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decided to have Li’l Abner mamy Daisy Mae. Admittedly, this w
at the time when Senator MacCarthy was at the height of his pOWET
and an almost hysterical fear was sweeping the nation. But ONEU,.
who bad thrived for twenty years kidding hell out of all the HEEnHmm.
of American life, suddenly discovered that there were some things
he no longer had the freedom to kid. (He had noted “the gradual,
loss of our fifth freedom. Without it, the other four freedoms aren’
much fun, because the fifth is the freedom to laugh at each other.” .
{When the comic writer loses this freedom, he invariably turns from
wvﬂommw topical satire on a national level to the more gentle forms of
meéww found in domestic Jife. (It’s significant, I think, that “Blondie

Hm\w\ ¢ most popular comic strip in America.) And if this restricting
7 atinosphere continues, the comic must eventually turn in upon him-:
km_ﬁ and he becomes the butt of his own humor. This is what prob-

ably happened to classical comedy, and the decline in Aristophanes’

comic power is probably more a matter of political freedom than it

The Saturnalian Pattern in
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Shakespeare’s Comedy™

C. L. BARBER

MEsSENGER Your honour’s players, hearing your amendment,

\\{ £ art . : " dre come to play a pleasant comedy. . . .
__Xm of artistry. Aristophanes was the Will Rogers of the classical Greek Brcoar . .. Is mot a comonty a Christmas gambold or a tumbling
theatre; unfortunately, he wasn’t able to be its Jack Benny as well. trick?

Lavy No, my good lord; it is more pleasing stuff.
Becear What, household stuff?
Lapy It is ¢ kind of history.
Breoar Well, we'll see it. Come, madam wife, sit by my side and
let the world slip. We shall ne’er be younger.
—TInduction to The Taming of the Shrew

Recent literature has accustomed us to the conscious use of mythical
and ritual prototypes as a means of organizing the life of our time
in the absence of a self-imposing tradition. Ulysses and The Waste
Land expressed life in a modern city by representing it as recapitu-
lating basic myths and rituals. Such creative ordering of experience
by earlier archetypes has involved, in our time, a kind of explicit
awareness of analogies not pecessary in earlier periods, when tradi-
tional symbolic values came to the writer as a matter of course with
his themes and materials. Psychology and ethnology have developed
a corresponding set of generic names—“the Oedipus complex,” “the
fertility spirit,” “the rebirth archetype.” _Hﬂ earlier cultures such pat-

*(, L. Barber, “The Saturnalian Pattern in Shakespeare’s Comedy,” The
Sewanee Review, Vol, LIX, No. 4 (Autumn, 1951), pp. 593-611. The inter-
pretztion outlined in this essay is more fully developed in C. L. Barber’s
Shakespeare’s Fesiive Comedy: a Study of Dramatic Form and its Relation fo
Sogial Custom, Princeton, 1959 (Meridian Paperback, 1962). [Footnotes in this
selection have been renumbered.]
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ioht’ th
‘Love’s Labour’s FLost, 4 E&Eﬁﬁmﬁ. 2@5.« Uwﬂaaﬂv MWMQHHMQ&
Night, but also in plays where there 1s meﬂa‘mﬂw .Hm” M s, that
,rowmmu‘ﬁ notably As You Like It, and m.&dﬂe IV, e
described festive occasions, or was used in EMMHN P e g o
- adequate vocabulary than that of any other Qw_ ﬁouum g mﬁmwﬂ&mm‘m.ﬂ.
lcit the “form u.b\p.mﬁw: of the plays m&o.c..n pleasure. A |
Mmc ted on _pommmﬁ._qﬁd archetypes in English Renaissance e o
- the wumﬁmg&mm adopted about pleasure whenever people set ou |
mmﬁwm MMMP et hold of the spirit of Elizabethan ro_mm.wﬁ because they
had mmoHHP mgmHQ England” was merry chiefly by SWMM.,F OM ounwmm MMMH
munity observances of periodic sports .m.d& feast days. rih toos o
in morris-dances, sword-dances, Smmmm;ﬁ.mmu mock nonw.qu P
mer kings and queens and of Hoﬁm of misrule, E:Hﬁﬂ“ﬂmo“qm B
masques—and a bewildering variety of sporis, mmummm“ hows = e
eants improvised on traditional models. Such ﬁ.muqénm e e,
part of the celebration of a marriage, of apm. Smmm% Smﬁ EwEbEmeaﬁ
mas, Shrove Tuesday, Hocktide, Mayday, Whitsunti .wum ismpmer v
mmmcmm.n&ogﬁ Hallow-¢’en, and the twelve days ) W& e Christmes
season ending with Twelfth Night. Custom prescribe bu o o
definitely, some ways of making merry at each oonmmpow e s
feasts were not, as now, rarc curiosities Lmo be owmoQHm OW e yoar,
in remote villages, but landmarks mwmﬁuu.w the Hn%on f the e
Shakespeare’s casual references to the holidays always p
his audience is familiar with them:

, opolitan an
relativistic mentality no particular symbolist is any longer self-evident.
Our literary criticism is recognizing and describing in the writing o
the past underlying configurations which earlier readers did not need
to discriminate consciously. After the Nineteenth Century’s preoccups
tion. with the individual in society, with characters in drama, we are
wmooqmlsmv about art at least, an awareness of the creative function
of form. To explore patterns which drama has in common with

/ritual is one Sm%ﬁoQm<&oﬁ§mmm€maanmm$ﬁommmroémpmw&n .

