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SUMMAR;:

Chapter I : The Comedy of Errors

This Chapter starts with the hypothesis that
mistaken identity initiates all the confusion in
the play, which in twrn leads to a re~appraisal
of the nature of identity. The recurring image
of 'a drop of water' falling into the ocean
suggesting an analogy to the losing or modifica-
tion of self in welationships is then discussed,
Mistaken identity leads to an assessment of an
individual's vesponse in the relationship of love,
and the views of Adriana, Antipholus of Syracuse'
and Luciana are discussed. The chapter goes on
to deal with other consequences of the growing
confusion, namely physical violence, and the
£, . 1. " disorder manifested in the breakdown
of a marriage, and spreading outwards to encompass
the wider commnity. Explanation for the bewilder-
ing events is sought in supernatural forces.
Finally, the chapter reiterates the central
concern with identity in the play where errors
have made the main characters unsure of their

own natures.

Chapter II : Twelfth Night

This chapter begins with a discussion of
the device of disguising a woman as a boy, which

features so largely in the main character, Viola.
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There 1s a comparison between As You Like It and
Twelfth Night, which seeks to define the atmosphere
of the latter as more disturbing and altogether
darker. The significance of the title as related

to the deceptions in the play 18 discussed.

Oxsino and Olivia are seen to be under delusions
about themselves. So is Malvollo, the difference
being that he 1s punished for his error. The role
of Feste in exposing the truth about these
characters is important, and Viola's disgulse

also exposes the ironies of self-delusion. However,
such is the natuxe of the play, that these characters
also f£all victim to the pervasive swbigulty of events
and actions. The comic element of ti e play per-
sonified in Feste and Sir Toby is shown to be
ambivalent as well. All the confusion initlated

by mistaken identity leads to frequent accusations

of 'madness' between the characters. As in The Comedy
of Exrrors, characters tend to blame outside forces
for the bewllderment occasioned by disguise. 1In
conclusion, the chapter sums up the essence of

the play as a more disturbing working out of the

arbitrariness and disorder first manifested in

The Comedy of Errors.

Chapter TIX : A Midsummer'Night's Dream

The introduction to thils chapter establishes
the fact that this play is concerned with disguise
as it illuminates Shakespeare's investigation of
his own craft., Dramatic analogies are constantly
implied and attendant questions about the nature
of dramatic illusion arise, 1ssues which come to

a head in The Tempest.
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The experience of the lovers in the dream world

of moonlit woods is discussed, siressing the

inherent analogy of that to a dramatic situation.
Then the nature of the Fairies is discussed,

their powers of manipulation suggestlog the powers

of a dramatic artist, and their transient world
reflecting the theatrical world of comlc fantasy.

The distinctive approach of the Mechanicals to their
play raises the question again of theatrical illusion
in Shakespeare’s own play. The performance of
'pyramus and Thisbe' by actors refusing to accept

the conventions of dramatic disguise also introduces
speculation about the structure of comedy, the
potential forg chaos within it which is .~ __ avcided
in a harmonious resolution. The dramatic implica~
tions of Bottom confronting Titania are then discussed,
again with special attention to the analogy of the
effect of artistic illusion in Bottom's 'rare vision.!
Theseus' speech dismissing the lovers' experience

in the wood, and queéﬁioning’the value of imagination,
is discussed; in the light of what Shakespeare has
established in favour oﬁ:géhex of the dramatic
imagination, Theseus' assumptions are repudiated,

Chapter IV : Henry V

Pisguise in this play has political manifesta~
tions. Critics' arguments for accepting an
unambiguous portrayal of Henry V are éuesuioned.
Henry 18 shown to be surrounded by prelates who
are shrewd opportunists, and to posses a character
closely akin to the cold, calculating Hal of the

Henry IV plays,
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What 1s veally a war of aggression is made out
to be a glor.oue, noble enterprise by the King's
skilful rhetorié. Henyy attempts to bulld up a-
public persona through words, the equivocal nature
of which point‘to the truth beneath the f£acade.
The comic element of Pistol and company expose the
ironies of Henry's actions and words, in comic
scenes deliberately juxeapbsed with ‘serious’
war-mongering. The mere mention of Falstaff's
death makes his presence loom large over proceedings,
to shed a speclally critical light on the glib
political catch phrases, The comic element
contained in &luellen and Macmorris is discussed
with reference to thelr exposure of the sordid-
ness of war, The culmination of the ambiguity
surrounding his chavacter comes when Henxy confronts
his common soldiers in disgulse, and feels his
public persona is unconvincing to them.  Ag1ncourc
i8 porxirayed as a cruel, futile contest; and the
waste of war is strongly emphasised in Burgundy's
speech, Henry's courtship of Katherine (- “> iavclues
hire.. ﬁ\ QZ}EQGEpuion of a public persona in order to win
what is, in effect, one of the spolls of war.

