been great tragic artists and great
comic artists before and since Shakespeare's time,
nowhere are they found united as in hiswork, and in
such a manner that each but adds a new force to its
apparent opposite.”..........
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The 3rd (1599 — 1608) ripe period of
Shakespeare’s creativity is dominated by classic
tragedies and the 4th period (1608 — 1613) is again
climaxed into romance and comedy. However, what
matters actually is not the typical debate the tragedian
or the comedian... who shines off more but rather it is
the acceptance of Eros- Thanatus, the happiness-
sorrow, equally by the bard. This unconditional
acceptance of ironical human experience has prompted
the bard to intertwine and emanate both the tragedy
and the comedy. Precisely due to this reason both
thematic forms are selected for critiquing.

Simple narratives of the films or Plays

1. Magbool (Macheth) Visha Bhardwaj 2005

Macbeth - A tragedy written by Shakespeare,
thematizesaman'’s conscience. During the course
of the play Macheth changes from a person with
astrong but imperfect moral sense to a man who
will stop at nothing to get and keep what hewants.
He slowly becomes numb to emotions however;
though Lady Macbeth encourages murder in the
beginning. But her conscience grows, her guilt
increases as her husband’s reduces.

Magbool - The story follows Macbeth (Irfan
Khan) theright hand man of Abbagji (King Duncan)
the most powerful and influential Gang-Lord in
Mumbai, Abbaji’'s mistress Nimmi (Lady
Macbeth- Tabu) fals in love with Magbool and
inspireshimtokill Abbaji and take over hisempire.
What they didn’t expect wasthe surfacing of guilt,
and loyalty to Abbaji.

2. Omkara(Othello) —

Omkara (Ajay Devgan) is a grand leader in the
semi lawless state of UP. Bhaisaab's (Naseer's)
election win promotes Omi, leaving his ‘youth
leader’ seat empty. Inalogica political move, Omi
selects Kesu Firangi (Vivek Oberoi) as his
successor, ignoring hisloyal right hand man Langda
Tyagi (Saif Ali Khan). Greenwith jealousy, Langda
slowly poisons Omkara’'s mind against Kesu,
heading him down a path too dark for anyone's
good. Kareena, Konkana and Bipasha play Omi,
Langda and Kesu's love interest respectively.

3. Hamlet (Haidar)

It is a tragedy about a sensitive young prince in
Denmark who feels he must avenge his father’s
murder. His uncle remarries his mother. In the

end the trio meets death.

Haidar a young affluent Kashmiri student poet
(Shahid Kapoor) returns home to Kashmir on
receiving news of his father’s disappearance. He
realizes that the militant had detained (and later
on killed) his father and his uncle isinstrumental
in informing them. Later the uncle married his
mother. Intense emotional dramafollowsbetween
mother and son against the backdrop of this plot.

4. Do Duni Char and Angoor

Comedies of errorsin which a series of mistaken
identities(bringing about lot of humor and
excitement) and comical mix-ups that develop
before two sets of twin brothers(A set of twin
masters and twin servants) are united.

Critical analysis

The adaptation of al the four films has been
indigenous giving the viewers atypical feel of “Oh! It
isthe story of my soil.” The trio of Vishal Bhardwgj is
extremely intense and leaves the viewers deeply
disturbed. Whereas Angoor fills the minds of viewers
with the marvel at nature’s coincidence and miracle.
Now in order to understand the time-tested success
of Shakespeare's themes and narratives, (with all due
credit given to Vishal Bhardwaj and Gulzar of grand
indigenous cinematization) we need to turn to psycho
analytic theory mainly that of Jung.

Themes in psychoanalytic paradigm

In his scheme of psychoanalysis Jung discovered
that certain symbolic themes existed acrossall culture,
al epochandinevery individual. Takentogether, these
symbolic themes comprise the archetypes of the
‘collective unconscious' . The collective unconscious
contains archetypes, dreams, intuitions and self-
actualization. It refers to that part of person’'s
unconscious which is common to all human beings.
Psychoanalyststry to discern the content of ‘ collective
unconscious scientifically whereas the great artists
like Shakespeare do the samethrough their creativity ...

The central symbolic themes and archetypes in
theabove 4 filmsare—‘the struggle of conscience
fetching two opposite fates, in Magbool turning
cold and Nimmi turning more sensitive and guilty.

2. Omkara (Othello)
‘Doubt versusfaith’ and thetoxicity of negativity. Many
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lovelivesareruined to doubt negativity and toxicity.
In spite of rational awareness of this psychical
trap, even the so called ‘level headed' strong
minded Omkara falling prey to it, is depicted in
Omkara, fetching a tragic end to the innocent
romantic relationship. The sense of possessionand
love, going together is a so another context of the
archetype.

3. Haider (Hamlet)

Haider indeed goes much more beyond the
Kashmiri struggle and speaks more about the
delicate relationship between the mother and son
touching in a very subtle but intense way the
Oedipus complex of the son’s psyche. The close
relationsinstead of turning to the strength become
the source of sorrow, weakness and tragedy over-
shadowing Haider’s will to live. Thetrio in short
touches or brings out the deep rooted psychic and
psychosexua conflicts leaving the audience with
a sense of awe as well as deep sorrow.

4. Angoor

Since time immemorial man has struggle to
decipher the mystery of multiple human births;
across the cultures. As per one interpretative
narrative, on Ramayana,(by Eravati Karve) the
reason behind Rama abandoning Sita is actually
not the washerman but then existing popul ar belief.
“Twins are born of different fathers'.

Coming back to the film Angoor leaving aside
the fantastic indigenous bollywoodization (by Gulzar)
of comedy of errors what matters is the sense of
mystery deep rooted in the human psyche about
multiple births. That sense of wonder is awakened in
a very humorous exciting way through a series of a
plotsthat to doubly. Thisobvioudy leavesthe audience
with a sense of amusement.

To speak in Jungian linguistic paradigm the
unconscious has the tendency of projection.
Shakespeare used projection in a grand way through
words and drama. Film directors are using the film
medium very effectively for this projection of
unconscious. When the viewers participate
symbolically inthisprojection through film gazing they
seetheir own deep rooted ideas, buried dreams, eternal
conflicts and are able to re-address the unconsciousin
avery predictable environment (three hours moviein
thetheatre). Thisishow thewholecircle of experience

is completed. A meaning is created. The intense
disturbing emotional drama is recreated through
aesthetic content.

The Platonic Cave

To make the Jungian critique more effective we
may make the use of the famous cave metaphor
(Allegory)given by Plato (though | am awareitsoriginal
purpose and details are purely philosophical).

Carl Plantingavery aptly comments, “Reading is
a cool intellectual experience... Audiences at the
movies however, are often thrilled, excited or
exhilarated and moved to tears, laughter, scorn or
disgust; madefearful , expectent, curious or suspenseful,
absorbed and angered, placated or satisfied, given
elevated heartbeats, sweaty blows and Galvanic skin
responses made to scream, yell and excoriate the bad
guys and usually relieved at the films' end.

The cave of cinema (the dark theatre) gives us
thisexperienceleading to deep realization meeting one's
own deeper self - our own shadow (on Jung’sview
shadow isour latent disposition). Unlike Plato’s cave,
where realization dawns when the soul turns towards
thelight in the theatrical cavetherealization comesin
the safe zone of the darkness through the interplay of
effective visuals light and emotional drama. Thus
deeper emotions are relieved and relived by the
audience. In short through the film medium
Shakespeare's themes are able to create even more
deeper and lasting impact. The themes and narratives
become popular across the cultures and in different
times because they strike the cord of our collective
UNCONSCi OUS.

Concluding remarks

Basically audiences select a film for the
experience it offers. The experience of emotions is
one of the principle motives behind gazing films. The
raw archetypica emotionsare purely idiosyncratic and
subjective. However, the strange fact about them is
more subjective and emotions are often moreuniversal.
We all experience them at the level of collective
unconscious. The debates in the literary world about
the Bard’s outdatedness or timel essness may continue
through the academic circles, but as long as human
beings experience the deep conflicts, emotional
struggles and wonders, the Shakespearean themes
will continue to appear and reappear in varied forms.
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Contextualizing Shakespearein India : Relating the Writings of
Shakespeare in an ELT Class to the Undergraduates of
Engineering and Technology

Dr. Uma Devi
Prof. of English, GeethanjaliCollege of Engineering and Technology, Hyderabad

Ms. G. Latha Suhasini
Asst. Prof.of English, Geethanjali College of Engineering and Technology, Hyderabad
Abstract :‘ The Seven Ages of Man'isamonologue from Shakespeare’'s‘ AsYou Likelt’(Act Il, SceneVII); .The
poemisadidactic excerpt that reflects Shakespeare’ s deep knowl edge and transience of human lifeand relationships.
It has its own merits universally accepted; irrespective of time, place and situation. This text is used in the Lab.

sessions to inculcate a taste for Shakespearean English and ideology .This paper explores an idea of various
stages of Man; where the text was correlated in the ELT classroom;comparingthe Teaching and Learning of Old

English to that of the Post-Modern English.

Various opinions on the different stages in human life are elicited from students through brain storming session.
As the students read the poem slowly and carefully the following Language L earning aspects can be adopted-

* Vocabulary —mewling, puking, woeful, oblivion.......

* Figures of speech — Similes and Metaphors
Similes—creeping likeasnail
Metaphor — seeking the bubble reputation

* Grammar aspects — Prepositions/phrases; Adjectives etc.
Prepositions/phrases: jealous in honor; quick in quarrel
Adjectives: shining morning star; whining school boy

* Word formation — Puking :This word was coined by Shakespeare

* Archaic/Obsolete words — Sans

* [ntonation,Rhythm and Accent

The students enact various stages of Man. They compare and contrast the seven ages of man in their discussions.
The students write asmall poem or amemorable event based on their understanding. Theymay betold to elaborate
on similar thoughts evoked after reading the poem. There is a vast difference between the Language of the
Shakespearean Erawhere Old English was employed and Contemporary language taught to Studentswith technical
bent of mind where Modern English is used mostly. Various aspects like Brain Storming, Role Play, Vocabulary,
Grammatical Aspects, Figures of Speech and so on.... can be taken up in the classroom teaching in order to
enhance L.S.R.W skillsin the students. To assessthe literary interests aquestionnaire will be circulated at the end

of the session.

Key words: didactic, infancy, satchel, pard, capon, treble, sans

The Seven Ages of man (By William Shakespear€) Unwillingly to school. And then the lover,

10 Sighing like furnace, with awoeful ballad
Made to his mistress’ eyebrow. Then a soldier,
Full of strange oaths, and bearded like the pard,
Jealous in honor, sudden and quick in quarrel,
Seeking the bubble reputation

15 Even in the cannon’s mouth. And then the justice,
Infair round belly with good capon lined,

With eyes severe and beard of formal cut,

All the world's a stage,
And al the men and women merely players,
They have their exits and their entrances,
And one man in histime plays many parts,
5 Hisacts being seven ages. At first the infant,
Mewling and puking in the nurse’'s arms;
And then the whining school boy, with his satchel
And shining morning face, creeping like snall
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Full of wise saws and modern instances;
And so he plays his part. The sixth age shifts
20 Into the lean and dlipperedpantal oon,
With spectacles on nose and pouch on side;
His youthful hose, well saved, aworld too wide
For his shrunk shank; and his big manly voice,
Turning again toward childish treble, pipes
25 And whistlesin his sound. Last scene of al,
That ends this strange eventful history,
I's second childishness and mere oblivion,
Sans teeth, sans eyes, sans taste, sans everything.

William Shakespeare [1] 26 April 1564 (baptised)
— 23 April 1616) was an English poet, playwright,
and actor, widely regarded as the greatest writer in
the English language and the world's pre-eminent
dramatist. Heis often called the“Bard of Avon”. His
extant worksinclude 38 plays 154 sonnets, two long
narrative poems, and a few other verses, some of
uncertain authorship. His plays have been trandated
and played into every mgjor living language; and are
renowned al over the world of literature .

He is a successfulactor, writer, and part-owner
of a playing company.Most of his known works
include Hamlet, Othello, King Lear, and Macbeth.
His early plays were primarily comedies and
histories;later on wrote tragedies and he wrote
tragicomedies, aso known as romancesin hislast phase.

In one of the Ben Jonson’s poems he prefaced
Shakespeare as “not of an age, but for al time’.His
works arelargelystudied,performed, adapted
reinterpreted and rediscovered by students,scholars of
the 20th and 21st centuries in diverse cultural and
political contextsthroughout the world.

Shakespeare is considered to be a great legend
for al times. Hisinnovative, adapting the traditional
style created a freer flow of words. His works have
set the standard of English Modern Language. Many
expressions uses by him are commonly used today.
[3]Hisability to formulate new, popular wordsand his
ability to maintain an extensive vocabulary positively
define him as a “man of words.” For his phrases to
stand the test of time, Shakespeare must have had
proficiency for the English language.

Lesson plan:
No. of Sudents : 24 (8 Groups of 3 each)
Time: 3 Hours

Objective: At the end of the lesson, the students will
be able to

1. Read a poem in Middle English clearly with
expressions.

2. Appreciate reading poemsin Classical Literature
like Milton, Chaucer, etc;.

Demonstrate an understand Shakespeare's text
by interpreting meaning through brainstorm,
discussion and writing sessions.

4. Understand that Shakespeare's words and ideas
are still relevant and applicable today
i.e,havinguniversal appeal to the three unities.

Instructional Aids & Materials:

e Copiesof thetext, “ The seven ages of man,” with
each of the seven ages on a different sheet of
paper (As You Like It, 2.7.139-166)

*  Videoclippingsshowing thevariousstagesof Man.
e Blackboard and chalk
Anticipatory set / hook:

The students are asked to write about a
memorable moment/event in their life that might have
affected/changed their life — viz; Infancy, Childhood,
Lover, Soldier, Judge, Pantaloon stage and Old age.

Process of brainstorm and discussion:

1. All students are invited to share what they have
written. There would be an interactive session to
elicit the response of the class(about kinds of
stages they will have to encounter if they live for
seventy years or in their life time or others' life.

2. The class will be divide into seven groups
(between three and five students per group) and
each group will have to enact or play the role of
the stage they are given to explain to the rest of
the class what stage of man their passage
describes( Interactive Seminar).

3. Now the concept of the seven ages of man will
be brought into modern times by asking relevant
questions—generation gap, social issueslikewhy
so many oldage homes or orphanages.