\ cedes the character, how the larger rhythm of the whole action sh
wand indeed creates the parts:

O body swayed to music, O brightening glance,
How can we know the dancer from the dance?

This essay will attempt to describe a major pattern in Shakespeare’s
gay comedy—the comedy before Hamlet and ‘the problem plays. Proof .
by citation will not be feasible within the limits of an article; and
I shall not be able to indicate in detail where my generalities do and -
do not apply to particular plays. But Shakespeare is so familiar that
i I can express a motion of the dominant mode of organization of
the ooﬁmmng the reader will be able to try it on the plays for him-

self. Ww\w&ﬂomﬁmmﬁum gay comedy is fundamentally saturnalian rather

than Satiric. It dramatizes pleasure as release from “hormal limitations,
i O pa

and the judgments implicit in its humor primarily concern the relation
between man and nature, not relations between social classes or types.
The plays give form to feeling and knowledge by a movement whick
can be summarized in the formuia:

/

As fit as ten groats is for the hand of an m.ﬁoﬂwou\ ce s
as a pancake for Shrove Tuesday, 2 morris for May Day,
as the nail to his hole. .

The whole society observed the wo_mmm%m..mgm_umﬁwu.w nnmpﬂnu MM& OHMMwﬁ
sion, went a-maying; it always had a gwmmc.agmw oﬂuu uﬁ o
the quH,HmﬂBmm season with high Ew&m. So %m.. &o&ﬂo e rouseholcs.
In the entertainments tendered Elizabeth during her sum prog

rv i ag-
iti i re developed in masque, p
resses, traditional festive observances we P

t or play.t ) . -
mmMﬁMM.W M.W the historical process by which holiday came to be trans

1 The most authoritative and complete summary of nmﬁm %Mm%ﬁnmom mppw B
hamb The Elizabethan Stage, Oxford, Hom.m. Folk fes ivi oA
oy e d are treated with equal authority in The Ew&mun g oo m
o fene ﬁm. books mﬂ&.mmvmnmms.m the latter, mouﬂ%ﬁm nmam. an any
ot .Hramnv Sonnmbn m,&ponHm to enable one who is not a m.oH omﬂmd to Jook
s v H&Hmn?w from that point of view. QWNB,cmH.m WHH..:mm mwms =a e
Mwwﬂwmﬁwﬁwmww ms.nmﬁm about Shakespeare, did little or nothing with this par

his immense knowledge.

through release to clarification.
This pattern for organizing experience came to Shakespeare fro
many sources, both in social and artistic tradition. It appeared, for
example, in the theatrical institution of clowning: the clown or Vice,
when Shakespeare started to write, was 2 reco

_recognized - anarchist who
made aberration obvious by carrying rel€ase to absurd extremes. The

~ &ult of fools and folly, half social and half litetary, embodied 2 sinilar _

polarization of experience. One could formulate the saturnalian pat-
tern om.mnmv\m_% by referring first to these traditions: indeed, Shake-
speare’y fifst completely masterful comic scenes were written for the
&osﬁmwm have chosen, however, first to approach the pattern of the
gay plays by looking at them in relation to the social rifuals of

Elizabethan. Hpohnm.ﬁ:\.wﬁ he festival occasion vdes a

. provides 2 paradigm for
“the organization of Hnpulse and awareness not only of those comedies
where Shakespeare drew largely and directly on holiday motifs, like
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366 Nt THE CRITICISM OF COMEDY

lated into comscious art leads through the occasional Tterature pro-
duced for aristocratic entertainments. But _my _concern_here Is to
&mmom.uun the saiurnalian pattern as it was finally worked out in dra-

e . . Ly en
inatic_materials, For this wcﬂuomm“ooEﬁnnonmommmﬂm&mmwmﬁmmEH-

portant than they orrespondence between the whole comedy and the
whole festive onomeou.\M.Hrn holiday archetypes provide a way of talk:
ing about an underlying movement of feeling and awareness which
is not adequately expressed by any one thing in the play, but is the
© play. At this level, one cannot say just how far the analogies be-
| tween ritual and art show an influence, and how far they reflect the
fact that a holiday occasion and a comedy are parallel manifestations
of the same pattern in our culture, of a basic way that we can
polarize our human nature, moving through release to clarification.

L Reresse anp CLARIFICATION IN THE InvLric Comepres

Release, in the idyllic comedies, is expressed by making the experi-
ence of the whole play like that of a reve].