Chapter V ¢ Measure for Measure

The introduction discusses the term 'problem’
play, and discusses the Duke's disguise with
reference to his identity, and to the dramatic

analogy suggested by his manipulative powers.
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Angelo's dissembling is investigated,as it bears on
the pervasive atmosphere of ambivalence within the
play. The significance of Vincentio using a Friar's
habilt for his disgulse is examined. Crities who
claim that the play is an allegory of the workings of
pivine Providemce are discussed. The character of
the Duke as it manifests itself in his actions and
attitudes emerges as fallible, very human, and
steeped in ambigulty. The inadeduacy of the

ending suggests the analogy of the Duke as a

falled dramatist; a comparison between Vincentio
and Prospero 1s made. The insoluble problem

of the justice dilemma in Vienna is discussed,

with particular reference to the Duke's response

to it,

Chapter VI : King Lear

The introduction makes the point that the
structure of this tragedy differs from the others
in the Shakespeare canon in that the hero achleves
a substantial measure of self~knowledge., Lear's
first action of abdication initlates the process
of his own suffering, in which he is forced to
come to terms with a world stripped of deception.
The importance of Kent and the Fool in Lear's
alienation is discussed, The uneven course of
his progress towards greater self~knowledge during
the storm, In confrontation with Poor Tom, and
Gloucester, is followed. Finally, Lear reaches
the helght of his development when he faces Cordella,



confesses his culpability, and after their arvest,
expresses a desire for a mystic withdrawal from
the world. Cordelia's death, however, brings

Lear to the depths of a despalr which has no.
1llusion of comfort, and he dies deprived of

all hope. The experience of Gloucester is then
discussed; it is an experience with some parallels
to Lear's situation, but less intense and despairing.
Edgar's disgulse as it affects the major theme of
perception in the play is examined. In conclusion,
the overall impact of the play is summed up.

Chapter VIIZ : The Tempest

This is a play very much concerned with
queétions about dramatic effect and the powers
of art, as the introduction points out. The
character of Prospero is found to be ambiguous
and f£allible under the guise which he projects
of all powerful and all knowing maglelan. The
dramatic malogy of Prospero's manipulation of
characters and use of theatrical effects through
Ariel 18 discussed. Also, his own attitude to
his powers, and his bitterness at having his
plans thwarted are examined. Caliban is the
focus for Prospera's hatred; his chavacter also
reveals hidde: depthe, despite Prospero's
unqualified condemmation, Such ambivalence in
the main characters is reflected in the ambiguity
of the play's setting, and the perspectives of the
characters caught up in the confusion of the island.



Wity

The ending of the play is seen to deny Gonzalo's
optimistic formulations. Prospero's Art, which
culminates in the triumph of the maséue at the
marriage feast, 1s thwarted by Caliban, and
Prospero ends the play in a mood of di.silluaibnment,
The implications of this on the question of dramatic
effect in the play overall are discussed,



ASPECTS OF THE DISGUISE THEME TN SOME SHAKTSPEAREAN PLAYS

INTRODUCTION

The term ‘disguise' as applied to Shakespeare’s plays has a very
wide application, It is most obviously connected to one of Shakespeare's
most insistent themes, thal of deceiving appearances, With the
dissimulating figure of the Vice, the possibilities of disguising a
character to suggest deceit, first seem to have entered Inglish drama in
the morality and mirvacle plays. The implications of such disguise went
even further, to suggest analogies with the acltors who took part in
performances of the plays. Anne Righter explains that it was with
the brllliant, unscrupulous figure of the Vice that the age-old connection
of actor with deceiver seems first to have entered Fnglish drama. Even
before he had acquired a capital letter and command over all the other
evll forces in the play, Vice possessed a quality which associated him
naturally with the actow, Both, as the Puritans pointed out, were
essentially hypocrites, As counterfeits, deep dissimulators, they per-
suaded honest men of things that were not so, and to aid them in their
tagk, assumed names and costumes not their own, The association of
Vice with the actor originates withyg Prudentm s; in his _Psychomachia ,
he provides two examples of vices who, vealising they cannot prevail by
force, attempt to achieve thelir ends by decking out an illusion as
reality, when Avarice transforms herself into Thrift, and Discord into
Concord. In the sixteenth century, the dramatists took up the histrionic
zspect of Pgychomachis , @3 the disguise theme became immensely
popular.1

This association of Vice with a man who deliberately assumes a role
in oxder to destroy can be seen in figures like Richard III, Iago and
Edmnd. However, '~ . - . 7 the theatrical device of disguise

1 ‘Bhakesgpeare and the Idea of the Play', ch, I1I, pp. 68-69,

(London, 1962).




had a much wider use in Shakespeare than that of evil dissembler,
Disguise wes, in fact, an inherent part of tke structure of Renalssance
comedy, including Shakespeare's, Northrop Frye explains that at the
core of mosi Renaissance comedy is the formula transmitied by the New
Comedy pattern of Plautus and Terence. The comic structure "normally
begins with an anticomié society, a social organisation blocking and
opposed to the comic drive, which the action of the comedy evades ox
OVETCOMES o0 The gecond period of confusion and sexual licence is
a phase that we may call the phase of temporarily lost identiﬁy."1