4. Shakespearean language and usage of vocabulary,
figures of speech, idiomatic expressions, new
terms and archaic words in the poem will be
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explained by the teacher according to the context
of each paragraph (stage).

Summary and Analysis of The Seven Ages of Man

“The Seven Ages of Man” is an excerpt from
Shakespeare'splay ‘AsYou Likelt'. The poem begins
with a phrase, ‘All the world’s a stage’. In this
poem,Life is compared to a stage divided into seven
stageswithitsown varied qualities and features; where
men and women are actors. They play seven roles
according to their age. Thefirst stage, as described by
the poet, isthe infant who is nursed, cries and vomits
al the time. In the next stage the infant grows into a
schoolboy, reluctant to attend school. The third stage
isthat of alover whoislostin histhoughtsof hislady’s
love. Inthefourth stage he turnsto beasoldier who is
physically fit, aggressive, short-tempered and ambitious
by nature. In the fifth stage, he is afair, healthy man
full of wisdom and with maturity and wisdom, thefamily
man becomes ajudge whichisseenin hisauthoritative
looks and advice to people. The man's authoritative
voice grows weak and trembles as he grows old and
isseenin apantal oon and spectaclesin the sixth stage.
The last stage is about the senile man who loses his
teeth, his vision and his hearing. After this, the man
part in the play ends and he exits from the stages of
hislife forever.

Analysis:

Shakespeare wants to render a message through
his poem that men and women are ‘ merely players in
the drama of lifeas they play their part and depart.
They enter astageat their birthand leave during death.
Man passesthrough seven phases of lifein accordance
with their age.

e Vocabulary —mewling, puking, woeful, oblivion...
* Figures of speech — Similes , Metaphors and
Alliteration
Similes— creeping like a snail
Metaphor — seeking the bubble reputation
* Simile[2] A smileisafigure of speechinwhich
two dissimilar objects are compared and the
comparison is made clear by the use of termslike

‘like’, *such as’ and so on. Examples of similein
the poem are,

*Sighing like furnace
*creeping like a snail

* Metaphor: Metaphor is that figure of speech
where comparison of two different things are
implied but not clearly stated. Examples of
metaphor in the poem are as follows,-

*All the world's a stage

*And all men and women are merely players
*seeking the bubble reputation (reputation
has been termed as short-lived like a bubble)

e Alliteration: Alliterationisthe closerepetition of
the consonant sounds at the beginning of words
to facilitate narration. Example of alliteration in
the poemiis,

*shrunk shank
*plays his part

e Grammar aspects — Prepositions/phrases;
Adjectives etc.

Prepositions/phrases: jealous in honor; quick in
quarrel

Adijectives: shining morning star; whining school

boy

*  Word formation —Puking : Thisword was coined
by Shakespeare

e Archaic/Obsolete words — Sans
e Intonation, Rhythm and Accent

5. Depending on the time the students will be asked
to either write their own soliloguy or a poem or
will be given as assignment.

Tools for Assessment:

The teacher will assess the students’
understanding of the outlined objective by evaluating
how groups interpret meaning of the text through
discussion, performance of their role play, and through
their writing assignment of a poem.

Questionnaire will be given and the students
understanding would be analyzed based on the
evaluation.
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Questionnaire:

Geethanjali College of Engineering and Technology
Department of S& H

Academic Year : 2016-17 | B Tech Date :
Course; Class :
Faculty: Section :

Answer the given questions on the following Scale:

because they enter and exit the different stages
of life.

Srongly agree | Agree | Neither agree nor disagree Disagree Srongly disagree
5 4 3 2 1
QN.No Questionaire SA5 | A4 A/DA3 DA2 SDA1
5 4 3 2 1
1) All the men and women are ‘merely players

2) The word ‘mewling’ means crying -Do you agree?

3) AsalLover, ‘the man sighs like a furnace’ for his
mistress’ love- Isit true?

4) In the fourth stage man or women is ‘Quick in
quarrel’-do you agree with the poet?

5) * Seeking the bubble reputation’” means reputation
is temporary- Your stake.

6) William Shakespeare's “ The Seven Ages of Man”
isapplicableto every individual .

7 The content of the poem can be written in simple
English language as you converse with your friend

8) This poem evokes a great interest towards life
and literature.

9) The sixth stage is the best stage of all.

10. Write amemorable event that reflected/ brought about a change in your life.
OR
Write four rhythmic lines on your own that reflect your thoughts on life.
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Analysis Chart

Q1 Q2 | Q3 | o4 Q5 Q6 | Q7 | 08 | Q9 | Q10
Gl 4 4 4 4 2 4 4 5 4 4
G2 4 4 5 3 2 4 4 5 1 4
G3 4 5 4 3 2 4 4 4 1 4
4 4 5 4 4 3 4 3 4 4 4
G5 5 4 3 4 3 4 3 4 4 4
G6 5 4 1 4 2 4 4 3 5 4
G7 4 2 3 4 2 3 2 4 5 5
G8 3 2 1 4 4 4 2 4 2 5

The above analysis depicts clearly that many of
the students agree with the universal ideas of
Shakespeare.Only four groups disagree or strongly
disagree on two questions (3 & 9).Therefore it may
be concluded that the technical students not only
appreciatethe poem but also improve their
communication skills. They have inclination towards
literature and language which ignites their creative
skills.Such exercises in language laboratories will
transform the young minds.

Output:

e Studentswill analyzeaworld literature piecewhich
is adidactic poem.

e Studentswill be ableto determinethe connotative
meaning of words and phrases in “The Seven
Ages of Man” and upgrade their language skills.

e Students will analyze the impact of word choice
on meaning and tone.

e Throughthispoem, the studentslearnto compare
and contrast between various stages in life of a
Man.

*  The student improves on his usage in language,
phrases, vocabulary, figures of speech.

*  The poem enriches the analytical and language
skillsin astudent and thereby the poem isunique/
ideal for English Language Teaching.

*  The technical students will develop a taste for
Shakespearean English, drama as a genre and
interest inwriting short philosophical poem which
enhances their creativity.

Refer ences:
Source : Website
e https://fen.wikipedia.org/wiki/William_Shakespeare

e https://beamingnotes.com/2014/02/21/summary-
analysis-seven-stages-man-william-shakespeare/

e http://www.efficientcode.com/shakespeare/
influence-on-language
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Human Naturein Shakespear ean Play

Mr. Dnyanesh Vasantrao Ingole
Research Scholar, Peoples College, Nanded

Mr. Nilkanth Sadashivrao Pund
Research Scholar, Yeshawant Mahavidhalaya, Nanded

Abstract : The aim of particular study to represent the human relation in Shakespeares contemporary work a
special referencein Hamlet. ThisthesisisaMajourly depend upon Hamlet and hisbehavior, relationstowardshis
family and family membersthere arelot of obstaclein their relations how ‘Hamlet’ facesthose problems.

Shakespeare’s Hamlet, aim to study how Shakespeare studied very deeply Shakespeare portraying al the traits
surroundings what it means to be human talks above affection abhorrence, mistrustfulness, identity, sexuality
thereby position it has. It has been agrgued that general human behavior motivated by the nature and characteristics
of the human-mind, using a mixture of tragic and comic tones. Shakespeare's studied human nature and provided
apro-found and deep analysis of the human mind in Hamlet. To this effect the play-write examinesthe struggle of
the human spiritsout of thedarkness of errorsand sin, in order to discover truth and wisdom William Shakespeare's
work are masterful representation of all time and his masterpiece are able to successfully diminished the culture
and variant difference across time and place. This play mirror realistic and universal view on psychological and

psyco-analytical human featuresin life affairs and their interactions with there destinies.

William Shakespeare aromantic dramatist shaded
all the characteristics of renaissance humanist with a
desire to seek the truth about human characteristics.
He was also a playwright of highest culture with a
large familiarity environment and un-natural
surrounding. He perfectly reflected there opinion,
thoughts, reason and feelings. In his play-Hamlet he
answered all the question about prize of life and
mystery of human nature.

Shakespears play are indeed faithful mirrors of
manners and of life to readers. His characters are the
genuine progency of common humanity. His characters
have a universal apped principles these play broadel
hearting our universal horizons through hearting a
elevation experience rather than a depressing one. In
Haml et Shakespeare possesthe dept of the humanmind
and spirit, morality and immorality of human behaviors.

He arguesthat the men can interrelated with each
other and the truth about animalist and humanistic parts
of the human —mind in planning and designing evil or
good action. He, according strivesto warn hisaudience
about their true responsibilitiesin thisworld.

In Hamlet,the characters face many universal
issues either when they obey the role of humanity or
disobey it the characters conflict with themselves and
with each other ther characteristics are common to
every body. Freud (1895) stated that human behaviors
have roots in their mind so the mind is the source of
human characteristics.

He well studied Shakespeare and other play-
writesworks, then develop histheory of mind to solve
many of the problems in the field of human
characteristics. He believe that mind producesinternal
psychological barriersinlearning we know everybody
particularly young peoplearevulnerableto conflictsin
their minds. So the problem of mind be a crucial issue
of human life. This article tries to demonstrate the
extent to which shakespeare is successful portraying
human characteristic with variety of character who
differ in sex age, state of life virtues and vices. It is
also tries to consider the mental and the physical
problem as the result of one's decline under the
influence of unconscious dark thought. Shakespeare
believes that the has tile destiny of some over liesin
his flaw or failing in his own character.

Questions:

I) Can Hamlet curiosity find human superiority to
animal ?

I1) Can unconscious desires influence one’s mind ?

The great tragedy, hamlet is the Shakespeare's
psychopathological drama. This play consider human
characteristics under the light of conscience as the
essence and origin of judging and punishing mechanism
that gain a high level of significance. So this article
point out the concept of struggle between humanism
and counter humanism. It is also significant to stress
the concept of everyday life lessons which everyone
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needs to know themselves and others Shakespeare
demonstrates that the sin of may originates from his
unconscious desires which may be originates by from
his reason and healthy mind. When he read
Shakespeare greatest and most widely read play hamlet
he can find ourselves. He knows more about human
heart and mind. His heroes are active agent in bringing
to the people. Although Shakespeare has a short life
but the wealth of writings he left behind is read on
displayed to the audience

*  Roosvelt states, “ men and women are not prisoner
of fate but only prisoner of their own mind.” The
mind has a great deal of power. It aso has the
power to cure and head the disease. It isunlimited
in its potentia to reach the resultsit desires. It is
human beingswho limits himself with histhought
and vice versa. He can have everything he desires
and wishes. It is the mind that shapes who, we
are and what we do. It is over mind that shapes
and belief system for programming, thinking,
reasoning and functioning humans unconscious
mind has unlimited opportunity when heisas eep,
that’swhy his represent unconscious desires have
chance to take place in his dream.

e Shakespeareisakind of psychologist who believe
that thisare nothing good or bad but it iswho think
and label something is good and ancther is bad.
So there thoughts and assumptions are vulnerable
to error through misperception and misinterpretation.

e Hamlet’'s perception of ghost didn't make mind
do faulty actions, His sorrow mind invites him to
investigate more and so more in order to make
such about cloudius rime. So his hesitation isone
of the reason of his mind mental malpractice
conspire against harmony and security. The
direction of over inwards leads us to construct or
destruct the outward. Human evil is the result of
ignorance and false belief.

Hamlet was the Prince of Demmark got shocked
when saw his widowed mother hurriedly married to
his uncle Claudius. The Ghost of his father informed
him that he was secretly murdered by Claudius. Hamlet
was ordered by the ghost to revenge. He pretends to
be mad where bye he can check and test Claudius.
Through play-writing a play Hamlet and that Claudius
was redlly guilty. He went to his mother chamber to
blame her for his moral weakness. In taking to his
mother, Hamlet heard someone tryout in concern for

gueens safety. He stabsthat person, polonius, thinking
that he was Claudius. His homicide causes him to be
banished to England under the escort of two countries
Rosencrantz and Guildestern, with a written over of
Claudiusto the king of England to edcute hamlet. But
hamlet manage to escape and some hislife by cannily
replacing the Rosencrantz and guildenstem for king
Claudius order of execution. When hamlet come obey
to Demark he encounters leartes at grain of leartes
sister Ophelia who drowned herself, seemingly lost
her reason and over her fathers death and hamlets
rejection of hislearter was angry with hamlet because
hewasinformed that Haml et killed hisfather polonius
and caused Ophelia to become mad and then to be
drowned. leartes wanted to take revenge for hisfather
and sister death in suggesting gentlemanly duel
between hamlet and learets Claudius in secret
conspiracy with leartes poisoned the tip of his sword.
Claudius aso poisoned a glass of wine and put hear to
hamlet, queen hertrude unknowingly took that glass of
wine and drunk it astootsto her son. Hamlet and died,
hamlet from learnt from leartersof Claudiuscomplicity
in the poisoning of the glass and sword. Heartedly
killed the king, Claudius and then died in the arms of
histruefriend, horatio. Finaly through diplomatic way,
young fortinbras, nephew of king of Norway. Who had
invention of Denmark in his mind, arrived in time for
mourning the deaths to prince hamlet and claiming
Denmark as his own territory.

Sexuality must not be thought of as a law of
natural given which power triesto hold in check or as
an absquer domain which knowledge tries gradually
to uncover. It isthe namethat can be given to historical
construct not afurtive reality that is difficult to graps,
but a great surface network in which the stimulation
of bodies, the intensification of pleasure, use the
increment discourage of the formation of special
knowledge, the strengthening of control and resistances
are linked to one another in accordance with a few
major strategies of knowledge as power.

The History of sexuality supposes to reputers if
onetriesto center it on mechanism of expression. The
first occurring the course of 17th century was
characterized by the advent of the great prohibition,
the exclusive promotion of adult marital sexuality
imperative of decency, the obligatory concealment of
the body. The reduction to silence and mandatary
reticence of language. The second, atwentieth century
phenomenon, was really less a repertory than an
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inflection of the curve thiswas the moment when they
mechanism of expression where seen as beginning to
loosen their grip on passed from insistence sexual
taboos to a relative tolerance with regard Prenuptial
of extra marital relation dis qualification of perverts
diminish, their conception by law wasin part elemental,
a good many taboos that weighed on sexuality of
children where listed.