Come, woo me, woo me; for now I am in a holiday bumour, and like enough
to consent.

xmﬂ&p holiday humour is often

abetted by directly staging pastimes:
Mmbnomu Songs, masques, plays extempore, etc. But the fundamental
method-is to shape the loose narrative so that “events” put .ts per-
mmmm...u.mp the position of festive celebrants: if they do not seek holiday

it happens to them.\/ tyrant duke forces Rosalind into disguise: but
her mock wooing with Orlando amounts to a Disguising, with carni-
val freedom from the decorum of her identity and her sex. The mis-
rule of Sir Toby is represented as personal idiosyncracy, but it follows
the pattern of the Twelfth Night occasion; the flyting match of Bene-

dict and Beatrice, while appropriate to their special characters su

effect of 2 merry occasion where Nature reigns. .
F. M. Comford, in The Origins of Attic Comedy, points to invoca-

tion and abuse as the basic gestures ‘of a nature worship behind Aris-
tophanes’ union of poetry and railing. The two gestures were stil]

_ practiced in the :mouwww of -Elizahethan Maygame, harvest-home, or
winter revel: invocation, for example, in the manifold spring gar-
ng&bm customes, “gathering for Robin Hood”; abuse, in the customary
wpogmm to flout and fleer at what on other days cémmanded respect,

,_@,rm. same double way of achieving release appears in Shakespeare’s

A
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festive plays. There the poetry about the pleasures of nature mﬂwwwww
. Lke beneficent natural imp 3
taralness of pleasure serves to evo : :
MM&S much of the wit, mocking the good housewife m.ow.wwﬂn .HMH.DB.H.HWH
i ttual abuse of hostile spirits.
wheel, acts to free the spirit as does the ritual 5
A saturnalian attitude, assumed by a nHmE.,.ns.ﬁ gesture ﬁoMmemEgmﬁwm .
brings with it an accession of “wanton” vitality. Hﬁ. the t HMEFE ﬁ_ﬁ
m_woﬁw&um analysis of “wit, the energy ﬂoﬁﬁmﬁ% onoc..@wm& in Hbmmw a 5om
inhibition is freed for celebration. The holidays mn.wcm.ﬁ. o wogwp <
were built around the enjoyment of vital Humm\ﬂw“mw in the mﬂw mﬁm
i i ;1 inter, within-doors warm
love in out-of-door idleness; in the winter, . .
food and drink. But the celebranis alse got moEmw?.bm for 5owgﬂwwm
from festive liberty—the vitality -normally locked up in awe and re.
pect. E. K OWmemm\MNcB& among the visitation articles of Arch-
mo - - . - - - -
wwroﬂ Crindal for the year 1576 instructions that the bishops determine

e

whether the ministers and churchwardens have suffered any Houmu, om WMMMMMM
or summer lords and ladies, or any disguised persons, or omwmamu M hristas
or at Maygames, or any morris dancers, or at any other MHMMU o
reverently into the church or churchyard, and ﬂ_pnwm H.r% " sy . .
unseemly parts, with scoffs, jests, wanton gestures, or ribald talk. . . .
hakespeare’s gay comedy is closer to >mm”8wrmbmm, than SHMM%MM,WWM
eat comic art because the matrix for its awareness e s T
form of feeling of such saturnalian occasions as .mﬁmo. . Hmpmm ﬁwu mm
worsting pompous Lamachus in The mn#aﬁﬁanh by Ee.om sm the tangt
ble benefits of Bacchus and Aphrodite, acts the same @mw< NM& =
Sir Toby baffling Malvolio’s visitation by an appeal to cakes .

the release they dramatize: a heightened awareness of ﬁr.o HnFQMB \
between man and “nature”—the nature celebrated on holiday. .H e
process of translating festive experience into nr&ﬁ.ym B<o.?mm mﬁwumwnm.
the sort of awareness traditionally associated with holiday, an mwmf
becoming conscious of holiday itseif in a new way. The Em.w.w mwmmmr .
a_mockery_of what is unnatural which gives scope and onM o th
“Sort of scoffs and jests shouted By dancers in the nw.EH,oE\,mu omp in
“the quaint mazes of the wanton green.” And they Eﬁﬁmorm.ﬁwo mw \
noﬂm_wmﬁmﬂm&w mockery of what is merely natural, 2 humor which pu /M
iday i i ith i hole.
holiday in perspective with life as a w . . . ]
.HH.FN wc.Mm in the festive plays consistently exhibit their cbsmmﬂmwmv
ness by being kill-joys.©On an occasion “full of warm Eco@u of mir um
they are ﬂooowumonnzmmmm with perverse satisfactions like ﬂﬂ&w ow.. mammm
ip” joi i like Malvolio and-
to “let the world slip” and join the dance. Figures /N» »
S
RS /_w\.. !
N

2 The Medieval Stage, Vol. 1, p. 181, note 2.
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The clarification achieved by the festive comedi ﬁ/ﬁm
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Shylock embody the sort of kill-joy qualities which the disguised per-
sons would project on any of Grndal’s curates who would not suffer
them to enter the churchyard. %uw@qmﬁ or inadequate people appear,
by virtue of the festive orientation, as would-be-revellers, comically
inadequate to hear the chimes at midnight. Pleasure.thus_becomes the
touchstone for judgment of what bars it or is incapable of it, And

‘though in Shakespeare the judgment is usiEIy" responsible—valid we
feel for everyday as well ag holiday—it is the whirliglg of impulse
thay tries the characters. Behind the laughter at the butts there is
always a sense of solidarity about pleasure, a communion embracing
e merrymakers in the play, and the audience, who have gone on
holiday in going to a comedy.