It is this second phase thalt is uswvwally portrayed by the stock device
of impenetrable disguise, Northrop Trye continues to say that consist-
ently with the main theme of comedy, the losa of identity ig-often a 168s
of gexual identity, with the heroine being disguised as a boy. There
are, of course, other manifestations of the theme, most commonly that of

Thc.—
identical twins, as in __ Comedy of Errors. The third and final phase of

hen.aié?nce comic structure is that of the discovery of the identity, which
takes place after the disguises have been dropped; the most common form
of identity is the form achieved by marriage, in which two souls become
ones

" oaeee it i® usually the activity of the heroine, or, in some cases,
her passivity, that brings about the birth of the new society and the
reconciliation of the older one with it, This activity takes the form of
a disappearance and returu, The sexual disguise is the simplest form of
'this."2

This uge of disguise is not confined to the comedies. B.C. Pettet,

discussing Slduney's Arcadia , makes the point that an important conveantion

of romentic stoxry-telling was that of disguises, mistaken identities and

lack of recognition. So the convention of miraculous disguises was in

1 A Natural Perspective: the Development of Shakespearean Comedy and
Levnd
_Romauce , ch. III, pp.72-76. (~ u‘é'aﬁ 1965),

2 ibid.  pp.76-83%,



keeping with the spirit of the romantic story, and disguise appears
frequently in Shakespeare's last plays, the romances.1 The connection
of disguise with identity occurs again and again from the eaxrly comedies
%o the last plays. Characters under the delusion of dilsguise take on
an unfamilliar vole that often confuses them. -~ . as well as their
societys they are launched into a process whereby unexpected responses
from people around them lead +to a questioning of the nature of self,
Thus, Antipholus of Syracuse voices doubts about his true self, "se. if

that I am I' (I1I. ii, 41, The Comedy of Errors); Sebastian distrusts his

senges and his reagont
.ee L am ready to distrust mine eyes
And wrangle with my veason that persuades me
To any other trust but that I am mad;

(Twelfth Nieht, IV. iii. 13-16)

Hexmia doubts her very oxistence and that of her lover! *Am not I
Hermia® Arve not you Lysander?'

(A Widsummer Night's Dream, ITI. ii. 273)

Henrey V starts to ask questions shout the nature of kingship; Duke

Vincenkio in disguise (Yeasure for Meagure), learns some strange facts

about himself from Lueio.

Disguise is the catalyst that, through deceptive appearances and
illusion, through the creation of an ambiguous atmosphere, throws the
disguised character and his society into confusion, The loss of idw=ntity
is resolved in comedy by an ending which restores identity and reconciles
characters to each other, The process of knowing onerelf is explored
in the greatest detail and taken to a climax of exposition only in
tragedy, and most specifically in King Lear: -thewe the agonising search
for the easence of a self gtripped of distorting guises and deluwsions
about the world, is crystallised in the suffering which Lear undergoes,

His tortured question: ‘Who is it that can tell me who I am? (I, iv. 2%6),

1 _Shakespeare and the Romance Tradition , Chs. 1 and 4, pp. 28 and 83,

(Lu:u\m\ . l‘?lk‘i_)



is the tragic equivalent of that bewildered uncertainty srticulated by
characters confronted with deception in the other plays. It is a paradox
that only through the distorted perception engendered by disguise does a
new perspective arise within characters affected by it. Often disguise
leads to a situation sc chaotlc that it erupts in violence, as in The

Comedy of Brrors, Twelfih Nieht, and A Midsummer Night's Dream, but it

e

also leads out of that to a reappralsal of individusl identity, and of
the interaction beltwsen the individusl and his community.

A1l the plays discussed in the thesis contain, in varying forms of
complexity, this use of disguise associated with identity. The plays
range through early comedy 1o mature comedy, history, ‘problem! play,
tragedy, to a ladt play; examining such & broad spectrum of the canon,
enables one to follow through the way in which Shakespeare developed the
common theatrical device of disguise, Disguise, in fact, becomes much
more than a theatrical device in the Shakespeare canon; its assocliations
of transformation, metamorphosls, deceiving appearance, have a profound
effect both vpon the character in the disguise, and upon his community;
it draws attention to the arbitrariness of percepition, creates an un-
familior environment, and ultimately affects the perspective of everyone
concerned, Disguise is the device through which Shakespeare could draw
attention to issues like the difficulty of distinguishing between
appearance and vealilty, and the search for the true nature of a man's
self; they are issues which recur in every plsy and which were to

Shakespeare enduring probhlems. The Comedy of Errors sets out the

characteristic pattern of ihe consequences of disguises mistaken
identity between two sets of identical twins lewmds to ¢haos in their
community, and bewilderment about the validity of individusl perception,