The preface to making sex Thomas Laquers says
that he could not have written the book without
intellectual revolution by feminism by seen world war
I1nd and specialy during thelast twenty yearscertainly
in Shakespeare studies their can be no doubt that
feminist criticism hasbeen mostly influential in putting
issue of sexuality and sexua difference on the critical
agenda. In this 1991 annotated bibliography of
Shakespeare and feminist criticism Philips C.kollin
covers four hundred and thirty nine items from the
publication of Juliet Dusinderr’s Shakespeare as the
nature of women in 1975 to him cut of point in 1988
while all this book all essay could be seen to relate to
the question of sexuality in the broadest sense kollin
listsjust 38 itemsunder sexuality (female) in hissubject
in sex as 18 under sexua (male) of which only 13 are
different from those listed under sexuality (female). A
quite surprisingly high proportion of theseinfect about
half culture by a both men & women dea with the
topic of male anxiety about female sexuality. Other
topics which rescue, but less frequently are sexual
stereotyping, sexuality (and sexism) inthereproduction
asreading of Shakespeare and ambivalence about male
sexuality and the issue of homoeroticism.

If a sexuality socialy constructed, it is also an
necessary on the in which renaissance stage verbally
constructed language itself, has feminist linguist has
shown isfar from being gender neutral. Male/ female
stereotypes are built in to every day languages use as
well as more elaborated literacy context. In literally
rhetoric gender property patriciparker explore the
sexual politics of Shakespeares play through anaysis
of their rhetorical structures argue that the women are
words men deeds cliché gone rise to anxiety about

effeninization associated with linguistics excess of
‘fatness’: Hamlet associated importance with taking
like a drab. Specific tropes such as hysteron portion
dilation.

Shakespeareinterprets human being through their
inner characteristics which leads to their greatness or
evento their misery. He hasdemonstrated how humans
dark thought such as pure greed, self-involved or self
concern and ambition can be dangerous. On the
country, if the human beings known his lofty position
as the paragon of animals, he does not allow dark
thought to engage his mind. He shows the paradox
and contradiction in human being. That’swhy one can
be base and cruel but he can also show great
compassion and kindness. Mankind is not inherently
good nor inherently evil; heiscapableitishuman mind
which chooses good or evil. Humans are changeable,
it is evil that kills families and threatens and poisons
the life of nations, Shakespeare informs his audience
about some inescapable characteristics as inherent
feature in human being. For example greed isa part of
al human being. It is inescapable but everyone can
control it into certain degree. Self concern is another
inhearent characteristics that human being can not
escape, vengefulnessis an Inexorable human trait that
should be traced through a sense of justice and value.
We can summarize the main task of Shakespeare in
writing hamlet, through the words of tibbles, “ The
destiny of man is to become progressively less
human and more humane, less compulsive and more
creative less instinctive and more initiative, less
material and more spiritual, man destiny is always
become more fully devine.”

References :
*  Bloom H (2004) Macheth House Publisher.
* Bradley AC (2006) Shakepearean Tragedies.

e Grabanier BDN (1957) — English literature and it
background.

e Wells RH (2004) Shakespeare on Masculinity..
Cambridge University.
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History in theArt of William Shakespeare

Mr. R. Sakthivel
Asst. Prof., Dept. of English., Sri KrishnaArts and Science College, Coimbatore

Absract : The world has come across with different writers in different genres. Chronicle Play is one of the
worthiest genre which was pushed up by the pillars and bigshots of England who were Christopher Marlowe,
Robert Peele and Robert Greene — The University Wits. It was further led to the correct path by one of the
Elizabethan writersWilliam Shakespeare.

“Natural ability without education has more often attained
to glory and virtue than education without natural ability” - Cicero

Thisquote can befit for William Shakespeare who ate dirt in his childhood days. Writerswere not treated properly
in his period all over the England. He began hislife as poor as a church mouse and soon possessed the wealth as
the fortune favored him in the way of his inborn intelligence and natural ability of writing. Writing a history is
collecting the materials of incidents which took place one or more person/ group and compiling them. Writing a
novel is riding back on the imagination horse in the papers. These two are kid's stuff while comparing with
historical plays, which gives a part of a history with imagination.

William Shakespeare wrote eleven historical plays, each has its own uniqueness for construction of plot and the
style of the language. First he was inspired by Christopher Marlowe and began his career. As a historical play
write, he proved himself by producing his characters as the valiant. There is a controversy among the people that
he wasvery closeto Queen Elizabeth |, some others oppose thisview point. Whatever it may be, whilereading his
historical plays, no doubt the readers start to go 16th century. This paper deals about some chronicle plays of
Shakespeare, which not only talk the life cycle of Kings & Queens but also about the formers, peasants, soldiers,

traders, working class and laymen of England.

K ey Words : Chronicle, compiling, imagination, uniqueness, valiant, controversy

* A penismightier than asword’ is often proved
by many literary iconsin the world. One among them
is William Shakespeare whose fame cannot be
measured by words, rather asaying provesasfollows:

‘A pen drew about the reign of many swords

A great deal of means are available to learn
history. One among them is historical plays which
enabl e the readers knowing the history of a particular
ruler with the taste of nectar. Shakespeare; who had
shaken the world with his spear (pen) for not only 52
years but also beyond the time enters in this concern.

Reading the historical playswithout knowing the
background history of a country is like measuring an
ocean by living insideawell. The chronicle playswere
firstintroduced by the University Witswho wereliving
in the reign of Queen Elizabeth-1. Robert Peele wrote
Edward — I, Christopher Marlowe penned Edward —
Il and James — IV by Rabert Greene, who were the
predecessors of Shakespeare. Though many historical
play writes are/were existed, only a few pulled the
audience by their gravitational power of writing.

Historical playshavetherightsto add or omit the
new or existing characters. The writers may give

priority for the minor characters, who in real life do
not achieve anything. Shakespeare, our hero succeeded
inthisattempt without spoiling the originality. Though
he wrote about the Richards, Henrys and Johns they
couldn’t standin front of hisRoman playsJulius Caesar
and Antony and Cleopatra which cannot be forgotten
by the most.

There is a debatable topic that Shakespeare had
a close connection with Queen Elizabeth-I. No one
knows clearly about it, but as a matter of fact he
couldn’t have gotten this much fame without the
patronage of queen, without her knowledge he couldn’t
have staged themin front of hisaudienceor he couldn’t
have built Globetheatre. Thereisan examplein Indian
history inthe name of Aurangazeb - theking of Mughal
empire, orderedto closedl kindsof time passing zones,
theatres, and the artists ought to work hard to uplift
the economic status of India. No doubt, surethewriters
need the support from their rulers.

Though Shakespeare wrote about Richards,
Henrysand Johns, heleft two important happeningsin
the British era. They are, the death of Queen Elizabeth
and the murder of Thomas Beckett - the Archbishop
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of Canterbury was knocked off by the knights King
Henry-11. He even didn’t follow chronological order
for his plays.

Thetwo parts of Henry |V serve the background
of England and its people. When Bolingbroke took his
crown with the support of Parliament in the name of
Henry 1V the country was restless with war. The
barons had much influence in the court, with whom
the Kind ought to consult for making each and every
decision. The weary of battle, melted the rage of king
asmentioned inthefollowing lines:

‘So shaken as we are, so wan with care,
Find we atime for frightened peace to pant,
And breathe short-winded accents of new broils
To be commenced in strands afar remote

- Henry 1V, Part |

Two controversial situations are displayed here,
1. The rulers and the people were very tired of
continuous war, as they needed to take rest. 2. The
people had thirst to wage war and control some
countries under the British empire. The king could
predict that, war may destroy others as well as the
person who startsit. It is proved by thefollowing line:

‘The edge of war, likeill-sheathed knife’
- King Henry 1V, Part |

In thiswork our author introduced an imaginary
character named Sir John Falstaff, who made a great
revolution and trembled English theatres. By this
comical character, Shakespeare conveyed the message
of dacoity, non-hygiene of ale-houses, how they were
used to make plan for executing next highway robbery,
etc... in England.

It is not a matter of debate that Falstaff was an
imaginary character. Because, among the imaginary
characters of Shakespeare, Falstaff gets second place
next to Hamlet, whose actions made his audience to
burst into laugh, touched and shaken the root of fact.
In the first part Shakespeare gave a special place for
Falstaff, but not in second. The reason hideswith truth
i.eeverything hascertain limitation. Though Prince Hal
wasirresponsiblein the beginning stage with Fal steff,
after taking the kingdom he let away his childhood
naughty works and concentrated on the welfare of his
people. Thisisthe fact, as when responsibility enters,
irresponsibility makesitsexit.

In the second part we can taste the words of
Prince Hal i.e King, towards his old friend Falstaff.
No idea whether he remembered the fatty fellow or
pretended to be forgotten. Whereas an open statement
towards Falstaff was given:

‘I know thee not, old man: fall to thy prayers,
How ill white hairs become afool and jester!
| have long dream’d of such akind of man,
So surfeit-swell’d, so old and so profane;
But, being awaked, | do despise my dream.’
Act V, Scene V of Henry IV Part 11

There are two imagining characters, that are
existed till to date with the people of England. The one
isSir John Falstaff and another oneis Sir Arthur Conan
Doyle's Sherlock Holmes. Both these characters
impact the English society. A statement says that
William Shakespeare completed Henry 1V play by
killing Falstaff through the hands of his enemy in the
battlefiel d. The Elizabethan audience couldn’t bear this
brutal demise, they revolted against the writer as well
astheruler. Later, with the plea of Queen Elizabeth —
I, Shakespeare modified his story that, Falstaff
pretended to be died in the war field.

The same incident occurred again in England
when Doyle wrote Sherlock Holmes, who was killed
by hisfiendsin asolely location. The people demanded
an explanation from the writer, and put forth a
statement that Holmes must be returned soon. It shows
the love of people towards the imagining characters
as they considered them like real figures.

If we need to answer for the question, who isthe
hero of Shakespeare as he gave importance for
heroines, No doubt it is King Henry V. The first
revolution made by himwaswaging war against France
and tasted the honey of victory. Thisstory givesaclear
notice on the cold war between England and France,
the adventures of Henry V in Agincourt war held in
the year 1415, treaty after the war and marriage of
the king with Catherine. Everything is carefully noted
by the pen of Shakespeare.

Macbeth isn't considered as a historical, rather
it isatragedy. But, the author portrays the theme like,
the thirst for kingdom, greedy of female, the belief of
people on supernatural elements (Macbeth & Lady
Macbeth), how this belief leads to a dangerous path,
the skeptics of 16th century (Banquo), regular dusty
life of Portersasin the following lines,
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‘Here's a knocking indeed! If a man were porter of
hell gate, he should have old turning the key.......
......\Who's there, i’ the name of Belzebub?

-Act I, Scenellll

Shakespeare wrote his works not only for the
convenience hisrichest audience but also for the taste
of laymen, who were in noted numbers.

Shakespeare didn’t write his works for money
sake, he tried to bring the background of Elizabethan
period and other rulers. Reading of Shakesperean
works improve vocabulary knowledge, knowledge
about geography, Tudor navy and Spanish armada, sea
voyage, lifeof laymen, rulersand their court, colonial
expansion, ritualsand festivals, impact of renai ssance,
etc... Shakespeare aone can stand an encyclopedia
or aWikipediain the platform of learning.
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Gender and I dentity in Shakespearean Three Texts

Mr. Shrinivas Digambar Kawthekar
Research Scholar, Yeshwant Mahavidhalaya, Nanded.

Mr. Milind Devidas Ragde
Research Scholar, Yeshwant Mahavidhalaya, Nanded.

Abstract : Theaim of the particular paper isto represent the domination of male characters over femaewith the
help of Shakespeare's three text Othello, Romeo and Juliet and King Lear. The objective of the study is to
compare male domination over female from the Elizabethan era to present, with the help of same since dialogues
and paragraphs from these three text.

The purpose of the present paper isto examinethe role that sociocultural and political moves play in shaping male
and female value systems. The aforementioned value system were examined with respect to the role play in the
development and evolution of the individuals self-concept as well as new such person interested with other
individuals in context of romantic and sexua relationships. To contextualize the construction of individual and
collectiveideality asit pertains the amorous sphere. Consideration was given to culturally bound realities such as
religious and political mores as they unfolded within both the renai ssance era and world of the text as constructed
by it author. The finding included a great propensity towards the silencing of women when they entered in
romantic relationship with men however various passages and themes of the plays examined revealed that female
independence and agency can be realized within the romantic sphere.

Key words: Socio-cultural, political, collectiveidedlity.

As gender theory become more prevalent in
academic discourse many to examine what romantic
and sexual relationship in reveal about theway women
and men relate to each other and of identify while
many renaissance text offer valuable information
regarding paradigms pertaining to gender and identify,
Shakespeare plays contains some of the most complex
and convoluted representation of men and women
because this depiction are diverse various comparisons
and contrast can be made. thesejuxtapositionsreveled
that while heterosexual romance can often function to
generate equality and reciprocity they more often and
a reify reductionist conception of self and other.
Thesefacts becomes evident when one consider these
themost popular Shakespeare romance Othello, Romeo
and Juliet and King Lear. Asan analysis of these three
plays makes evident Heterosexua romancesin shakes
pears literature worked it reinforced and prepetured
by subjugating and silencing women.

The most Shakespearean romances reinforced
and perpetuated male power becomes evident when
one considersthat Othello confirm to the gender script
advocating that he as a male locate and actualize his
self as and independent agent in the word become
evident when one consider his career A military man,
Othello hasengaged in “ battles sieges, fortunes’. Have
been sold to davery at one point, Othello eventually
regains freedom and, through informing Desdemona

about the dept and scope of his career, he gain her
love and two eventual ly marry. Whilethisplot summery
may seem to convey the sort of mutuality reflecting
equality and love, theunfolding eventsreveal sthat their
romances fundamentally prototypical. In describing
how they became romantically involved, Othello note
that “ she loved me for the danger | had passed and, |
loved her that she did pity them” in making this
statement Othello reinforced the readers understanding
that his motivation for loving Desdemona isrooted in
her admiration of thethingsthat he hasdone. In essence,
even Othello’s love for an other is predicted on a self
centered ideol ogy. Furthering the readers understanding
of the masculinity paradigms he conform to Othello
usestheterm“won” makesevident thefact that Othello
ultimately Viws Desdemona as an object to acquired
through the imposition of war like tacties. While his
language and the paradigms thisideology isrooted in
many demonstrates that Desdemona possesses value
it ultimately dehumanize her by indicating that sheis
an object to be the won.