While perverse hostility to pleasure is a subject for aggressive festive
abuse, r\wmwhoﬁp_,ﬂm&.ﬁﬁ is_critized too, by a benevolent ridicule
which Sees it as a not.umnatural attempt. to be more than natural,

. T e e g
It is unfortunaté that Shakespeare’s _gay plays have come to be known
as “the romantic comedies,” mowxmr@ almost always establish a hu-
morous perspective about the vein of hyperbole they borrow from
Renaissance HoBmsn..mM.fx\ﬁmrmE absolutes about love’s finality, cultivated
without reserve in corfventional Arcadia, are made fun of by suggesting

‘that love is not a matter of life and death, but of springtime, the

~fonly pretty ring time. The lover’s conviction that he will love “for
jever and a day” is seen as an illusion born of heady feeling, a

symptom of the festive moment:

Say “a day” without the “ever”. No, no, Orlando! Men are April when
they woo, December when they wed. Maids are May when they are maids, but
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ing goddess. Normally, however, as In u..qu“w Zwmm.“mmww%ﬂwwmﬂwgw
ters the emphasis when he employs romantic Emﬁoﬁw%/w.ﬁ e
in his source control the mood, and are meé. out to ! anm.m‘d\ﬁ iy
of devotion, producing now pathos, now y.uﬁmar ﬁoﬁmm e
felt on the stage, in the rhythm of stage tume, as Enwp, en o b
by a prevailing mood of revel. Swmﬁ was..senfiment ,hwﬂ”.w&monmw\ms.
comes impulsive_extravagance. /And judgment, not comm

,mw\ﬂmmmﬂmﬂiwmm& distortion, can observe with Touchstone how

: is mortal in
We that are true lovers run into strange capers; but as all is m
nature, so is all nature in love mortal in folly.

To turn on passionate experience and identify it aﬁmw Mum MOHHQHM
momeni, as Rosalind does in insisting that the sky wi H.M mbmmnw. ﬁ&m
the moment in perspective with life as a s&orw. :H.Ho i M? Jor e
%ﬁ\\wmbmgmm@u mnplied a noawmwﬁ with n<muw .MMM s
brightness falls from the air. Occasions .Eﬂm gﬁ?&ﬁ.ﬂ an ; e wter
Revels, with their cult of natural yitality, were maintaine ﬁim @
civilization whose Mﬁnmﬁ% view of me.moocmma »”Hm MWmoﬂEMw NQM\MW m

icit i vitality. flhe tolerant disillusion o
w”..ﬂnmuﬂmo&w& %nm_‘dwo to have its day, all the more headlong mﬂwmw%mwm
it was only one day. But the release OM mpmﬁ. one Qmm Me.mm Wﬁ erstood
to be a temporary. Hicense, a “misrule’} which implied rule, s

— F— -
R

the acceptance ol nature was @zmhmm&./ oliday affirmations m HunHm.wN

5 . .
&m@ﬁ%émnmmabwﬂonww%%ncd@m&ﬁﬁmmmcawuﬂob that the natural in

1 i il fade. iy
s only one part of him, the part that wil ] ~
EMMHHAHOS NSmﬁ m.Hu life was but a flower” was a two-sided theme: HM
was usually a gambit preceding “And therefore take the presen

. N
e chanes v they e v time” ; but it could also lead to the recogmtion that

-
N <

This sort of clarification about love, a recognition of the seasons, of <o from hour to hour, we ripe and tipe, f

nature’s part in man, need not qualify the intensity of feeling in the
festive comedies: Rosalind when she says these lines is riding the full
tide of her passionate gayety. Where the conventional romances tried
to express intensity by elaborating hyperbole according to a “pretty,”
pseudo-theological system, the comedies express the power of love as
a compelling thythm in man and nature. So the term “romantic com.
edies” is misleading; :H.mmmmm\nmmmm&m.muiﬁo&m be a better name,
Shakespeare, to be sure, does not always transform his romantic plot
materials. In the Claudio-Hero business in Much Ado, for example,
the borrowed plot involved negative behavior on the basis of romantic
absolutes. The caskets story in The Merchans of Venice, again, is
romantic narrative which, though handled gayly and opulently, has
not been given a festive orientation: Fortune, not Nature, is

the reign-

And then, from hour to hour, we rot and ot . - -

T hs . ard
The second emphasis was implicit in the first; . ?Mr m.ﬂﬂﬁcnwmmwm%vﬁ
nature predominated depended, not on alternative “phi ﬁﬂmov anbu ¢

ithi hythm. And because the
on where vou-were within a k _ | because
recoemized in the comedies, sentimental falsification is not moﬂmwﬂﬂ
x i is i ent oIr

i i i t. It is indeed the pres
in expressing the ripening moment. . . 8 and
Hwﬁqﬂm@ of uﬁrm festive plays—the Eﬁgmmwmﬁw experience they mﬁmm o
nm\nww.n,m beneficence—which reconciles feeling, .é;woﬁ H.mmoﬁwm?noum
sentimentality or cynicism, to the knowledge they convey of na

limitations.