Twelfth Night ;éﬁsbaaically the same form of disguise, with the

complication that one of the identical twins is a woman, and it crsates
a more complex atmosphere with more profound results than the early

comedy., Henry V presents the same problems of identity and deception



with a slightly different emphasis; the King assumes a public persona
that Shakespeare subtly undercuta by varlous ironies made evident by the
comic element, and through the ambivalence of Henry's own words and
actions. King lLear crystallises all the problems of deceptive appearance
and search for a true 1dsntlty encountered in the other plays in the
definitive suffering which Lear wndergoes,

A1l the plays have this element of disguise connected to identity and

- . « mEa . -

deception within them, I - Cooma e -

[ — e = e -

- - )

. However, in_ A Midsummer Night's Dream, Measure for Measure, and

The Tempest, snother important aspect of the disguise theme is predominant,
and that is what can be called the disgunising aspect of art. Anne
Fighter pointed out the connection between the character of Vice and the
actor; both were counterfeits, dissimulstors persuading men of things

that were not so by assuming names and costuwes not their own, There is
also a atrong sense in Shakespesre that the artist presents a counterfeit
of reslity that he is s dissimulator presenting an audience with things
that are not 2o by means of men disguised as actors, and the illuvsions
which his imegination creates, Amme Righter's book, shakespeare and

the Idee of the Play , 1s an examination of the frequency with which the

play metaphor occurs in his work; Shekespesre was always probing the
nature of his own art, and ‘the andlience is conscious of watching an
illusion which has no pretensions to e a divect reflection of life

itself, Critics, like B.E. 8toll ( Art and Artifice in Shakespeare ),

w0 Pettet { shakespeare and the Romance Tradition ), ¥orthrop Frye

( A Natursl Perspective ), agree that Shakespesre used improbable

gituations, and did not bother over much about psychological truth in
the portrayal of his chavacters. VWhal Shakespeare does is to 'draw us
away from the analogy to familiasr experience into a strange butb

consistent and self-contained dramatic world.'1

1 Northrop Frye, A Natural Perspective: +the Development of Shakespesarean

Comedy and Romance , c¢h. 1, pe19.  {London, 1965),
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Adiscuasing Qthello, =ays Shekespeare o convincingly creates and sustains

the dramatic illusion, that psychological consistency and realism do not
matter,? He further observes that to Shakespeare, the dramatic and
poetic structure is more important than the characters, and emotional
illusion is more important than verisirtilitude. Shakespearean drama
'is not weality, or even perfect consistency, but an i1llusion, and, above
all, an illusion whersby the spirit of man shall be mmred.,*f*2

Shakespeaxe draws attention to “he nature of the illusion which he

creates particularly in A Midsummer Nipht's Dream, leassure for lMeasure

and The Tempest. In these plays, the Fairies, Duke Vincentio, and
Proapero, are analogous to the dramatic srtist with his superior manipul-
ative power over chavacters; the activities in which they engage are, like
the artist's activities, suffused with the use of delusions, decepliions
and disguises, by which they lead their charscters into a world of confused
perception. Disguise is as important a theatrical device to the artists
within the play, as it is to the creator of the plays. Indeed, the play
metaphor can be seen as the overall disguising of reality, which is
conceived by the artist®s imagination as an illusion with a sustained

life of ite owvn that informs the real world of the audience but does

not directly reflect it. The possibvilities of art for widening the
perspectives and increasing the undsrstanding, are explored through the
activities of the Fairies, Vincentio and Prospero; so are its limitationsy
limitations which Vincentio refuses to acknowledge, and which leave
Proaspero disillusioned and weary,

By concentrating in these plays on one of Shakespesrels commonest
theatrical devices, disguise, it is hoped that the importance of its
application to what were for Shekespeare continuing problems, will be
recognised. It is also hoped that by focusing on the plays through this
particular viewpolnl, a new emphssis and even a new insight might be added
to their interpretation,

1 E,Be Stoll, ’Art end Artifice in Shakespeare , ch. II. p.55. (London,
1933).

2 ibid. pp. 3 and 168,




CHAPTER ONE: THE COMEDY OF ERRORS

Disguise in the form of mistaken identity Initiates
all the entanglements manifested In “The Comedy of Erroxs .

Harold Brooks states the issues involved most clearly:

The twins appear the same, but in reality are
different; those who meet them ave led by appearance
into illusion. Repeatedly one of the persons assumes
that he. shared an experience with another, when in
reality he shaved it with a different ome. 1In mnset;uenee '
the persons cease to be able to follow each other's
assumptions, and become lsgolated in more ox less private
worlds. Mistakes of identity all but destroy relation~
ship, and loss of relationship calls true identity yet
moxe in éuestaien: « v s o sAdNESS OY damqniac: possession
would be the eclipse of the true f”\i, and sorcery might
overwhelm it, The alien Antipholus and Dromios fear
Circean metamorphosis; Egeon, that % has been deformed
out of recognition by time. Yet the bazard of metamorphosis
and of the loss of present identity is also the way to
fresh or restored relationship. Antipholus the bachelor
desives that Luciana will transform him and create him
new, and Adriana‘s belief that in marrviage the former
identitles coalesce and emerge igenﬁiﬁied with each other,
is true if rightly interpreted.”