While Othello’sbehavior and relationship with his
wife indicate that he internalize and embodies the
prototypical musculine script dictating that he place
primacy on thinking and acting. As an independent
agent Desdemona also conforms to constructing
paradigmsrooted in herogomic gender skim rather than
think asact anindividual who continually acknowledges
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and satisfy her desires, Desdemona repeatedly
demonstrates that she adopt relation mode of being
and knowing by constantly subjecting her self to her
husband and father. This facts became evident when
one considersbaoth her internal monologues and actions
interestingly her first linein the play concernsthe well
beingsof her husband, inresponseto Cassio’sgresting,
Desdemona ask “what tidings can you tell me of my
lord 7" centering her own existence around Othello,
Desdemona’s first utterance indicates that her life
revolve around him. That Desdemona remains
subjected becomes evident when one consider her first
linein the play indeed her first statement is*“My noble
father, | do perceive here adivided duty; to you | am
bound for lifeand education my life and education both
do learn me how to respect you ?’ In making this
assertion Desdemonarevel sthat she considersobeying
her father and following hisinstructionsto be integral
to her own existence when one considers Desdemona’s
reliance upon both her husband and her father for
wisdom and instruction. The relation mode of being
and knowing that she adopts becomes apparent.

One might argue against the notion that
Desdemona's existence and action reflect complete
conformance to a relation system of thought indeed,
severa conversation within the play indicated that she
does value herself as an independent agent in
conversing with lago and Emilia regarding the latters
character, Desdemona indicated that she places at
least some importance o issues surrounding herself
moreover. Desdemonaasks lago, “ what would those
write of meif those should praise me?’ In making this
inquiry, Desdemona challengesthe commonly accepted
nation that women are by nature week and passive
when she decides to play an action role in repairing
the damaged rel ationship between Cassio and Othello.
Informing Cassio that she will do al that she can to
mend their ruptured friendship, she statesthat “1f | do
Vow a friendship, | will perform it to the last article
throughout the play she relentless entreats Othello to
consider the cause of Cassio and in the act of doing
so, indicates that she passeses both an independent
will and the cognitive faculties' necessary to persuade
others Desdemona’s recognition of herself as an
individual whoseemotional and intellectual needs merit
acquiescence can even be noted when one consider
her relationship with her husband while she does place
a great degree of primacy on ensuring his happiness
she does so at least in part because she recognizes
that doing so is mutually beneficial indeed that text
makes evident that she loves him. This love makes

her continual concern about hiswell being both logical
and beneficia insomuch asher certainly of hispsychomtic
wholeness generates peace and joy on her part.

Making evident her desire that they continue to
well in a state of genuine reciprocity and concern for
each other that generates ardent and elevation,
Desdemona states “ The heavens forbid but that our
love and comforts should increase even as our daysto
grow” Asmade evident by thewordsthemselves, their
mutual love and comfort will positively benefit
Desdemona conscious choice to have relationship with
Othello demongtrate that she possesses a mind and
will of her own which make salf —actualization possible.

Yet while some of Desdemona’s thoughts and
actions reveal her proclivity for adopting and an
independent mode of existence , her life and death
ultimately reflect her accidenceto therelational system
of thought that generates both her. metaphorical and
literal death Indeed, despite her periodical assertions
of independence , she ultimately alones her both to
determine the cause of her life. This fact becomes
evident when one considers that after insisting that he
invite Cassio to dine with him, Desdemona finally
conclude “be as your fancies teach your whatever
you be, | am obedient” In stating this Desdemona
reveals that while she does possesses cognitive
facultiesand awill of her own, shewill ultimately allow
Othello to make the final Desdemonaregarding issues
that effect her This decision crystallizes the readers
understanding that she has adopted a relation mode of
existence which ultimately works to subjucate her.

Relationship between Kate and Petruchio and
Othello and Desdemona demonstrate a collusion in a
patriarchal system of thought that engenders the
psychometric annihilation of the female participates
Romeo and Juliet’s romances union constitutes a
relationship that defines the andocentric system of
thought that guided renaissance Othello. That Romeo
and Juliet have a relationship that transcends
socioculturaly construcied conceptions of gender
becomes evident when one considers how they think
and act as an individuals. As made evident by this
discourse and Decision Romeo does not confirm to
theideol ogy of individualation advocated and reinforced
by the patriarchy, rather many of hisinternal monologist
reflect aproclivity for placing primacy on interactions
with others, This fact becomes evident when one
considers his first conversation in the play after
recognizing that his friend seens unhappy Benovoalid
asks why and Romeo responds that his melancholy
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result from hisinability to enter aromantic relationship
with Rosalyn, Explaining the situation Romeo states
that the women beloves has taken a Vow of chastity
sympathizing with him, Benvolio encourages Romeo
to forget the women by gazing on other beauties
Although Romeo States that he does not belived he
will and a women as attractive as Rosilyn, His
assumption are Proven wrong when he meets Juliet at
aparty after requesting akissand subsequently learning
that Julietisamember of thefamily hisparrentsLoathe,
Romeo concludesthat heisinlovewith her and begins
making strides towards marrying her both the
frustration he experiences on account of his inability
to enter aromantic unionwith Rosalyn and hisemerging
lovefor Juliet demonstrate the way in which be adopts
arelational mode of existence and agency. In so doing
his character and person how function astheinversion
of sociocultural mores-Rather than placing primacy
on acting independently and establishing aworld of his
own, Juliet’slifeand well being become primacy inhis
consciousness. This becomes evident when one
considersthewordswith which hewoovesher nothing
that if the fact that their families are feuding precludes
them from attatning unmitriguled love and unity Romeo
States that if his name were aword written he would,
“tear theworld” Going on to assert the intensity of his
love for her, Romeo states that “ Stony Limits cannot
hold love out” Both of these amorous assertion and
his decision to marry her despite the fact that they are
from feuding families makes evident the facts that
maintaining a relationship plays a central role in how
Romeo conceptualize himself asaperson. Thisinturn
leads to the Readers understanding that be confirms
to a relational modality rather they an ideology of
individualness.

To farther understand that Romeo adopts a
relational made of existence and agency one can
consider his interaction with other people. As made
plain by the text, the first conversation Romeo has
with the friar concernsthefact that he no longer wants
to bein relation-ship with Rosalyn asresult of the fact
that he now finds himself enraptured with Juliet. After
Nothing that the fact that he no longer cares for
Rasolyn and his quickly moved on to pursuing a
relationship with Juliet indictes Romeo’s proclivity for
being mercurial, the friar goes on the note that he will
still marry the couple because doing so marry result in
peace between their feuding families following his
conversation with thefriars, Romeo engagesthe Nurse
in adiscussion about pursuing Juliet. After Telling the
nurse to inform Juliet to meet him at friar Laurence's

cell he offers her Money the nurse rejects this after
but states that she will help Romeo with arrangements
for the wedding.

Conclusion :-

Through comparison and contrasting of some of
Shakespeare’ smost popular romantic plays, theworks
contain innumerable paradigms with respect to issues
concerning gender, sexuality, and identity. Indeed, upon
examining existential and epistemological difference
between women such as Desdemona and Juliet, one
would be hard pressed to cite any evidence giving rise
to the nation that essentialist ideas about gender
behavior are accurate. Moreover, a reading of the
plays also gives rise to the nation that the presence of
the patriarchy did not preclude women form acting as
independent agents with minds and wills of their won.
Nothing thefact that many women attained a sexuality
defying the hegemonic boundaries of andocentric
thought, Belsey notes that “though there can be no
doubt that Renaissance culture was profoundly and
distinctively patriarchal, one sphere in which
Shakespeare’s women are perfectly equal to men is
their capacity for experiencing sexual desire”. Yet and
unfortunately these modes of thinking and acting exist
and persist through the work of Shakespeare. For
indeed, although Romeo and Juliet constitute acouple
who transcend the limiting sociocultural moves of
Veronato attain an egalitarian rel ationship, Desdemona
and Othello do not. Nor do Kate and Petruchio. Rather,
the couples eventually find themselvesinundated in a
dew of legalistic paradigms that work to contain and
confine their identities until they seem scripted rather
than the product of continua and creativethought. Thus
while Romeo and Juliet functions as a positive model
of progressive and egalitarian love, the stories told in
Othello and The Taming of the shrew reveal the —
amongst Shakespeare’s most popular romances
patriarchal paradigms remain prevalent.
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Archetypal Psychoanalysis of the Taming of the Shrew
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Abstract : The Taming of the Shrew by William Shakespeare, written around 1592 in London, and later printed in
1623, isaplay within aplay, which happensto be about turning a‘ shrew’, Katherina, into asuitablewife. A shrew,
by the definition of the Elizabethan Age, could merely be adetermined, outspoken or independent woman. Strong
willed women were easily labelled as disorderly in early modern townsand villages, evenif their ‘ crimes’ involved
nothing more than talkativeness. A shrew, in fact, was commonly defined as awoman with awagging tongue who
was not submissive to her husband. The ideal wife, by contrast, was chaste, silent, and obedient. The purpose of
this paper isto psychoanalyze and understand the complex personalities of the two women characters. Katherina
and Biancain the play with the help of Carl Jung’s concept of ‘archetypes'. The first part of the paper will talk
about Jung's concept of archetypes and the latter part about the application of archetypal theory to the two
women characters in the play Katherina and Bianca thereby finding out who the real shrew is. It also includes
examples of women characters from other Shakespearean plays to whom this theory can be applied.

Keywords: Archetypes, goddesses, psychoanalysis.

William Shakespeare’'s ‘ The Taming of the
Shrew’ written around 1592 in London, and later
printed in 1623, isaplay within aplay, which happens
tobeabout turning a“shrew”, Katherina, into asuitable
wife. A shrew, by the definition of the Elizabethan
Age, could merely be a determined, outspoken or
independent woman. Strong willed women wereeasily
labelled asdisorderly inearly moderntownsand villages,
even if their “crimes’ involved nothing more than
talkativeness. A shrew, in fact, was commonly defined
as a woman with a wagging tongue who was not
submissiveto her husband. Theideal wife, by contrast,
was chaste, silent, and obedient.

The purpose of this paper is to psychoanalyze
and understand the complex personalities of the two
women characters. Katherina and Bianca in the play
with the help of Carl Jung's concept of ‘archetypes'.
Thefirst part of the paper will talk about Jung’s concept
of archetypes and the latter part about the application
of archetypal theory to the two women characters in
the play Katherinaand Biancathereby finding out who
thereal shrew is. It also includes examples of women
characters from other Shakespearean plays to whom
this theory can be applied.

Carl Jung's Concept of Archetypes

Carl Jung looked at areas of the mind that
congtitute the psyche, and the way in which they
influenced one ancther. He distinguished the persona,
or theimage of ourselvesthat we present to the world,
from our shadow, which may be comprised of hidden
anxieties and repressed thoughts. Jung also noted the

relationship between our personal unconscious,
which containsan individua’s personal memoriesand
ideas, and a collective unconscious, a set of
memories and ideas that is shared amongst all of
humanity. Shared concepts, which Jung described as
archetypes, permeate the collective unconscious and
emerge as themes and characters in our dreams and
surface in our culture - in myths, books, films and
paintings. Jung noted that within the collective
unconscious there exist a number of archetypes
which we can all recognise. An archetypeisthe model
image of a person or role and includes the mother
figure, father, wise old man and clown/joker, amongst
others. (Carl Jung: Archetypes and Analytical
Psychology, Web.)

In her books Goddesses in Everywoman and
Gods in Everyman, Dr. Jean Bolen provides a
fascinating study of personality types with reference
to the archetypes in the collective unconscious. She
presents the inner universal patterns of women and
men through the archetypal Greek Goddesses and
Gods. The Goddesses and Gods are not be understood
in any religious or cultural sense. They are universa
patternswithin the collective unconscious of the entire
humanrace. Interestingly, Jungian psychology tellsus
that within every woman is a male component and
within every man, a female component. On account
of this, some goddesses are often present in the male
psyche and some gods, in the female psyche but the
gods are usually stronger and most influential
determinants of aman’s personality, as the goddesses
are for women. In Goddesses in Everywoman, Bolen
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explains the inner patterns in the unconscious of all
women with reference to the seven Greek goddesses
which she dividesinto 3 categories:

Virgin Goddesses: Artemis, Athena and Hestia
who represent theindependent, self sufficient qualities
in women.

Vulnerable Goddesses: Hera, Demeter and
Persephonewho represent traditional nurturing qualities
as wife, mother and daughter.

Alchemical Goddess: Aphrodite who represents
transformative powers of women. (Vevaina 57-58).

Archetypal Psychoanalysis of Katherina and
Bianca

The archetypal theory can be perfectly applied
to analyze the complex and unique characters in
Shakespearean plays. In the play The Taming of the
Shrew, Katherina can be said to display characteristics
of two goddesses: Artemis and Hera. The Goddess
Artemis because prior to her marriage we see her as
an extrovert and an independent feminine spirit who
speaks her mind (which iswhy sheis considered as a
shrew). Sheis seen strongly desiring her father’slove
and approval. As one reads the play one realises that
Katherina's strong personality does not negate the fact
that sheisthe victim of abuse throughout the play. She
can be seen as a pioneer for women'’s rights for her
time, as she subverts the abusive, biased authority of
her father. She wants to choose who she wants to
marry, rather than be obliged to aman just so that her
sister can have a grand wedding. She resents the way
men regard her; in response, she attempts several
times—to no avail—to try and make others, especially
her father, become aware of how neglected she feels.
“[S]he must have a husband; / | must dance bare-foot
on her wedding day (I1.i.)". Sheiswitty and combative
with the men who dander her and just wants to show
that she should not be tossed aside like trash. Her
philosophy is to think for herself and rise above
prejudice: “1 see a woman may be made a foal, / If
she had not a spirit to resist” (I11.iii.). Artemis and
Athena women are perhaps the most misunderstood
and misinterpreted of all women and this can be seen
through the characters of Cleopatra in Shakespeare's
play Antony and Cleopatra and Katherina. In the
Renai ssance age, women were consistently considered
to be inferior to men. They were expected to be
submissive to their fathers or husbands and were

confined to traditional gender roles, which forced them
to remain in the domestic or private sphere of society.
Women'’s roles as daughters, wives, or mothers were
considered their most significant function in society.
Any woman who did not follow the ideal model of a
virtuous European woman was deemed as
transgressive. She was humiliated and punished for
disobedience. Katherina who is frank and outspoken
unlike other womenin her society istherefore labelled
ashrew by everyone around her when in reality sheis
not. After marriage she istortured and compelled into
obeying her husband.