" In drawing the paralle]l between holiday and mbmﬁmwmmﬂ,m ooBomW
it has been hard to avoid talking as though Shakespeare were
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e
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i/ full Imaginative r
.m.u

i holidays. He thus
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primitive who began with nothing but festival custom and invented
a comedy to express it. Actually, of course, he started work with
theatrical and literary resources already highly developed. This tradi-
tion was complex, and included folk themes and conventions along
with the practice of classically trained innovators like Lyly, Kyd, and
Marlowe. Shakespeare, though perfectly aware of unsophisticated forms
ke the morality and the jig, from the outset wrote plays which pre-
sented a narrative more or less in the round. In comedy, he began
with cultivated models—Plautus for The Comedy of Errors, and lit-
erary romance for the Two Gentlemen of Verona; he worked out a
consistently festive pattern for his comed
experiments,

In his third early comedy, Love’s Labours Lost, instead of drama-
tizing a borrowed plot, he built his slight story around an _elegant
aristocratic entertainment. In doing so he sketched, in thin and over
fanciful lines, the_holiday seguence-of - release. and. clarification which
comes into its own_in 4 .
serious play, his first comic masterpiece; Ha§ 8 Srucial place in his
development. To make a dramatic epithalamium, he expresses with
esonance the experience of the traditional sumrner

finds his way back to a native festival tradition
remarkably similar to that behind >H.aﬁomwm5€ﬂ the start of the
literary tradition of comedy. And in mﬁuﬂmmmmpm the native holiday,

he is in a position to use all the resources of a sophisticated dra-
matic art.

y only after these preliminary

of

A combination of Participation and detachment wm\ necessary to
express holiday pastimes as three-dimensional drama. ¥fn A4 Midsum-
mer Night'’s Dream, the expressive significance of popular cult is kept,
while its Iiteral, magical significance is mockedyThe lovers, like folk
celebrants on the eve of May-day, “run gadding to the wood over-
night” In the woods they take leave of Judgment, immersed in irra-
tional impulse under the influence of a Summer Lord and Lady who
preside over the cleanly wantonness of nature. Oberon and Titania
enter the great chamber to bring the blessings of fertility to the bridal
couples, as country gods, half English and half Ovid, would bring their

powers in tribute when Elizabeth-was entertained, and as the group of

folk celebrants making gmmﬂ\m:mwo\éo&m “bring in summer” to the

village and manor house. Insiead of garlands of flowers, Shakespeare
uses poetry about “the rose distil’d” and “feld-dew consecrate.” The
game is translated into dramatic and poetic_giction, the personifica-
tions of pageantry into dramatic personalities, hﬁwﬁ the magical events
of holiday, when they are understood as human experience, are hy-

Midsummer Night’s Dream. This much thore
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i whole
morously recognized as memnial, not actual \Mwwwwmuw.ﬂmw. Hu&qm oy
ton 1 i i ted as a release of shaping oy
action in the magic wood is presen . ping tantasy
i ificati bout the tricks of strong imagl PR
which leads to clarification a 1 .
We watch-a-dream; but we arve awake, thanks to 2 ﬂﬁdmmzmum GMHNOM )
e T el D T : the hibite
“about the delusive tendency to take fancy Hnmuﬂwu. @Mﬁw H.M.E xhibited
Tin love in superstit in Bottom’s mechanic matics,
in love, or in superstillon, or in omw’s s It
is meﬁ QOM the aristocratic urbanity of Titania, Oberon mH.HH ﬁMQH meﬁ?. \
Puck to intimate in their own lines that they do not exist. ;UM P ot VM,../ "
an expression and understanding of folk cult émmHoﬁ@ ﬂwmmpﬁww HMEF y
i ill in the blood but no longer mn . -
moment when it was still n . ; e
Shakespeare never wiade another play mﬁoaﬁwmmgﬁom uM menw e
i i ) for feeling and awareness w
direct fashion. ButYthe pattern . 5 which ke
i i ion in A Midsummer Night's
derived from the holiday occasion A Mids "
fomi ; subsequent comedies
becomes the dominant mode of ,.Homm ..W.Mﬂouw MMOHH b ﬂn‘wnoﬁ oomedies
i i ‘ ays.\/The ©
until the period of the problem p . crwoon his Zeomve
i is amusingly reflected in passag
comedy and naive folk games is am " e
3 hrewr which I have used as an epig
from The Taming of the S . pigraph
i is asked with mock ceremony
When the bemused tinker Sly is a ‘ ] i pheter
1 « our mind to mirth and merriment,
he will hear a comedy to “frame y : . i
his response refiects his ignorant notion that a oon&\ Is WO_HWMH A\
of holiday game—"a Christmas gambold or a EH:E:.um. HEM .E ﬂow s
corrected with: “it is more pleasing mﬁpm.. ...a %E& oH. s MHM.m
Shakespeare is neither primitive nor primitivist; he enjoys ma GWmﬂwMoﬂﬂ
of the inadequacy of Sly’s folk notioms of enteriainment. n.ﬁ o
attitudes and motifs are still present, as a Em.ﬁﬁ, of no.ﬁwwﬁ n”m e
dramatist’s cultivated work, so that even Sly iz not entirely |

mark about comedy. Though it is a kind of history, it is the kind that

mwmﬁmmﬁrouﬁmbmﬁbgww&.mown\.mmﬁomoumﬁw@mmem_ﬁu\pmm meumww
Tt often includes mmamm.m,u:mma even, in the case of As H\Mw m mam :
a tumbling trick. Though Sly has never seen.a oomﬁmmwa is ho! HM
mottoes show that he knows in what spirit to me.n HWp W.mﬁﬁ.ﬂﬂn MMMMHQ
ipy .. . ? Prince Hal, in his festiv ,
wlip;” “we shall ne’re be younger. . e . e :
wwumm”mva the world aside and bid it pass.” Feste sings that “Youth’s

a stuff will not endure.”