Within the ﬁam:l;él situations of this early comedy,
Shakespeare is probing the layers that mask reality,
The Comedy of Errors displays the most important features
of that 'disguise of identity' discussed in the Introduction.

H.F. Brooks, 'Themes and Structure in The Comedy of Errors'
in ‘Harly Shakespeare. - (Stratford-upon-Avon Studies 3,
edited J.R. Brown and Bernard Harrvis, 1961) p.66.




2,

Starting from the basls of mistaken appearances, the
play leads into the confused perceptions referred to
by Harold Brovks, attended by an atmosphere of supers
natural metamoxphosis and mounting violence; the
characters emerge from this bewllderment f£inally into
a state of restored velationships and reconciliation.
‘It is significant in terms of the subject of this
thesis that as early as his first comedy, Shakespeare's
imagination was iﬁxgpﬁ.ﬁe& by a story involving the theme
of false~seeming. R.A. Foskes, in his eritical
introduction to the Arden edition of The Comedy of
Erzors explains that Shakespeare alteved the sources
for the comedy, W and Amphitruo, by intro-
ducing dn element of romantic love in Adriana's
Jealousy and Antipholus of syszéause*s passion for
Luclana, and aaﬂ:&ﬁg the pathos of Egeon's situation.
He also; |

‘MEnlarged and complicated the element of farce
by giving the twin mastexs twin servants, so multis
plying the pogsibilities of comic confusion..,.His
modifications of the sources are used to develop a
serious concern for the personal identity of each of
the main characters, and for the relationship between
them; and the jesting of the Dromios, and the “errors"
or mistakes of the complicated gsateim cmt::muaixy
gupport this main development."

1 See also Honor Matthews, Chawacter and Symbol in
Shakespeare's Plays, pm:t 11, Ch, IV, ‘mxst:iﬁie, Meray
and FalsesSeeming.' (New York, 1961) p.124,

New

2 A Arden Editlon, The Co dy of Errors, edited by R.A.
Foakes (London 1968), pp, XIii « XTiii,
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There is every indication, then, that Shakespeare
was using farce, with its leaning towards the = __?l_)w,”"\.;,
to explove serious issues; by modifying his sources, he
could give expression to these issues In the most
effective way, The C y of Errors is in no sense
mevely a i:tghﬁ, frothy diasplay of ﬁmhniciue, an excuse
to use mistaken identity as a complicating factor in
the display of farce. The aspects of the disgulse |
the e evident in the play point forward to an even

more complex probe into deceptive appearances and
confused identity manifested in a later comedy like

The first appearance of Antipholus of Syracuse
in the play raises the concern with identity. 'I will
go lose myself' (X.11.30), Antipholus tells the merchant,
inadvertently referrving to the experience he will
undergo where his idemtity 1ls concerned, His 301110@3:
dwells upon what he feaia is a loss of individuality:
o ¥, to find a mother and a brother,
In quest of them, unhappy, lose Waeii, '
(T.11.39-40)

Antipholus is uneasy at the prospect of suffering a
dissolution of his own essential nature in the search
for part of hisg family:

1 to the world am like a drop of water

That in the ocean seeks amt‘hgx drop,

Who, falling thewe to find ¢ - fellow forth,

(Unseen, inquisitive) confounds himself,

(1.11.35~38)
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This image of 'a drop of water/That in the ocean seeks
another drop' recur s in the play; it suggests heve an
analogy to the individual identity struggling to keep
itself intact when finding itself in a commmity
threatening to engulf it, The progression from
fgeeking’ to 'finding' through *confounding' is a
ae&uence borne out by the direction of the play.
Antipholus will seek and find new familiar relation-
ships, but in the process he will also lose himself
in bewildered reaction to the strange behaviour of
the ¢itizens of Ephesus, and ip his love for Luciana,
The 'confounding! will involve the disorientation

of his own sense of self, caused by an apparent
inability in those around him to xecognise this
self-image, Antipholus of Syracuse's uncextainty
will eventually become so extreme, that he will resort
to blaming what befalls him dn supernatural, malevolent
forces.

The image of the drop of water as an analogy to
losing oneself vecurs in Adriana's speech describing
the modification of an individual in the relationghip
of marriage, In a play where mistaken identity is
continually foreing a reassessment of relationships,
the image ls particularly apposite:

How comes it now, my husband, 0, how comes it,
That thou art then estranged from thyself? -
Thyself I call it, being strange to me,
That undividable, incorporate, ,

Am better than thy dear self's better part,
Ah, do not tear away thyself from me;

Poxr know, my love, as easy mayst thou fall
A drop of water in the breaking guiﬁ,

And take: unmingled thence that drop again
Without addition or diminishing,

As taker. fxom me thyaelf, and not me too.