In the play Antony and Cleopatra, Rome is
constructed as a masculine society, ruled by al the
traditional maleva ues. In Roman society, women held
no public offices. They wererarely permitted to speak
inpublic and thereforewereonly valuedinthedomestic
sphere. Women's main function was as ‘ objects of
exchange in marriage’, which was crucial to the
forming of political alliances and the continuity of
families that formed the basis of the Roman power
elite. The play also presents an alternative society
which is Egypt, a society that isruled by Cleopatra, a
woman who has access to both political and domestic
spheres. It can be said that Shakespeare reveals the
political and cultural angst of the Elizabethan era
specifically through Cleopatra. Sheisfiery, independent,
powerful, manipulative , strategic and has political
alliances with powerful men (Characteristics of both
Goddesses, Artemis and Athena aso Aphrodite to an
extent), an embodiment of Orient Empire. Throughout
the play, Cleopatra represents otherness. She goes
against the European model of feminine virtue.
Therefore, asapowerful, non-white Egyptian woman,
Cleopatrais viewed as threatening and as an object of
scrutiny .She is viewed disgracefully because of her
race, such as when Caesar degrades Cleopatra by
referring to Antony’s affair with her as him “tippling
with adave’ (1.4. 21) and later on accuses Antony of
giving hisempire“uptoawhore’ (3.6. 77). (Gelsey 6)

One can understand that as a result of neglect
and abusefrom her family, Katherinaexhibitsdefensive
mechanisms and tactics that are used to protect
herself. She is merely a product of her poisonous
surroundings dueto thefact that everyone consistently
belittles her and reinforces that she is wicked. Sheis
sharp tongued because sheisbrokeninside and doesn’t
feel loved; she must be distrustful, asit is not fair for
her to continuously take abuse from her father and
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sister, as well as her sister’s suitors Gremio and
Hortensio. Katherina ,therefore, isnot really a shrew
but is called so and labelled as one until she changes
or is rather made to change after marriage. She is
compelled to become an obedient wife by her husband
Petruchio and those around her. She unwillingly
transforms into a Hera Woman for whom marriage
becomes everything ,the locus of her life as we can
seetowardstheend of the play when she startsobeying
her husband. For instance, when Katherinais forced
by Petruchio to cal the sun, the moon and old man
Vicentio, ayoung mistress. InAct 5, during the game
when Petruchio calls for her she comes abidingly and
to the other women who do not heed their husbands
call, she givesalong speech about how and why wives
must obey their husbands and that disobedient wives
should be punished.

Another example of a Hera woman would be
Desdemona from Shakespeare's play Othello. While
Desdemona takes a brave and unexpected decision of
eloping with Othello later in the play we don’'t see her
as someone exercising power or making decisions
independently. To her marriageis sacred, empowering,
a source of prestige, respect and power. Her identity
islinked to Othello and sheisvery committed to him ,
in fact she even declares that ‘| am obedient’ (111.3),
continuing to obey Othello’'s orders from the early
‘happy’ phase of their relationship through to the later
stages of his jealous ravings. Even when he orders
Desdemona to go to her bed towards the end of Act
IV, shedtill replieswith the submissive | will, my lord”
(Shakespeare 1V.3.9). In her final breath she still
remainstrue to her husband, saying “Commend meto
my kind lord” ( Shakespeare V.2.) and providing
Othello with an alibi that he does not use. She appears
to have completely accepted her role as a subordinate
and obedient wife. Both Katherina and Desdemona,
like Herain the Greek Myth, are dominated by menin
their lives who limit them to a specific role that of a
‘virtuous obedient wife'. Both of them are silenced,
onethrough humiliation and mental abuse and the other
smothered to death and silenced forever by her bel oved
husband.

As opposed to Katherina her younger sister
Bianca can be considered as an Athena Woman. This
is because one can see that she has a strong attraction
to Lucentio but very strategically she tries to string
him along just like the other two suitors Gremio and
Hortensio, to see how devoted heisto her. She alows

him to get close to her, but she plays games with him
and pushes him away at the same time because she
wants him to chase her:

“ Now let meseeif | can construeit: ‘Hicibat Simois,’
| know you not,

‘hic est Sigeia tellus.’ | Trust you not; ‘Hic steterat
Priami,’ take heed

He hear us not, ‘regia,’ presume not, ‘celsa senis,’
Despair not” ( Shakespeare 111.i.40-43).

Unlike Katherina (Artemis) she is her father’'s
daughter and is seen being a part of Lucentio’'s plan,
supporting him and also conversing and plotting with
other men in the play making her a supporter of
patriarchy. Even though people in the play label
Katherina as a shrew one notices that Bianca
sufficiently proves herself to be as much of a sharp-
tongued woman. Shakespearein avery intelligent way
misleads the audience so they can see that first
appearances do not define a person. During Act I,
Katherina does not act like a shrew and one has no
reason to doubt her behaviour; she even politely
addresses her father and the suitors as “sir.” It is only
when people begin to talk about her attitude does the
appearance of the shrew begin to manifest. In the
beginning of the play, Bianca makes it her duty to
appease her father, her suitors, and, most importantly
herself. Everyone around her puts her on a pedestal
and it is only Kate, who sees straight through her
disguise. In reality, one can see that Biancaisthe true
shrew. Sheisawoman who loves to manipulate those
who dote on her in order to climb to the top and hook
the best, and richest possible husband. As Katherina
statesin her closing monol ogue, fortune, agood husband
and society favour the dutiful wife who “are bound to
serve, love and obey” their husband ( Shakespeare
V.ii.). Bianca must conform to the ideal image of a
woman; she puts on the mask and carries on with the
masguerade until she gets what she wants. Asthe play
goes on, Biancareceives al the accolades and praises
for her “good behaviour,” while Katherinaisridiculed
and put down as a shrew. In a unique twist on the
classic tale of mistaken identity, it dawns upon
characters at the end that, in fact, Bianca was the true
vixen. Bianca's unruly, rebellious nature seems to be
peeking to the surface at the same time as Katherina's
shift to dutiful wife. Hortensio, who is madly in love
with Bianca, beginsto realise that she not asinnocent
asshelooksand seesthe selfishness behind her beauty;
he therefore vows to find another woman who will
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treat him with the affection he deserves. “Kindnessin
women, not their beauteous looks, shall win my love”
(IV.ii.). Before Act V, Bianca elopes with Lucentio,
which opposes her promise in Act 1 to
“humbly...subscribe” to Baptista. Instead, she
dishonours her father’sright to approve of her marriage
(1.i.).When Lucentio challenges her obedience in Act
V during the bet with Petruchio, she becomes
recalcitrant, combative, and begins to shut out her
husband. InAct V, during her wedding party, she speaks
angrily against Hortensio and Petruchio making a bet
against their wives. In a clever retort tying in past
metaphors, Biancainsults Petruchio by saying, “Am |
your bird? | mean to shift my bush; / And then pursue
me as you draw your bow” . We also see that not once
does she try to bond with her sister. In Act 111, after
Kateismarried to Petruchio, whom the others consider
equally mad as her, it isinsensitive of her to say ‘ That
being mad herself, she's madly mated'.

At the end of the play, Lucentio is stunned by
Bianca's behavior. Petruchio rubsitinthat Lucentiois
completely on his own with an untamed wife, saying
that, by only concentrating on the beauty of Bianca,
he missed the target of what makes a good wife
altogether and “hit the white” instead (a play on
Bianca s name). He loses the gamble: when everyone
thought Petruchio was marrying the shrew, much to
everyone's surprise Katherina ended up being more
well-rounded than Bianca. Lucentio remarks, “’' Tis a
wonder, by your leave, she will be tamed so”
(Shakespeare V.ii.). The “she” in question is not just
Katherina, who Hortensio was mentioning in the
previous line; Lucentio is now thinking about how he
can go about taming his wife.

In thisway by applying archetypal theory to the
characters of Katherina and Bianca one is able
understand their psyche, personality and behavioural
patterns in a detailed manner. The theory helps us to
engage with and examine charactersclosely and refrain
from stereotyping or generalising like in the case of
Katherina in The Taming of the Shrew.
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Reading M acbeth: Asa Slayer of High Ambition

Mr. Abdul Awal
Lecturer, Dhaka, Bangladesh

Abstract: The paper endeavorsto find out the universal significance of Shakespeare’s play Macheth to ensure an
earth freefrom greed and violence. Greed and towering ambition aretragic flawsthat lead our lovely earthly lifeto
misery. The study believesthat the realization of human being to get rid of craving and high ambition can make our
world aland of dream. The worldwide message of Macbeth is explored with various comprehensive explanations
aswell asvivid reference with great thinkers. The tragedy of Macheth is similar to the tragedy of all modern man
yet who sells happiness and peace in lieu of money and power.

Key Words. High ambition, natural punishment, the universal demand of Shakespeare, sin and sufferings.

William Shakespeare (1564-1616), amastermind
of renaissance humanism, is hitherto alive in every
generation because of hismarvelous staging of human
characteristics and versatile philosophy on life. It is
aleged that Shakespeare is more famed because of
his tragedies than comedy. People can make out
themselves and their flaws in his different tragedies.
The story of Macbeth (1606)is very elderly and
known but it is fetching more and more relevant in
every cohort. Through the ardor of globalization, men
are becoming more and more discontent about what
they belong. They are hounding but where, they do
not know. Sometimethey mislay their morality aswell
asthemselvesto fulfill it. Macbeth depictsthe reality
of discontent life with a vivid heart touching
presentation.

Macbeth, a valiantcombatant of Scotland,was
returning with hisfriend Banquo and stopped heeding
three witcheswho prophesized Macbeth three positions
as thane of Glamis, Thane of Cawdor and the King
hereafter. Coming from there, Macbeth truly got first
two positions but the king. He shared this event to his
wife lady Macbeth. Lady Macbeth became more
ambitious about her husband’s future. When Macbeth
invited King Duncan, the honest king of Scotland, Lady
Macbeth made a plot how to slay old king Duncan to
ensure the position of her husband as a king of
entireScotland. She enticed her husband to slaughter
the king. To be the thane of two territories was
adequatefor ageneral soldier but they could not make
contented themselves. At last, Macbeth with inspire
of his wifekilled the old innocent king Duncan who
believed Macbeth truly. Duncan says, ‘he was a
gentleman on whom | built an absolute trust’ (act.1
scene.4).The greediness of Macbeth and his wifedid
not give chanceto live Duncan long.Greed, materialism
and avarice can snatch the heart from abreathing man.

The sceneof killing Duncan and hisbodyguards proves
how greed hypnotizes people making brutal than beast.

Macbeth: | have done deed. Didst thou not hear
a noise?

Lady Macbeth: | heard the owl scream and the
crickets cry.

Did not you speak?

Macbeth: One cried ‘God bless us!” and ‘ Amen’
the other;

As they had seen me with these hangman’s hands.
Listening their fear, | could not say ‘Amen,’
When they did say ‘God bless us!’

Lady Macbeth; Consider it not so deeply.
(Act. 2 Scene.2)

Like, Shakespeare, Rabindranath Tagore (1861-
1941) also comprehends this.He asserts,” the greed
of gain has no time or limit to its capaciousness.
It's one object is to produce and consume. It has
pity neither for beautiful nor for living human
beings. It is ruthlessly ready without a moment’s
hesitation to crush beauty and life

Through the experience of the world, it is very
clear the conflict between man to man, bloodshed all
for greed and higher ambition that M acbeth bel onged.
So it isvery necessary to wipe out it from the nascent
of life. AsBertrand Russell, aprofound educationaist,
responds, ‘the love of property produces many
terrible evilsin later years; the fear of losing valued
materials possessions is one of the main sources of
political and economic cruelty. It is desirable that
men and women should, as far as possible, find
their happiness in ways which are not subject to
private ownership, i.e. in creative rather than
defensive activities’ (On education, Bertrand
Russell)

128 Revisiting Shakespeare 400 Years After - 13" and 14" Jan. 2017



However, after killing Duncan, Macbeth got in
natural punishment. He lost his eep. He had been
suffering from insomnia. His sleepless night, actually
symbolize the stress and anxiety of high ambitious
people who are not content what they have. So, they
make violence to get more than their capability. In
Macbeth, Shakespeare describes ‘ Though | heard a
voice cry, sleep no more! Macbeth does murder
sleep, the innocent sleep; (Act: 2. Scene: 2). Macbeth
had been already king of Scotland. He got all but
happiness and a plummet of deep. Human being is a
darling component of nature, but when they become a
tremendous materialist through hacking after
possession and power, nature withdraws them.
Ambition is something conflicting with happiness and
contentment. That's why American monk Thomas
Merton (1915-1968) opines, ‘When ambition ends,
happiness begins' . Besides, Lady Macbeth also
started to suffer. It is an axiom, after doing a crime
one must suffer. Lady Macbeth was going to be mad
unableto wash the blood from her hands. She suffered
from hallucination that shefelt asmell of blood in her
hands. She tried again and again to wash her hands
but it prevailed. No one smelled it but her. A sinner
suffers in his inner that she cannot pass over. Lady
Macbeth repents, ‘here's the smell of the blood still:
all the perfume of Arabia will not sweeten this hand.
Oh,oh,oh’ (Scene: 2).

Man need to comprehend that if he doesany sins
or injustice for greediness, he must suffer. He can skip
from the ogle of people but he cannot pass over
nature.Man’s mind is a powerful court what can
reconcile all. HereShakespeare istrying to counsel us.
Other he inserts, ‘Time is the old justice that
examines all such offenders, and let Time try (As
you like it)’.So, people should believe on nature
and time that do not betray. To Shakespeare, nature
is alive. Like Shakespeare, English poet S.T.
Coleridge also picked up the power of nature if
anyone becomesgreedy. In The rime of ancient
mariner (1798), we see when ancient mariner with
his companions killed the albatross because of
greediness how nature castigated them.After losing
all of his followers in death, ancient mariner
realized the philosophy of life as what might the
fruit if we hurt an innocent creation. Like King
Duncan, here ‘albatross’ is the pictogram of
innocence. Men Kkill the innocence when they
become discontent.