ry IV
IT. ReLEAsE AxD CLARIFICATION IN THE CLOWNING AND IN Henry

The part of Shakespeare’s earliest work where his mature Hm.m.ﬁm.“m
of comedy first appear clearly is, as I have mwmmmmmﬁmu m&m mmooséwm \oﬂ
i i orm for
lthough he did net find a satisfactory comic ; : hole
Jm OMME A Midsummer Night's Dream, the &os.ﬁm part is mm.ﬁnﬂmﬂu
WOHW from the outset. Here the theatrical nondgﬁoa. with S&m &ow
started writing already provided a congenial saturnalian organiza
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idylh humor of
in the idyllic plays the o1
than anywhere else. If in . s o
ocEEmnuMMm can be described as a looking oﬁgmwa MME%M ﬁmmﬂm %h.
WmMMMM moment to the work-a-day world beyond, m

i i d serious action can be described
mmaqe.av‘wmm_o Hm.wm%% MMEWMHWM,M% against everyday and @ooﬁwmmw\
e Nﬂ\\m.m%wxﬁmwwzﬁmmm and awareness excluded by mﬁm urg ey
o mN%H.H political life, so that the oonmmn. .mb& mmﬁowwow ,

o &nﬂo&:ﬂﬁmh each conveying the ironies.-lmiting _the wmu.mm\.,mn.w&
mwM.MMmeme‘ so far as it concerfs w&ﬂoaﬁvmmWoMmmmMM nmmm mérized

) . ] :
i m&mﬂzmﬂwq Em om”. HHMMM Mwmwwwh}qm\maol& of H enry the m.ﬁw_w
e prin - mmWMmmM. in the traditional role of the wumo&m& som, Sn ME
HM %HMMM#MWW companions functioned as ﬁmuwwﬁnammﬁwmmm mmmﬂwﬂmwmw e )
Vi i lays. At on R

o mmlﬁ@\u.mnbw‘mﬂl%% MWMW%MMWWQMWWW& away mwon.w ‘simple HMOHMW
o ﬁ@m“ oﬂw ums his hands, is not whether ITal will be ﬁmroo o vwm/
o . HmH : his holiday will become his everyday, whe ww e
wm&_ but s&mm . Lord of Misrule, delightful in its Bn.vgmwﬁ wi , M
Eﬁoﬁomncgﬁm Ms.mwnﬁn reizn of a favorite aoﬂﬁsmﬁﬁm a Mﬁmmo MM
MMM HMMM mmM.mﬁ which he Moﬁmmom early to the audience, is that fo

ismi i e
him Falstaff is merely a pastime, to be dismissed in due cours

-

of experience, and Shakespeare at once begat working out its larger
implications. Tt was of COuTse a practice, going back as far as the
Second Shepherd’s Play, for the clowns to present.a burlesque version
of actions perfornsed seriously by thejr betters. Wagner’s conjuring 1A~
“Dr. Faustus is an obvious example. In the drama just before Shake.
speare began writing, there are a great many parallels of this sort
between .wrio.ﬁ. comedy- ..msmf..mww@;ﬂnmmm!mmmmmbu\ One suspects that
they often resulted from the Initiative of the clown performer; he was,
as Sidney-€4id, thrust i “by head and shoulders to Play a part in
' E\mammm&g? matters”—and the handiest Part to play was a Jow take-off
of what the high people were doing, ﬂao:mw_,...mmmnm% ovmmnwmn_, that
the procedure was :smwroc.ﬂ.mmnwmﬁ_oa decorum_ mxmw burlesque, when

ray TN e e S,

T

properly controlled, had an artistic logic which mr&mn%mmﬁ was quick
to develop.

>ﬁm~mmwuﬁHmﬁHo<mrEm nHoﬁSmSowm \@km one of the aristocrats
remarks in Love’s Laboysrs Losi: .

"Tis some policy
To have one show worse than the King’s and his company.

Buat burlesque could also have a positive effect, as a vehicle for ex-

If all the year were playing holidays
To sport would be as tedious as to work.

a i not dissoluteness but a fine
R N\ Speare used this movement from refease to clarification with masterfy] The Humnnowm ﬂuonw mnnﬂ%mﬁn.q?wwm%mwmmmwm o o meunlﬁommmwﬂ
N Y control in clown episodes as carly as Henry VI, Par: J7. The scenes excess of SSwJﬂ| as WW M m.m% O o o Eumamb.ﬁ
% ofsthe Jack Cade rebellion In that history are ap astonishingly con- with a capacity mmﬁ. oo Hmwnw ¢ the world a5 though e ere upide

k.\ e resion of mbm%m:ﬁﬁ;@&mw@m@mwm * the popular rising is pre. down, His energy is contro Y

mn e(HH_.ﬂW_. ._H_.W 18 HHQ.._.HHO. &OMTHG al CATAIICES HH@ g:. Hu.D_“ HD.N..W@ .HMM@
(=] 1 HU@ 2
HHHHWHN.W ¢<H:.n“_”_ :.Hunmu.&. HCQWHNHQ. HHu e_cW_.O ”_.u.e.@&. mm.nEHHm.HHN. EHE 1t ﬂ.m_hm.*Hn
€

up with him in earnest and he became
a mockery king of snow
Standing before the sun of Bolingbroke. .