(11.11.119-129)
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Adriana assumes that the love relationship consists
of a total integration of the lovers'! identities, hence
the talks about being ‘undividable, incorporate,! and
compares the expevience of loving to the drop of water
falling into an ocean, which, by its wvery action,
cannot retain the same shape as it had before its
immersion. In the same way, lovers become so thor-
oughly unified that they ho longer vetain their
formey separvate entities: *‘we two be one' (141).
Whereas Antipholus is uneasy at the prospect of his
gense of identity becoming blurred, Adriana sees a
modification of the identity being essential in the
relationship of marriage. R.A, Foakes in the Arden
edition of the play, comments on her attitudes

", .oe.Adriana da.&é not tealize that her claim
upon her husband is too possessive....

Adriana seems to desire to absorb her supposed
busband’s identity into her own, a desire which is
shown £inally to be jealoué and pnésessive, and earns
the rebuke of the Abbess at V.i 1.687":%, o There is, one
feels, more to it than that; theovetically, Adriana's
concepts are borne out by the action of the pl#y. The
main characters in the play are all in a way like drops
of water, falling into 'the breaking gulf' of a community
that reacts unfamiliarly to them, and rve-emerging with
new experiences that have affected, or changed, their
Fewrme UNER  ug for Adviana's jealousy, her
husband's behaviour to the courtessn with whom he appears
to be on familiar terms (LIT.i,109+114), provides evidence
for anxiety on the part of a wife. a

1, op. clt., pp.33,34.
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And although Adviana acknowledges the justice of the
Abbess' roproof of her jealousy, she is completely
Justified in axguing for her wifely wight to cave  for
her husband in face of the older woman's churlish
vefusals (V.1.92-117).

 Shakespeare's transfevence of the setting of

the Comed £ Errors from Epidamnum, scene of Memechi_.,,
to Wmm, deliberately relates to St, Paul's Eplstle
to the Ephesians dealing with the relations of husband
and wife, R.A, Foakes would not agree that Adriana
exemplifies the éuaiit:ies reﬁui.r«ed of the ideal Christian
wife by St. Paul in strictures such as:

‘idves, submig youx selves wato your husbands,

as unto the Lord.'

"For the Busband is the wives' head, even as Christ
is the head of the Church, and the same ‘s the saviour
of his bodie,"

"therefore as the church is in subjection to (is
subject unto) Christ, avera .Tm let the wives be to their
husbands in everie thing."  However, there are further
recommendations by St. Paul that Adriana's concepts of
marriage scem to reaffirmy

YSo ought meén to love their wives, as thelr own
bodies; he that loveth his wife, loveth him self."

3

? o esaslet everie one love his wife even as him self...."

L libidc,p‘mma
X Ephe’amné, ch.V, verses 22«24, The Comedy of Errors quoted
from Avden edition, p.ll4.

d  1ibid, verses 28,33,
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The point is that Adriana's concept of marriage does not
stress her possessive tendency, but emphasises the
central theme about welationships in the play, namely,
that individual identities become modified in some.way
by involvement with another pe:séon. What may Seem an
image of clinging possessiveness used by Adrianas

Cowe, T will fasten on this sleeve of thine;

Thou art an elm, my husband, I a vine.

| (11.41.173+4)
must be seen in the light of how she shortly aftex-
wards describes the forces separating hugbemd and wife:
idle '
Hoo 2T for yant of praning, with Intruston,
Infect thy sap, and live on thy confusion.”
(177-179)

The vine may cling, but it 1ls not parasitic or life~
choking, it does not ‘infect the sap' and thwart growth:
it modifiles the guise of the tree around which 1t clings,
as love modifies the identity of each individual in the
relationship. The point of the imagery is not Adriana‘s
clinging poosessiveness, but an emphasis on the
intimacy which should exist between man and wife,
Antipholus of Syracuse sees his love for Luclana in
the same terms; hew calls her ‘*mine own self's better
part! (II1.111.61), This is almost exactly an echo
of Adriana's affirmation to the Antipholus she believes
is her husband that she is 'better than thy dear self's
better part' (1I.141.123). Antipholus of Syracuse's
statement of total u‘ﬂ.t;egiration with Luclana, *I am thee’
(111.11.66), 1s similarly a relteration of Adriana's
insistence that husband and wife must be *undividable,
incorporate’ (I1.11.122),
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There is of course the complication in Antipholus'
reaction that he feels bewildered and even threatened
by Luciana's allure, but his basic expression of love
reinforces that held by Adriana.