It is muchinbred to human being when they
did any sin; they try to counsel him as any way.
Like Lady Macbeth, she says, ‘What is done cannot
be undone’ (Act.5 scene.1). Macbeth and his wife
Lady Macheth got whole empire but lost happiness
or bliss. Later, Lady Macbeth killed herself because
of mental pressure. After the death of her wife and
getting yarn of war, he understood his misdeeds.
He comprehend life is not mere possession. He saw
the death body of his beloved wife, he says,

‘Life is a walking shadow, a poor player
That struts and frets his hour upon the stage,
And then is heard no more. It is a tale

Told by an idiot, full of sound and fury,
Sgnifying nothing. (Act.5 scene.5)

Shakespeare believed that life is nothing but
a stage where we are meager poor players. We are
coming and going. We cannot belong anything
undyingly here.He added our life is like a story.
We are living on this tale. Macbeth reminded us
that sometime we do something seriously, later we
are laughing for our doing. Lifeis an idiocy. It is a
noisy place where everybody is fighting for craving
and yearning. But ultimately he gets nothing but
suffering. ThenMacbeth understood as S.T.
Coleridge says, ‘a sadder, a wiser’(The Rime of
Ancient Mariner). Like Shakespeare vividly
cleared his outlook on life, ‘signifying nothing’.
Like Macbeth, Leo Tolstoy's (1886) Pahom, a
peasant in avillage, believed, “ if | had plenty of land,
| shouldn’t fear the Devil himself!”. After buying
and selling alot of fertile and good land; lastly, he got
an offer,their offer is very strange: for anamount of
one thousand rubles, Pahom could walk around as
large an area as he wanted, starting at dawn, marking
his route with a spade aong the way. If he reaches
his starting point by sunset that day, the entire area of
land hisway encloseswould be his, but if he does not
reach his starting point he will lose his money and
receive no land. He is delighted as he believed that he
could cover a great distance and had chanced upon
thebargain of alifetime. Heran out asmuch aspossible,
marking out land until just before the sun sets. Toward
the end, he understood he was far from the starting
point and returned as hasty as he could to the waiting
man who wasthe owner of theland. Finally hereturned
at the nascent point just as the sun set. The owner
became happy for his success, but exhausted from
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the run, Pahom died just as reached there. His servant
buried him in an ordinary grave only six feet long.
Pahom got a huge the lands as a substitution of his
life. Through the story we see, human nature pushes
to want more and more. People are never content with
their lives, no matter how well off they may be, and,
while trying to better out standard of living, they put
themselvesin danger of ending up with nathing.

Like Pahom,Macbeth died fighting with Macduff.
Being obtuse to dig up throne,once Macbeth killed
Macduff’s wife and children, now he took revenge
killing Macbeth. Macbeth left the earth captivating
nothing but blame of Scotland. Shakespeare at the
launch of the play opines through the witches, fair is
foul, foul is fair (Act.1 scene.l)’ It is an enigma of
life. There is nothing actually happiness in life. Fair
and foul depend on person. Happiness does not depend
on it. It depends on content that Macbeth could not
keep on and that is tragic flaw of hislife.

Siddhartha GautamaBuddha (563-483 BCE) also
deemed in this philosophy. In Buddhism, suffering is
an ingrained part of existence; that the origin of
sufferingiscraving for sensuality, acquisition of identity,
and annihilation. Like Shakespeare' sMacbeth, Buddha
aso vividly asserted the cause of human sufferingsis
desire, craving and longing. Let’'s end with Socrates,
“He who is not contented with what he has, would
not be contented with what he would like to have.”

Shakespeare endeavored to portray the meaning
of livesthrough entertaining and lucid presentation as
every people could absorb his works. Sometime he
asserted comic scene in tragedy or tragic scenein his
comedy believing life is not mere tragedy or comedy
but mingling both. The most of hisplays contain some
specific themes closely related to universal human
beings. Hence any reader can be attached with his
writings. Shakespeare often pursued his reader to
understand the life how it is. His King Lear, Macbeth,
Othello, Hamlet urge to know the tragic flaws of all
human beings and identify the causes of human
sufferings. Readers can eiminate hisdesol ation through
reading his works and get the meaning life. Poet John
Keats states, ‘| never quite despair and | read
Shakespeare- indeed | shall | think never read any
other Book much. | am very agreeing with Hazlitt
that Shakespeare is enough for us'. Critics often
state Shakespeare touched every path of human life
feeling every passion of all mankind through hisgenius
hand. American philosopher Ralph Waldo Emerson
esteemed him saying, ‘No sequent centuries could
hit orbit and sum of Shakespeare's wit’. So,
Shakespeare will prevail in al centuries germane and
up-to-the-minute fulfilling reader’s appealing.
Shakespeare himself had also confident in his works
as he wrote, ‘So long as men can breathe or eyes
can see, So long lives this and this gives life to
thee'.
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The Merchant and the Terrorist: Post Colonial Reading of Shakespear€e's
The Merchant of Venice

Dr. Manisha Patil
Asst. Prof., Dept. of English, Gurunanak College of Arts, Science & Commerce, Mumbai.

Abstract :‘ The Merchant of Venice', one of the popular comedies of Shakespeare, is often seen asaromantic love
story or afairy talein which love triumphsin the end and the malignant blood-thirsty villain is defeated. But turn
it the other way round and the play assumes the form of a tragedy wherein Shylock, a marginalized, oppressed
individual struggles to assert his identity in a hostile world. Those who know what is to be oppressed, or to be
marginalized, or to be colonized, instinctively empathize with Shylock and automatically what seems to be a
comedy for the First world reader becomes atragedy for the Third world reader.

Seen through the perspective of the colonized people, the sublime qualities of the colonizer (such as law, justice,
equality etc.) are nothing but the instruments of exploitation! The obvious double standards in a colonized
society, justifies the oppression of marginalized people in the name of these very principles. Throughout the
history and acrosstheworld, there areinnumerable examples of colonization justified asthe ‘ white man’sburden’.
However, in reality they are the disguised forms of exploitation of the colonized leading to their revolt against
colonization. Yet, the violent reaction of the oppressed to oppression is further used by the oppressor as a
justification for further & even more intense oppression and the most dreadful consequence of this injustice is
that it degrades not only the oppressor but also the oppressed. Symbolized as the Shylock’s ‘ pound of flesh’, the
play’s depiction of Shylock’s marginalization, his violent reaction to it & in turn his complete annihilation
corresponds with this history of colonization and reveals the naked truth behind today’s global terrorism.

Key words: Post colonial approach, ‘ Self’ and ‘ Other’, Stereotyping, Interrogation, Marginalization, Erasure of

identity, Colonization of mind

“Post-colonialism is hot merely a chronological
label referring to a period after the demise of empires.
Itisideologically an emancipatory concept particularly
for students of literature outside the Western world
because it makes us interrogate many aspects of study
of literature which we were made to take for granted,
enabling us not only to read our own texts in our own
terms but also to reinterpret some of the old canonical
texts from Europe from the perspective of our special
historical & geographical condition.” (Meenakshi
Mukharji, ‘ Interrogating Post Colonialism: Theory, Text
& Context’?)

‘The Merchant of Venice', one of the popular
comedies of Shakespeare, is often seen as aromantic
love story or afairy talein which love triumphsin the
end as the malignant blood-thirsty villain is defeated.
But turn it the other way round and the play assumes
theform of atragedy wherein Shylock, amarginalized,
oppressed individual strugglesto assert hisidentity in
a hostile world. Those who know what is to be
oppressed, or to be marginalized, or to be colonized,
ingtinctively empathize with Shylock and automatically
what seems to be a comedy for the First world reader
becomes a tragedy for the Third world reader.

In the play, Shakespeare presents the luxurious
world of Renaissance Italy as lived in the Elizabethan
mind. On one hand, there is Venice, acommercial and
cultural center of the time, a city of roya merchants,
of adventurous young men and of al the marvelsin
the world. On the other hand, there is Belmont, the
earthly paradisefull of love, romance and fantasy. The
wonderful world is full of young, wealthy, pleasure
loving Chrigtians, except one man, theold Jew Shylock!
Shylock does not belong to thisworld. He is awrong
man in the wrong place. He is an outsider. As a Jew,
he is simply the ‘Other’ in the world depicted in the

play.

The binary concepts of ‘Self’ and ‘Other’ are
very important in post colonial theory. The* Self’ isthe
privileged, powerful, dominant class whereas the
‘Other’ is the underdog. The concept of the ‘ Other’
which is built on the thought of, inter alia, Hegel and
Sartre signifiesthat which is unfamiliar, extraneousto
adominant subjectivity, the opposite or negative against
which an authority is defined. Therefore if the * Self’
is good, the ‘Other is bad; if the ‘Self’ is white, the
‘Other isblack; if the* Self’ isyoung, the‘ Other isold;
if the* Self” iscivilized, the* Other isbarbaric. In short,
the’ Other’ isthe opposite and often the distorted mirror
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image of the* Self’. The samething happensover here.
Shylock isliterally the mirror image of the Christians.
HeisaJew in a predominantly Christian society. He
is an old, ugly, malicious man in sharp contrast with
the young, beautiful & virtuous Christians. Christians
are rich. They love merry-making. But money is not
their primary concerninlife. For them, peopleare more
important than money. They crave for money because
they cravefor love & friendship. That iswhy Antonio
freely lends to Bassanio & when the need arises does
not hesitate to hazard even his life for his friend.
Similarly Portiawishes herself to beten thousand times
richer for the sake of her dear husband. They are
generous & open hearted. Therefore other men like
Salarino, Salanio, Gratiano & Lorenzo also are always
welcomed to sharetheir fortunes. Thusfor them money
isjust ameans & not an end in itself. However, for
Shylock money is everything. He is always obsessed
with money. In dreams too, he sees only money bags.
Heis greedy & miserly. Hence his money brings no
pleasure, no happiness. If Belmont is earthly paradise,
Shylock’s homeis ‘hell’ & ‘the Jew is the very devil
incarnate’. Whereas Christians stand for love &
friendship, Shylock stands for hatred & revenge. He
is cruel, brutal & cunning. In other words, he is the
‘opposite’ of everything that the Venetian society holds
up as an ideal. As aresult, he poses a threat not only
to Antonio’s life but aso to the whole of Venetian
society.

Of course, this is seen through the eyes of
Christians & they undoubtedly assume that thisisthe
full truth. But asthe post colonial readers we must not
blindly accept this thoroughly black & white picture.
We must realize that there are some grey shades to
Shylock’s character & even Christians are not all
goodness, mercy & generosity. Because ‘Self’ &
‘Other’ are the mirror images of each other, none can
be free of the other. To elevate the * Self’, the * Other’
has to be put down. Consequently even the good
qualities of Shylock are turned into bad. Because the
Christians are extravagant, Shylock appears to be
miser; because Christians are the borrowers, their
creditor seems to be a greedy & exacting person.
Because Christians are the fortune hunters & drift
aong merely by chance, Shylock’s calculated profitis
described as malpractice. When Shylock tells Jacob’s
story & suggests that there is no much difference
between taking interest on loans & earning profit
through mercantile, Antonio comfortably turns a deaf
ear to it && furthermore comments, “The devil can

cite Scripture for his purpose.” Antonio may overlook
thesimilarity between Shylock & himself, but we must
not ignore the fact that while Antonio condemns
Shylock for usury which is the form of exploiting the
poor, he himself is practicing davery, amore direct &
brutal form of exploitation than taking interest. So also
we must not forget that although Shylock is associated
with hatred & revenge, even Christians feel intense
hatred for him. They curse him, spit on him, humiliate
him & never once feel any remorse for it. In fact,
Antonio says, “l am as like to call thee so again, / To
spitontheeagain, to spurntheetoo.” Ironically Antonio
is described as ‘the kindest man on earth’. In short,
Christians are as indifferent & insensitive to Shylock
as Shylock is to them. Thus even when there is
fundamentally no difference between the ‘ Self’ & the
‘Other’, Self isalwaysdepicted in positivetermswhile
the Other is painted in the negative.

This attitude leads to stereotyping. A ‘miser’, a
‘moneylender’, a ‘Jew’—are the three qualities of
Shylock that are constantly highlighted. The word
‘Jew’ itself abadge of opprobriumisconstantly in use
instead of the proper name of the character. It is used
as a byword for cruelty & cunning. Stereotyping is a
logical fallacy. It denies a person his essential
individuality by throwing thewhole community into one
indistinguishable bunch. It makes sweeping general
statements which are not only incorrect & biased in
the first place but which can also perpetuate these
prejudices. For Edward Said, theforemost post colonial
theorist, the colonized people are dehumanized by such
series of generalizations made about them within
colonia texts. Such generalized statements usually
attribute animal qualities or the baser instincts to the
colonized & in this process rob them of their basic
human qualities. They are presented as inhuman,
insengitive, unfeeling creatures. Shylock’smost intense
lamentations upon theloss of hisdaughter, “O my own
flesh & blood to rebel...1 would my daughter were
dead at my foot” are often quoted to show how
inhuman heisinwishing the death of hisown child! It
iscomfortably ignored that thisishisgrief speaking &
these words are not to be taken literally. After all,
Shylock is not utterly inhuman! Somewhere deep in
his heart, Jessicais still dear to him. He also loves his
dead wife deeply & therefore feels very hurt when he
learns that Jessica had traded their (Shylock’s & his
wife's) beloved marriage ring for a monkey.

Throughout the play, Shylock, as a Jew is
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constantly equated with the ‘Devil’ (worst possible
stereotype) and Christians repeatedly abuse him by
calling him cur, dog, carrion and wolf.

Another aspect of stereotyping isthat the* Other’
is fixed in a particular framework and is denied any
possibility of change and development. For instance,
the Shylock who appears for the first time in Act I,
Scene 3 and the Shylock who appearsfor the last time
inAct IV, Scene 1 is essentially the same; if there is
any change, it is only in the form of degeneration,
decline and defeat of Shylock (again all negative
features).

Post colonialismisan emancipatory projectinthe
sense that it empowers the underdog, the subaltern to
reject these stereotypes, to resist the binary
representation of * Self’ and ‘ Other’ and thusto question
the world view of the colonizer. This is called
interrogation. In ‘ The Merchant of Venice' we actually
see Shylock interrogating Antonio:

“What should | say to you? Should | not say

Hath a dog money? Isit possible

A cur can lend three thousand ducats? Or

Shall | bend low and in a bondman’s key

With bated breath and whisp’ ring humbleness,

Say this: Fair sir, you spit on me on Wednesday |ast
You spurn’d me such a day; another time

You called me a dog: and for these courtesies

I’ll lend you thus much moneys’

The greatness of Shakespeare liesin thefact that
he provides even a Jew—the most hated person during
Elizabethan times—achanceto put forth hiscase. The
Jew, moreover, puts that case with deadly logic
sharpened by persecution to the finest edge & with a
passion which no amount of sufferance can conceal.

“Hath not a Jew eyes? Hath not Jew hands,
organs, dimentions, senses, affections, passions, fed
with the samefood, hurt with the sameweapons, subject
to the same diseases, healed by the same means,
warmed and cooled by the same winter and summer
as a Chrigtian is: if you prick us do not we bleed? If
you tickle us do we not laugh? If you poison us do we
not die? and if you wrong us shall not we revenge? I
we are like you in the rest, we will resemble you in
that. If a Jew wrong a Christian, what is his humility,
revenge! If a Christian wrong a Jew, what should his

sufferance be by Christian example, why revenge! The
villainy you teachmel will executeand it shall go hard
but I will better the instruction.”