A‘ﬁmmﬁma throughout as 4 saturnalia, ignorantly undertaken In earnest;

2

Cade’s gmotto is: “then are we in order when WE are most out of

oaan.xfwn the early plays, the clown is usually represented ag oblivioysg
of what his burlesque implies, When be becomes the court fool, how-

ever, he can use his folly as a stalking _horse, and his wit can ex-

press directly the mcbomon,/oh. his #6le a5 a dramatized commentary
on the rest of the action, %

In creating Falstaff, Shakespeare fused the clown’s part with that
of a festive celebrant, a Lord of Misrule, and worked out the sat-
urnalian implications of both traditions more drastically and more
—_—

¢ William Empson discusses some of the effects achieved by such double plots
in English Pastoral Poetry, New York, 1938,

*8ee Q. L, Barber, “The Use of Comedy in ds Tou Like Is Philological
Quarterly, Vol. XXI, No, 4 (October, 1942y,

i e “Dooms-
During the battle of Shrewsbury, s&oa._ En nﬂmwwnm“m%wﬁwmﬁm o
day is near,” Hal dismisses Falstaff with A .‘
et o e Falstaff is not so easily dismissed. Hal’s Hu.ao&mmwm MM@ |
e o d fairly adequately in terms of the H.Horam%.mﬁaw _M
- be .wnBEmEmmoE.nEm derived from words current in mrmemHu.an.n :
mnﬂﬁw@ﬂm.mmzwwnw for the whole effect produced by \%m.&ﬂmﬁmw MMW w
HMMWMAWOM mMWocm statement and comic counter-statement in the

i
i

\
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as

Obmm mﬂﬂ%ﬁﬁhﬁ%&awoa one reads the two Henry IV Plays, the more

he cont o2t akespeare was doing something with Falstad which

ool %ﬁaﬁ.ﬁﬁ which only the whole resources of his art

el o M 15 power of &ngwnn statement, in developing satyr-
edy, had reached to primitive and fundamenta] modes Mm

org N.H..E.NH_”HW. ex ~UOH 1ETY: mo HHHﬁ g er N.H ter as wer € 10 av e
e I W Hw o&n
I=3 = AL t .m.mm_.ﬁuuy m

as the Mardi iv. —OvET a rev
o wn M Giras or Carni ..‘t fist presided—over 3 revel then were
tried, convicted of sing notorious in the village during mpum last
d d o year,

and burned or i ignify
Ry MPMMMMW MHmuMw@m.ﬁwé start. In other ceremonies de.
s ﬁowzwmmm:.w.m%uﬁiﬂ% ; “Bnunwm&\ kings appear as recognizable
the ot owq._&m. gs, MSB% trral in their stead, and omﬁw awa
s rome Mw.nmmmﬂgm into exile or death. One such scapegoat mmﬁ%
Tibotan Ko M In space mu.m time from Shakespeare, is ﬁrm
e o<mﬁ_.u ¢ Years, SHHOWEB\.&“ until very recently at least
now), ten days’ misrule during the annual holiday of

Buddhi
st B.powwm at Lhasa. At the climax of his ceremony, after doing

ad luck by shak
ol v shaking a black ’
ver the people, he mounted the temple steps and Hm&n&nmwmﬁwnw

< >
O..D ON.HHHHOH ‘Nwmm WNH_.H.._.EHHO. .Oum H.N.Hm BHH 5 ca n@ﬁmuhmﬂz. on WHOHHOH mﬁounﬂﬁ_
t=3 2

Just before i
another valuation of honoy Is expressed in the elevated

blank I

verse of a hero meeting death: “Can honor take away th
-« . What is honor? 3 it ¢ swosd

: ?aw
WMM.OHw w@wmﬁ 5 that honor? air” And Hal's MHMMHMWMMHW Emwﬁwmm
g ooAand NLSION -
ﬂmum.m,mm mb MH ! wwqwommbmam humanitatian ﬁmnoﬂmawg-noﬂgq QHMHMM : mmH
P In the Hom t OM these analogies to carry out an Fﬂmxmmmm,m..ﬂ .n:
> WOt merely political but rityal ; e
. n character. After—the—eifie
cter. ghilty

Shakespeare and his society were
Londog, 1914, pp. 218-923,
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committed. But the skeptical and opportunistic aftitude has been
projected also in Falstaff, who carries it to comically delighiful and
degraded extremes. In turning on Falstaff as a scapegoat, in the
same way that the villagers turned on their Mardi Gras, the Prince
can free himself of the sins, “the bad luck” of his father’s reignm,
to become a king in whom chivalry and the sense of divine ordi-
nation are restored.® -
The use of analogies like the scapegoat rituals can be misleading,
or merely amusing, if the pattern is not rigorously related to the
imaginative process in the play. Janet Spens, a student of Gilbert
Murray’s, wrote in 1916 a brief study which attempted to establish
the presence of ritual patterns in Shakespeare’s work.” Although she
throws out some bzilliant suggestions, her method for the most part
consists of leaping intuitively from folklore to the plots of the plays,
via the hypothesis of lost intermediary folk plays. But the plots, ab-
stracted from the concrete emphasis of their dramatic realization, can
be adjusted to square with an almost unlimited range of analogies.
Miss Spens argues, for example, that because Antonio in The Mer-
chant of Venice is enigmatically detached from personal concerns, and

6 The old king, about 1o die, says
all the seil of the achievement goes
With me into the earth.

The new king says
My father hath gone wild into his grave;
For in his tornb lie my affections. . . .