To add to this exploration of rvelationship between
man and woman which all the 'errors' in the play give
vise to, there is Luciana's reaction. This is very
different from the basic idea shaved by Adriana and
Antipholus of Syracuse. Luclana avpgues for the total
subjection of the woman by her hushand; she is Ratharina
arguing with evangelical fervour after her taming in
assertions such as 'he is the bridle of your will'
(11.1.13) and *let your will attend on thelr accords!'
(25). This may be in accord with St, Paul's strictures
to wives to be 'in subjection' to their husbands, but
it is a point of view vigorously opposed by Adwiana:

There's none but asses will be bridled so,
(11.1.14)

One sus,.ects that Shakesgpeave was as much against this
subjugation, this forceful changlng of the woman's
intrinsic self to suit her husband, as Adriana's
objection suggests. The image he gives ko Adriana
to describe marwiage, of the "drop of water' inter~
mingling in the sea of velationship, is much more satige
fiying than Luciana's havsh terms, Indeed, Luclana's
attitude is further illuminated by her later wvebuke of
Antipholus of Syracuse, when she extols the advantages
of dissimulation:’ T y T o

- e T L4

» Tra

L e e —3
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'easslf you like elsewhere, do it by stealth,

MuEfle your £alse love with some show of bllindness....
Look sweet, 5{'@3& fair, become disloyalty;

Apparek vice like virtue's harbinger,’

Here is the beginning of what will become one of
Shakespeare’s most important concerns, namely, the
theme of deliberately deceptive appearance assumed as
a pléuéibié exterior t_‘:lmé disguises the corrupt motives
beneath it

"Bear a falr presence, though your heart be tainted;

Teach sin the carviasge of a holy saint,
Be secret false; what need she be acquainted?’
(11T.41,13-15)
whereas Adriana — = the image of fastening upon her
husband's sleeve, believing that to be a way of
grasping hia substance, Luclana argues that the hushand
only has to make a show of belonging to his wife;

Though others have the arm, show us the sleeve;

We in your motion turn, and you may move ue,
(111.11,23424)

 Adriana’s lmage of the clinging vine, analogous
to the love xelat:imahip, at least contains an element
of impestus, of mt;iviﬁy, within it} she may nag and
cling, but she does something to keep the substance
remaining within a relationship. wiana,‘ on the
other hand, will be content with a position as malleable
inferior, Adriana's 'drop in the ocean' image admits
a more honest and healthy relationship than an gssump=
tion that the man will be 'bridle of the will! and
permitted to dissemble.
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The impetus of the play works towards characters
‘losing' themselves and vewemerging with new awaree
ness, and Adriana's image of marriage is in harmony
with this, for it involves integration and new
perspectives. This gives to the woman a moxe
vewarding role than that of paseive subordination
and makes of a relationship move than an exercise

R

b et .

in digsembling and suppression of the woman's ¢

An assessment of the relationship of love is one
c:anaeciueme of mistaken ldemtity; i%.  causes Adriana
to articulate hexr views on marrisge to a seemingly
yncaring husband; Luclana is given the impetus to
alxr her views when besieged by a man whot: she supposes
is her brother-in«law; and Antipholus of Syracuse comes into
contact with a woman who initiates the process which
governs his progress through the play, 'losing himself’
being 'confounded® and £inally 'finding' himself in a
new relationship. Anothey uenméuence of mistaken
_ identity is the mounting physical 'v;tamma in the
play, and the attendant disorderwhich accompanies it.
The violence is a direct vesult of confusion causing
isolation of identities: in the oxdinary course of
events, the individual feels reflected back from the
commmity a recognigable image of himself that
treassures him about the validity of that self-image,
In the play, however, characters £ind that their self
images are distorted because the commnity does not
recognise them;. such lack of reassurance about who
one is leads to confusion, %E:r%ff, and a sense of
frustration that can only be released in violence,
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This pattern of isolation, growing frustration,
énd sxﬂ:éequam: violence, recurs throughout the play,
It begine in ﬁhe firat encounter between Dromio of
Ephesus and Antipholus of Syracuse (I.1i.41+94);
the Dromio comes to summon his master to dinner,
the ma#‘t:er demands the money he left in the servant's
aafe-»kee;::l.ug, and growing irvitation wesults in a
beating for Dromio. This obviously initlates the
complicationa when Dromio of Syracuse enters
Antipholus of Sywracuse's presence and is confronted
with a weport of his previous inexplicable behaviour,
Antipholus threatens his servant in a way that
Indicates a very sure sense of the impovtance of
his own identity;

When the sun shines let foolish ts make sport,
ﬂ%&ygges?ﬁ jgzgnﬁgﬁ when he h:& les h:l.skbeams,
And fashion your demaamw to my looks. "

Or 1 will beat this method in yaux sconce.

(13.11,26+34)

Antipholus assumes that the moods of his ego must
be the supreme criterion for reguiatxing the behaviour
of his Dromio: 'fashion your demeanour to my looks.®
Hin subsequent conversation stresses the orderliness
of a familiar, regulated universe: 'learn to jest in
good time; there's a time for all things' (1.63),

It is still eavly in the development of the play, and
Antipholus can still take for granted a predictable,
logical framework of events that must conflirm his own
senge of what is fitting. His Dromio, on the other
hand, already plunged into confusion, victin of
seemingly bizarre attacks, talks about being:
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« s sbeaten out of season,
When in the why and the whevefore is neither
‘Rhyme nox reason,
(XX.1i1,47-8)
and makes the polnt by way of word quibbles that
*there is no time for all things' (99), He is caught
in the misunderstanding and 18 a vietim of Antipholus'
arbitrary reactions, Antipholus will undergo this
experience as welli the ego that demands exact reflecw
tion of 1tself here will be made so unsuve of itself
by the end of the play that it will fear it has been
the vietim of supernatural plots.