This speech was an out and out challenge to the
complacency of the Elizabethan audience. It definitely
must have compelled them tointrospect, to re-examine
their opinionsand views.

Elleke Boehmer defines* postcoloniality’” as*that
condition in which colonized people seek to take their
place forcibly or otherwise as historical subject’.? In
this sense, The Merchant of Venice is a post colonial
text because through this speech Shylock not only
penetrates the hearts of the audience but does take
the central placeinthe play asatragic hero. The 17th
century critic, Nicholas Rowe rightly observes,

“Tho’ wehave seen the play Receive' d and Acted
as a Comedy and the part of the Jew perform’d by an
Excellent Comedian, yet | cannot but think it was
design’d Tragically by the Author.”®

However, Shakespeare was writing for the
Elizabethan theatre and he could not go overboard with
Shylock’s tragic qualities. (After all the merchant of
Venice is Antonio and not Shylock.) As the plot
demands, Shylock is a villain and a buffoon. Thus
Shylock ismarginalized not only by the other characters
inthe play but also by his‘creator’. Even Shakespeare
does not give him enough space. His anguish, his
lamentations upon the loss of his daughter are not
shown directly on the stage, but are merely reported
through Salarino and even these have been given a
comic colouring. If Shylock had been given full scope,
he might have affected the audience deeply, perhaps
adversely, keepingin mind the highly biased viewsand
prejudices of the Elizabethans. Perhaps that is why
Shakespeare resisted this temptation.

Throughout the play, we watch how Shylock is
marginalized. Still it's not until Act IV, Scene 1 that
this marginalization reaches its peak. By this time,
Shylock is completely marked off from the realm of
humanity; isshown asablood-thirsty ‘ Devil” sharpening
his knife and thus is alienated from the audience's
sympathy. In contrast to him, Antonio is elevated to
the height of Jesus Christ, as he is ready to sacrifice
himself willingly for the sake of hisbeloved friend. At
the very outset of this scene, Antonio explicitly spells
the difference between Shylock & himself. He says,

“...1 do oppose
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My patience to his fury, and am arm’d
To suffer with a quietness of spirit
The very tyranny and rage of his.”

Then comes the famous speech of Portia on the grace
of mercy

“The quality of mercy isnot strain’d,

It droppeth as the gentle rain from heaven
Upon the place beneath: it istwice blest;

It blesseth him that gives and him that takes:
'"Tismightiest inthe mightiest: it becomes
The throned Monarch better than his Crown”.

Nevertheless as post colonia readers we cannot
help fedling that ‘the quality of mercy’ is ‘strained’
upon Shylock. ‘Mercy’ isaChristian (New Testament)
value as against the ‘eye for an eye and tooth for a
tooth’ principle of the Old Testament (of the Jews).
So when Portia pleads with Shylock to show mercy,
she is actually forcing Shylock to accept a Christian
value. She says, “Then must the Jew be merciful”.
Thus a value of the majority is imposed upon the
minority.

Again the nature of this mercy is questionable.
Those who rigorously preach mercy as a universal
obligation themselves limit it in their actual practice.
Portia proves her own words,

“| can easier teach twenty what were good to be done,
than beoneof thetwenty to follow mine own teaching.”

When in the trial scene, the whole situation is
reversed by the ridiculous legal quibble, Partia—the
same Portiawho, afew moments ago, sang the praises
of mercy—says, “He shall have nothing but penalty.”
Now, where is her sense of mercy? She deprives
Shylock of all hiswealth & threatenshislifetoo. Then
asif to rub salt into his wounds, she orders Shylock,
“Down therefore and beg mercy of the Duke.” Is it
the same mercy that ‘ droppeth as the gentle rain from
heaven upon the place beneath’ and ‘is twice blest’?

The Duke boasts of ‘the difference of their spirit’
and pardons Shylock’slife before he pleadsfor mercy.
But what isthe use of thismercy? Shylock isdeprived
of hislivelihood & then left alonein this hostile world
to‘live’. Thismercy ismoremercilessthan the penalty.
Thisisaliving death. Shylock would prefer an actual
death to a thousand deaths in the form of daily
humiliation. He says,

“Nay, take my life and al. Pardon not that.
You take my house when you do take the prop
That doth sustain my house. You take my life
When you do take the means whereby | live.”

Antonio further ridiculesthe notion of mercy. He
offers Shylock ‘mercy’ on the condition of his
conversion to Christianity. He probably looks upon his
offer as an instance of the way mercy ‘blesseth him
that gives and him that takes', because he believes
that thisact of mercy will savethe soul of Shylock and
Antonio will get the credit of doing so. However in
reality, thisisnothing but an attempt to erase Shylock’s
distinctiveracial identity.

Ironicaly, itisto preserve his Jewishidentity that
Shylock does whatever he can throughout the play.
He zealously guards hisidentity. He frantically clings
to the word of law as a safeguard against persecution.
But the law too discriminates against him. He is not
accepted as a member of Venetian society. Although
he has been living in Venice for many years, perhaps
since his birth, heis gtill an *alien’ & ultimately heis
persecuted ‘legaly’.

While Shylock iscolonized directly, the Prince of
Morocco is an instance of indirect colonization, what
iscalled the‘ colonization of mind’. Morocco isanon-
European person who feelsinferiority complex dueto
his darker complexion. Because the notion of euro-
centrism val orizes everything European asthe ‘ided’,
even the skin color becomes a sign of superiority or
inferiority. Therefore the very first words of Morocco
are, “Midikemenot for my complexion”. Although he
goes on praising himself, airing his superiority to all
other suitors, still deep down within lieshisinferiority
complex. Portiais courteous enough to say,

“Yourself, renownéd Prince, then stood as fair
As any comer | have looked on yet
For my affection.”

Still her real feeling al thewhileis, ‘Let al of his
complexion choosemeso’. Sheisnot judging Morocco
by hisvirtuesbut by hiscolor. Sheis color-prejudiced;
to use a stronger word, she is ‘racist’. | wonder
whether she would have really married Morocco if he
had chosen the right casket.

The instances of Othering, Stereotyping,
Interrogation, Marginalization, Erasure of Identity and
Colonization of Mind discussed so far make usrealize
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that in a colonial society, there are always double
standards: one for the colonizer and another for the
colonized. Thecolonizer claimsto stand for law, justice,
and equality. But all such claims are fake. All these
so-called ‘sublime’ principles are nothing but the
instruments of exploitation. Moreover, ‘law’ is the
supreme weapon in the hands of colonizer. In the play
when al other methods of suppressing Shylock—from
cursing, spitting, humiliation to the appeal to mercy—
proveto befutile, itisfinally the‘law’ which silences
him forever. We can cite numerous such examples
from history aswell.

In the first place, ‘colonization’ itself was
described as a ‘lawful’ activity & colonizers claimed
to practise it ‘justly’. In India, the British claimed to
introduce the twin principles of 'Rule of law’ and
‘Equality beforelaw’ for thefirst time (asif thelaw of
jungle prevailed in India before the arrival of the
British). However equality before law was applicable
only to Indians. The laws made for Indians were not
obligatory upon the great Anglo-Saxon race. So also
the casesin which the British were involved could not
be conducted before an Indian magistrate. Because
the British were both the law-makers & law givers,
they formulated & interpreted the laws in such away
that it would privilege themselves. e.g. the case of Dr.
Aziz in ‘A Passage to India’.

TheBritishasolisted al thosetribesin Indiawhich
resisted their ruleasthe’ criminal tribes’ & denied them
any chance of self defense. e.g. Santhals in Bengal
and Ramoshiesin Maharashtra. According to the law,
the members of these tribeswere crimina sat any cost.
Even if they were found innocent in a particular case,
they were regarded as the ‘potential criminals and
therefore had to be checked. (Unfortunately the same
atitudeisdtill prevalentinIndia.)

In America, until the mid 19th century, Native
(Red) Indians were not recognized as ‘humans’ by
thelaw. Consequently, they could be‘ hunted’ likewild
animals. Until the civil war, davery was ‘lega’ and
even after it was abolished in 1865, there were (and
are) different laws for Whites and Blacks.

We can relate some other elementsin the play to
the actual factsof colonization & neo-colonization. For
instance, as Franz Fanon argues, ‘Europe is literaly
the creation of the Third World' .4

In the play too, the luxury of Chrigtians is the
product of Shylock’s wealth. Bassanio borrows three

thousand ducats from Shylock to make adisplay so as
towinarichwife & afat bridal portion. In very plain
words, Lorenzo is athief. He and Jessica steal almost
everything in Shylock’shouse. Thisinfuriates Shylock
and his consequent ‘ revenge’ provides ahardy pretext
to Christians for not repaying his money. Moreover,
they divide Shylock’s remaining property among
themselvesand expel him from the court empty handed.
Thisunmistakably reminds one of how Europeanshad
divided the whole world among themselves for the
colonies.

Today, athough colonizationisathing of the past,
its place has been taken by neo-colonization. Neo-
coloni zation signifiesthe continuing economic control
by the West of the once-colonized world under the
guise of political freedom. The United Nations'
Organization (UNO), the International Monitory Fund
(IMF), the World Bank and other such international
institutions and organizations are the chief agents of
this process. Just as in the tria scene, Portia has the
last word of law, in the UNO, the First World nations
have the ‘Veto’ which they use to pressurize the Third
World countries and to maintain their own supremacy.
Under such circumstances, the talk of world peace,
welfare of the international community & justice for
the harmony of al mankind etc. seem as hollow asthe
speech of Portia praising mercy.

Shylock’smarginalization, hisviolent reactionto
it & inturn his complete annihilation correspond with
the history of colonization. From the 17th century
onwards, Europeans colonized the whole world: the
far off places, ranging from the exotic Orient to so-
called ‘' Dark’ Africaand the‘New Worlds' of America
and Australia. Europeans subjugated the native people
of these places politically and exploited them
economically. When the colonized attempted to revolt
or to resist colonization, the colonizer branded them as
‘savages’, ‘barbarians’ and thus justified their
extermination as an integral part of the great mission
of spreading civilization throughout the world. “War
against savages,” said Sir Harry Smith, hero of battles
across the Empire & once Governor of the Cape
Colony, “cannot be carried out according to
acknowledged rule but common sense” and common
sense more often than not meant contempt for native
life, carelessness & violence.®> Thus wherever the
colonizers went, there was a large scale destruction
of natives. To quote Boehmer,

‘Notorioudly, following the Spanish Conguest in
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the early 1500s, the ‘great dying' of the Native
American peoples began, caused by smallpox and
mead es epidemics. Future encounters between Europe
and other landswould again and again be characterized
by scenes of carnage, devastation and the mass
displacement of populations. The 5 million inhabitants
of Lower and Upper Peru at the time of Conquest had
declined to 300,000 at the end of 18th century. Where
therewere 70000 Native Americansin British Columbia
in 1835, 20000 remained in 1897. The Aborigines of
Australia met with a similar fate. and during the 200
year period of the European slave trade (1650-1850),
asthe populations of Europe & Asiamorethan doubled,
the total population of Africaremained static.’®

Thelandmark terrorist attack on theWorld Trade
Center’ on 11th September 2001 can be interpreted as
the reaction of the Islamic nations to American
hegemony. America, the Super Power considers herself
tobethe‘International Police’ and performsher * duty’
of meddling in each and every international matter. Be
it the Kashmir issue or the | srael-Palestine conflict or
the Kosovo or the Gulf war or any other dispute
between any two nations having absolutely nothing to
do with America, still America always interferes
without exception. The most notorious example of this
American hegemony is the Vietham War. Why on
earth, were the American troops in Vietham for 20
years? Today, America has the largest quantity of
missiles, nuclear weapons and also the most advanced
technologies for designing chemical and biological
weapons. She is also the member (or rather the
‘leader’) of the largest numbers of military aliances
including NATO, the most powerful one. This has
spread the "terror’ of Pentagon in most of the Third
World countries. Moreover, Americais the economic
super power. IMF, World Bank and other such financial
institutions are mere puppetsin her hands. If shefeels
that aparticular nation is not obeying her ‘ commands
or resisting her intentions or posing any sort of
challengeto American supremacy, thereisthefavorite
weapon of America always ready at hand—the
economic sanctions! One immediately recalls the
economic restrictions imposed upon India after India
conducted her second nuclear tests Pokharan 11 in 1998.
All resolutions of UNO, WTO as well as any
international treaty or agreement whatsoever are
formulated in such a way that they would favor the
First World over the Third World. The American
multinational companies are nothing but the modern
versions of the East India Company which laid the

foundations of the British Empire and last but not the
least, there is‘ Globalization’ which in fact is nothing
but * Americaniztion’ or * Cococolaization’ of theworld.
Through the mass media, America is imposing her
culture and values on other countries which have a
completely different culture and set of values than
America. This form of full-fledged ‘Cultural
Imperialism’ has proven to be more insidious than the
earlier forms of colonization (palitical subjugation) of
neo-colonization (indirect economic control) and this
has threatened the non-West especially the Islamic
world in abig way.

The consequent feelings of insecurity, fear, rage
and hatred finally culminated in the attacks on WTC
and the Pentagon, respectively the centers of American
economy and American military power. This terrorist
attack could be compared with Shylock’s ‘pound of
flesh’. Shylock’s carrying his hatred to the extreme
exposes the injustice and ferocity of the social
institutions from which it springs. Similarly, these
suicidal attacks and subsequent jubilationsin many parts
of the world exposed the gravity of this ‘Cultural
Imperialism’. Nevertheless, Shylock’s " pound of flesh’
and these terrorist attacks are both inhuman.