The image in these two passages of getting rid of sin or appetite by burying it
appears again in Hal's final, menacing joke about Falstaff’s belly, symbol of the
misrule to which he has subscribed:
Know the grave doth gape
For thee thrice wider than for other men.

But an extended treatment is necessary to show how the scapegoat pattern is
concretely symbolized. Shakespeare’s culture did not afford general terms for the
sacrificial part of it, so that there are no summary passages for quetation. L. C.
Knights, in discussing Henry IV, Part I in Determinations (ed. F. R. Leavis,
London, 1934) [See in this collection p. 186.], acutely explored a number of
imaginative connections between Falstaff’s counterfeiting and the king's. He
concludes that Falstaff, himself corrupt, cormpletely undercuts irrational homor
in Hotspur and hollow majesty in Bolingbreoke, so that the play is a drastic
satire on the institutions of war and government. “Thus ever did rebellion find
rebuke” is to be taken with ironic scorn by the audience. This is an anachron-
istic, philosophical-anarchist interpretation which Shakespeare’s heroic Iines

simply cannot admit. But the only way to avoid it, once one has faced the
fact that Falstaff’s role acts on the historical part, is to recognize that in the

irrational rhythm of the whole action, misrule works to consolidate rule.
7 An Essay on Shakespeare’s Relation o Tradition, Oxford, 1916.
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because in accepting the .Huwomm.mnﬁ of death at Shylock’s hands he .
says “I am the tainted wether of the flock,” he “45” the Scapegoa,

To be sure, at 2 very general level there is a partial analogy to

Scapegoat rituals, since Antonio is undertaking to bear the consequence
of Bassanio’s extravagance; and perhaps the pound of flesh motif

mOmvamow ultimately, through the tangle of legend and stoxry tradition

2

E\ some such ceremonial. But there is no controlling such analogies

if we go after them by catching at fragments of narrative; and one

w\nmb understand, on that basis, the impulse to give up the whole

/

N

Amﬁﬂwomnb as hopelessly capricious. .
\ The case is altered, however, if attention is focused, not on this

Jor that group of people in this or that story, but on the roles the

Persons are given in the play. When we are concerned to deseribe

directions suggested by the saturnalian customs and sensibility of his
time. The patiern of all. clowning mmvolves, moment by _moment

R
&

same ‘movement from. Participation to rejection that appears mwuwﬁ.mo)

“1"scapegoat ritual: the clown expresses our Mmmwmiwﬂ,.wﬁﬂﬂwmmlﬁ

—

us; but he undercuts himself, or is \undercut from outside, so that
“We can divert sympathy to umﬁmgmﬂwmb Henry IV Shakespeare de-
veloped 2 scapegoat’s role for Falstaif which writes this movement

large. In other words, Falstaff’s part in the story is a manifestation
of the meaning of.the s aturnalian form

The sort of interpretation I Lave proposed in outline here does
not focus on the way the comedies imitate characteristics of actual
men and manners; but this neglect of the social observation in the
plays does not imply that the way they handle social materials {s
unimportant, Comedy is not, obviously encugh, the sarme thing as
nitual; if it were, it would not perform its function. To express the
underlying rhythm his comedy had in common with holiday, Shake-
speare did not simply stage mummings; he found in the social life
of his time the stuff for kind of history.” We

can see in the
Saint George Plays how cryptic and arbitrary momﬂm\\mmw?m& from rit-

ual becomes when it is merely a fossil remnant.Vin a self-conscious
culture, the heritage of cult is kept alive by att which makes it

~the -
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i i ist gives the
relevant as a mode of perception and expression. ,H.Wo. wwﬂ“ﬁ = e
ritual pattern aesthetic actuality by &mno«ddﬁm nu.%wmmmHHMEm [ in the
t and incomplete gestures of daily life. He fulfills :
e i in th lete action which is the
gestures by making them moments in the comp
2

art form. The form gives life meaning.

. i i consciousness of
8 One can watch this process, carried out with a2 modern

istori implicati artistic form, in the Circe .ﬂu.;omm
B i o ﬁwwmmmo%mw“ﬁww\-% HMM»B#MM_ mmmoﬁmpwhmmmh pattern, though a&uwﬂm “Mm HMO.
o qmu\m_,.a.muo%nmm shameful by everyday standards that Enmmﬂnaﬂr nobm_uﬁﬁma
ot wacmo He casts Bloom as a clown and &Emsmmw ] mwnﬁ crrant
mwomw cHH W m,n mﬂ. his responses during the past day by bhaving ME i
sories of o at roles. Exemplars of the pattern ﬁmw.oﬁ. from con nEMHF Ty e
e mnmvmnmmo ith quurnﬁ%ﬁmm as diverse as the rﬂ.bﬁum n“.m the wr o
are mw‘bmnnﬁun EM the sacrifice of the Messizh. See In ﬁmaﬂnﬂwﬁ m.wm_wmmmaa e
Mwwwﬂawﬂwmwﬂw Mmuumuﬁ edition), where Joyce mnnﬂﬂmyﬁ NMU mMMM”MMWn% mﬂwm&. o

i i i equiva N ;

nnmmwwwwwmﬁfm %MMMMMJMFWWMWD HM% nwm_w.mn&ﬂmh egotism followed by anxiety and
re

counterwishes for punishment.