Theseinhumanterrorist attackswereimmediately
condemned not only by theWest but also by all sensible
nations. However the subsequent events in America
revealed that the old binary concepts of the * Self’ and
the ‘Other’ till have as much grip over the minds of
people as it had during the Elizabethan and colonial
periods. Many Indians including Sikhs were attacked
as if they were responsible for these attacks because
they were the ‘Others’. The media constantly
highlighted the horrors of these attacks, compared
Osama Bin Laden with the Devil (just like Shylock is
compared with the Devil in the play) and described
these attacks as an assault not only on Americabut on
humanity and civilization itself. Here are the two
representative quotes:

Then US President George W. Bush said,

“This enemy attacked not just our people, but all
freedom-loving people everywhere in the world. The
United States of Americawill use all our resources to
conquer this enemy. We will rally the world. We will
be patient, wewill befocused, and wewill be steadfast
inour determination... wewill not allow thisenemy to
win the war by changing our way of life or restricting
our freedoms.”’
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Similarly British Prime Minister Tony Blair remarked,

“September 11 was, and remains, above al an
immense human tragedy. But September 11 also posed
a momentous and deliberate challenge not just to
America but to the world at large. The target of the
terrorists was not only New York and Washington but
the very values of freedom, tolerance and decency
which underpin our way of life.”*

Here once again, we come across ‘Euro-
centrism’ and now ‘American-centrism’. When
thousands of people die in Vietham or in Hiroshima:
Nagasaki, it is not an assault on humanity; when there
arechain bomb-blastsin Mumbai, itisjust alocal issue;
but as soon as America comes under the sway of
terrorism, it becomes an assault on humanity and
civilization itself. Again the basic cause behind these
attacks—American hegemony—is conveniently
ignored and America started the ‘War against
Terrorism’. During the next ten years, America
hounded Osama Bin Laden in as different places as
Afghanistan & Iraq & in the process, completely
annihilated two countries. US's ‘ Operation Enduring
Freedom’ aimed at attacking and killing millions of
innocent civilians in other countries to avenge the
deaths of afew thousand innocent civiliansin America.
President George W. Bush even called this war a
‘crusade’ 2inoneof hisspeechesandin others, liberally
used thewordslike‘we and ‘they’ (thebinary of * Self’
and ‘Other’) as well as phrases like *We're Going to
Smoke Them Out’® (asif ‘they’ were rat. Thisisthe
‘dehumanization’ of the ‘Other’.) For doing this
America used al ‘high-tech’ missiles. Of course,
packets of food were dropped for ‘innocent’ people
but who would come out to collect those packets in
the face of non-stop bombardment? As a result, this
humanitarian help was just a facade like the Duke's
and Antonio’s show of mercy. Hence if the attack on
the WTC was barbarous, America's ‘War against
Terrorism’ is a sophisticated genocide.

To sum up we can say that the relationship
between the West and the non-West has remained
unchanged for centuries. It isthe relationship between

colonizer and the colonized, the oppressor and the
oppressed, the exploiter & the exploited. Theform has
changed but the essence is the same. The violent
reaction of the oppressed to oppression is further used
by the oppressor as ajustification for further and even
more intense oppression and the most dreadful
consequence of this injustice is that it degrades not
only the oppressor but also the oppressed. ‘The
Merchant of Venice' reveals this truth and therefore
touches the heart of the Third World readers.
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‘Following Darknesslike a Dream’ in Shakespeare's
Midsummer Night's Dream
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Abstract: William Shakespeare is often credited as being the greatest and the most popular dramatist of all time.
Hisplaysdea withawidearray of situationswhich can be broadly classified into three different types— comedies,
tragedies and histories. Midsummer Night's Dream isaplay that fuses together all the af orementioned categories
into one. In this play, Shakespeare tries to portray the events surrounding the marriage of Theseus and Hippolyta;
along with adventures of four young lovers and a group of six amateur actors who are controlled by the fairies

who inhabit the forest where the action takes place.

This paper will try to show, on the basis of clear understanding of the features of comedies, tragedies and
histories, how Shakespeare has upped the ante by portraying afusion of the basic types as put forth by Aristotle.
Thiskind of afusion, with not one but many points of focusis often looked down upon by the traditionalists. This
paper will aso try to prove that this kind of an approach, not only brings in a new dimension to plays and
narratives, but also portrays a situation that is closer to human existence than mere concepts of tragedies and
comedies. Further, the paper will touch upon works of other writers who emphasize the rationality of dreamsin

their writings.

K ey wor ds: William Shakespeare, Midsummer Night's Dream, Theater, Dream, Fusion.

William Shakespeare’s A Midsummer Night's
Dream is often considered as a boyish comedy
comprising of clowns, fairies and bewildered lovers.
Shakespeare has authored many comedieslike As You
Like It, All's Well that Ends Well, The Comedy of
Errors, Love's Labour’s Lost, etc. What critics often
miss out on with respect to A Midsummer Night's
Dream are certain elements of tragedy cleverly
interwoven with history that crestes the real magic of
the play. The play portrays the events surrounding the
marriage of Theseus, the Duke of Athens, to
Hippolyta. A Midsummer Night's Dream is one of
Shakespeare’ smost popular playstill dateandiswidely
performed across the world.

This study shall first enumerate the instances of
comic element in the play, followed by instances of
tragedy, which are often overlooked by the critics in
thelight of the comedy. Next, the study will aso mention
some instances from the play that brings into focus
the historical aspect and then conclude with the idea
that human life is a mixture of al these put together,
which according to traditionalists is unacceptable and
therefore renders them to a similar position as the
human characters in A Midsummer Night's Dream
who in spite of living the night and experiencing
everything end up believing it all to be adream.

Shakespeare’s A Midsummer Night’'s Dream
portraysall thetypical conventions and features of the
comic genre, which are enumerated as follows. The

overall toneof theplay islight and humorous, whichis
the most important necessity to bring in an element of
relief and involvement from the audience. The silly
pranks, themost obviousof al being thetransformation
of acharacter’'s head into that of a donkey, the messed
up performance of a play-within-a-play by a group of
amateur actors, topped by fairy magic and the
generous use of Oberon’'s love potion all contribute
towards making the overall tone light and humorous.

Shakespeare's comedies always end with one or
more marriages, or at least the promise of marriage. A
Midsummer Night's Dream is no exception. At the end
of AMidsummer Night's Dream, Theseusfinally gets
to marry Hippolyta, whichismentioned sincetheplay’s
opening lines. The four humanswho keep chasing each
other around thewood and fall in and out of love, finally
settle down with a steady partner - Hermia weds
Lysander and Demetrius gets married to Helena.

Mistaken identity is aso a recurrent theme in
Shakespeare’scomedies. Thistooisseenin abundance
in AMidsummer Night's Dream. Oberon’slove potion
causes Titania to fall head over heels in love with a
‘jackass’, whom “she mistakes for a creature who is
worthy of her love and attention” (Shmoop). In
Shakespeare's other plays too, some or the other
character usually goes around in a disguise to mask
his or her identity. The same can be said about the
other lovers who are affected due to Oberon’s love
potion, athough here, the mask for disguise isin the
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eyes of the character rather than actual get up.

Clever dialogue and witty banter is another
characteristic of comedies. Shakespeare has time and
again, in many plays, proven that heisahuge admirer
of puns and wordplay. He portrays this by making his
characters engage in witty repartee. In A Midsummer
Night's Dream, “Shakespeare reserves some of the
best dialoguesfor hiswarring lovers, especialy Oberon
and Titania’ (Shmoop). Even the amateur actors who
perform the play-within-a-play, christened asthe‘rude
mechanicals manageto bring inafew boutsof laughter
from the audience with their witty dialogues.

Multiple plotswith twistsand turnsisyet another
characteristic of a classic comedy. The first plot in
Shakespeare’s A Midsummer Night's Dream is
Theseus and Hippolyta's upcoming wedding, the
second plot in the play is Oberon’s squabble with his
wife, Titania. Thethird plot involvestheyoung lovers
— Hermia, Helena, Lysander and Demetrius, who run
around thewood in confusion. Thefourth plot involves
the bunch of craftsmen who plan to perform aplay at
Theseus' big wedding. This characteristic checks a
big box in classifying A Midsummer Night's Dream
as a comedy, and in this case, contributing the comic
factor towards a play that’s a combination of comedy,
tragedy and history.

Attempt at deceptionisanother minor characteristic
of comedies. In A Midsummer Night's Dream, “Hermia
and Lysander try to sneak away from Athens to elope
(behind Egeus sback). Also, Titaniaand theyoung lovers
have no idea they’ ve been drugged by Oberon and his
magic love juice” (Shmoop). All these instances
enumerated above serve to prove that A Midsummer
Night's Dream is essentialy a comedy. However, the
following instances will also enable us to classify the
play, not asafull blown, but small tragedy too.

Virgil Hutton (1985) explores the ways in which
Shakespeare used comedy to camouflage the tragic
content of A Midsummer Night's Dream. Hutton
argues that Shakespeare raised religious and
philosophical issuesintheplay, primarily inhistreatment
of the mechanicals, and outlines the waysin which the
mechanicals production of Pyramus and Thisby
contrastswith the experiences of theloversin thewood.
Hutton demonstrates that the tragic world of Pyramus
and Thisby resembles red life more than that of the
dreamlikeworld of thefour lovers. According to Hutton:

Even though the seriousness of A Midsummer
Night's Dream has long been getting its due, T. Walter

Herbert is the only critic to treat at length the
metaphysical implications as the dominant concern of
the play... Herbert’'s spectator sees two contrasting
worldsinthe play: the comic animist world of Athens,
under the guidance of fairies, and thetragic nonanimist
“Babylonian” world in the play-within-a-play of
“Pyramus and Thisby”, where there is no guidance of
any gods or spirits whatsoever. (Hutton)

Verbal tiffs between couples may also be
considered asatragic element in the play. The squabble
between Oberon and Titaniahol dsthe most importance
here as they are portrayed as the King and Queen of
fairies, respectively. Disagreements among fairies
leading to aquarrel and that in turn resulting in certain
disturbance in the love life of humans certainly lends
an element of fantasy to the play. But no amount of
reasoning can take away the element of tragedy that
stemsfrom an unpleasant relationship. Therelationship
here, being the one between the King and Queen of
fairies makes it al the more tragic.

Hermia sfather, Egeus, also hasaroleto play in
lending a tragic element to A Midsummer Night's
Dream. His demand that Hermia marry Demetrius,
and not Lysander, is nothing but atragic threat: “As
she is mine, | may dispose of her / Which shall be
either to this gentleman / or to her desth, according to
our law / Immediately provided in that case”(1.1.42-
45). This threat does not sound in any way comic.
Another example of how loveisportrayedtragically is
when Lysander gives his speech about love, “The
course of true love never did run smooth; / But either
itwasdifferentinblood—"(1.1.134-135) hesays. He
talksabout all the thingsthat stand in theway of people
falinginlove, or staying inlove, Lysander continues,
“[Loveis] momentary asasound, / Swift asashadow,
short asadream, / Brief asthe lightning in the collied
night;” (1.1.143-145). The meaning Lysander induces
into these linesis nothing but tragic and amost causes
the audience to wipe away tears.

Along with the above references to comic and
tragic elementsin Shakespeare’'s A Midsummer Night's
Dream, the play also has a substantial amount of
reference to history, also subtly, making it in essence a
historical play, like Richard I, Richard I11, Henry 1V,
Henry V and others. Although here, the reference is
not to real charactersasin the other playsbut to periods
in history and certain events that people associate with.
Shakespeare may al so be appearing to make acomment
on certain practices that were prevalent at a period in
time. The references to history are mentioned bel ow-
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The play’stitle, for instance, refersto an English
holiday custom: on “Midsummer Eve,” or the night of
the summer solstice on June 23. English men and
women would spend the night outdoors around bonfires,
telling supernatural tales of fairiesand witchcraft. The
title of the play not only suggeststhis holiday, but also
refers to “the rite of May” or “maying” - a similar
Englisnh tradition that took place on the first night of
May, when young men and women would engage in
singing, dancing and possibly more amorous pursuits,
in the wood outside their towns. In other words, the
play’s title and plot recall English traditions in a way
that suggests a combination of Halloween, with
reference to Puck and the fairies, and a big rave, with
love-juice instead of Ecstasy. At the time when the
play waswritten, thesetraditions had come under attack
by the English Puritans, who thought that they were
“pagan” practices that gave the people too much
opportunity for mischief.

According to Jiffynotes, “Perhaps the play’s
notion of a“marriage” between Hippolytaand Theseus
was meant to refer to the “League of Amity” signed
between Elizabeth of England and the King of France
at the time that the play was written. Elizabeth also
has much in common with Titania, Queen of Fairies.
Shakespeare represents Titania as a great patroness
of music, dancing, and the arts, as Elizabeth famously
attempted to be. Moreover, the very notion of a“ Fairy
Queen” refers unmistakably to another famous work
of the period, Edmund Spenser’s epic, the Faerie
Queene, intended as an elaborate celebration of
Elizabeth and her court.”

Shakespeare’s clearest allusion to the royal
member of his first audience, however, comesin Act
[1, Scene I, when Oberon describes to Puck the fateful
flower, “love-in-idleness,” that will producethemagic
juice. According to the Fairy King, one night in the
woods Cupid, “al armed,” took aim at a “fair vesta,
thronéd by the west.” His arrow missed, and pierced
the flower instead, while “th’imperial vot' ress passed
on, / In maiden meditation, fancy-free’ (2.1.158-164).
Thisis hardly a mere hit of poetic fancy, but instead
seems an elaborate compliment to the Virgin Queen,
Elizabeth, since “vestal” means “virgin”. Not only
would Elizabeth avoid Cupid's arrow her entire life,
but she al so managed to escape a plotted nation
in 1594. When Shakespeare waswriting thisplay, then,
a passage such as this one would not only praise
Elizabeth for her famous virginity, but would also

celebrate her recent miraculous escape from real
physical harm.

All the instances mentioned above go along to
prove that A Midsummer Night’'s Dream by
Shakespeareisnot just acomedy, as upheld by critics,
but it also showstraces of being atragic and historical
play. True, the comic elements overshadow the tragic
/ historical elementsbut it dependson one' s perspective
and choice. As Virgil Hutton sums up in her essay,
“Theonly choicewe haveisoneof belief, and through
A Midsummer Night's Dream, Shakespeare does seem
to offer us this choice, after hinting at his own belief
concerning the reality.”

What is reality and what is not is often a subject
of debate and it is especialy true in literature where
countless authors / poets have penned their thoughts
regarding the same. Edgar Allan Poe's “A Dream
Within a Dream” is a classic example wherein he
mentions “All that we see or seem / |Is but a dream
within a dream” (Poetryfoundation) and this only
reflects the harmonious blend of comedy, tragedy,
history, fantasy, dream and reality seen in human life
in general and in Shakespeare's A Midsummer Night's
Dreamin particular, which isdramatically summed up
by Puck in Act V, Scene | —“And we fairies, that do
run / By the triple Hecate's team, / From the presence
of the sun, / Following darkness like a dream, Now
arefrolic” (5.1.375-379).
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