The image of an ass conatantly applied to the
Dromlos is thematically linked to both the transg-
formation motif ané tha pervasive violence in the

play. ILuelana 50 = promic of Syracuse's fears
of having been metamorphosed:

“LE thou art chang'd to aught, 'tis to an ass,'

(1% .41..199)
The image 1s weiterated by Antipholus of Ephesus to
his Dromios
"% think thou axt an ass.’’
(1I1.1.14)

Such a label of transformation is appropriate to both
pPromios; they are ﬁubjeat to the wills of their mastevs,
victimiged, and beaten like the traditional beast of
burden, as 18 evident when Dromlos of Ephesus affizus
his master's wonds:

‘Marry, 80 iz doth appear ,

By the wrongs I suffer and the blows I beax. '

(11X.1.14=16)
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Caught between Adriana's blows and Antipholus of
Syracuse's anger, Dromio of Ephesus extends the
image of suffering like a bedt of burden into a
suggestion of martyrdom:

_Adriana: ‘Back slave, or I will break thy pate across.
Dromio of Ephesusy And he will bless that cross
Betmesn you T shatl
head.’
| (1X.1.78-80)
The quibble on words that have xeuginw“ assoclations,
'bless', 'cross', 'holy', indicates the extent to
which both Dromios are scapegoats for the frustration
of the Antipholus brotheys. Dromio of Ephesus pgoes
on to liken himself to ‘a football,' (83) roughly
treated by all parties, Such images of transforma-
tion and victinmisation are a direct aanseeiuenae of
the iscolation of identities and aubaeciuen& vislence
directed flrst of all at the Dromlos, and then

spreading to othexrs in the community.

have a holy

As the violence gpreads, so does the disorder
and the breakdown in yelationships. In Act III,
Scene i, Antipholus of Ephesus is refused entry into
his own house, and debarred from the meal with his
wife. Harold Brooks makes the point that balked or
broken feasts are recurrent symbols in Shakespeare
of the breakdown of human fellowship. It is not
too early to see the beglonings of such symbolism in
this play, for the gossips' feast at the end marks
the vestorationof velationship.

Stratford-uponsavon Studies 3, p.68.
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Antipholus of Ephesus reacts in the stock way to the
gituation by threatening to break down the doox.

This misunderstanding and violence between man
and wife builde up to a climax that reaches its
peak In Act V. Antipholus of Ephesus instructs his
Dromio toy
ion y wiBe and heb sonfederatens "
(Iv.1.,15)
The gold chain originally ordered as a gift for his wife
has been transformed into a rvope with which to flog hey,
another indication of the extent to which the relationw
ship has been disrupted. Antipholus of Ephesus'
threats against Adriana begin to assume brutal
propoxrtions;: |
AndGrt confederatt vich a dambed peck
ggu%ﬁhahhgggh;ggﬁ aﬁ?.%ﬁﬁﬁ”?uﬁfmée false
That would behold in we this shameful aww;:es

(IV.1v.99+103)

Whereas Antipholus of Syracuse believes he is the
victim of evil spirits, Antipholus of Ephesus is
convinced that he is the victim of a plot devised

by a dissembling, hostile wife. The confrontation
between husband and wife in Act IV, Scene iv. whexe
both assume the other is lying, marks the total break~
dowm in meaningful commmication. It does seem
impossible to unvavel the chaos and break down the
igolation each character has fallen into; Adriana

has little alternative but to save hexself from blows
by ordering her husband to be bound.
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The violence and misunderstanding spread ouvtwards

to include merchants cheated of thely feea, Pinch

the doctor beaten and bound by Antipholus of Ephisus,
and the courtesan deprvived of her gift, The mnaeéuaneea
of mistaken identity emcompass the wider veamni.ty,
ép:eading confusion beymi& those divectly involved

in the situation, To Adriana's bewllderment, in fact,
Antipholus seems to be mad, and his behaviour has
affected '‘the ciltizens,' as she explains to the Duke
(V.1,242)3 it 18 a term that includes the whole town
of Ephesus in the atwosphere of confugion. And, in
fact, mlstaken identity has involved others, because
in the play, the individual relles very much on the
commmity £or a proper maﬁleeﬁim of himself. The
defiinition of the identities of both Antipholus!
bxothers and theisr Dromios depends on soveilal reaction,
The individual and the society are bound in a
reciprocal mlatiqnaﬁip; distorting the reflection

of the self, breaking the houndaries of that familiar
velationship, results in the individual veacting
againgt the commmity either by wviolence ox feax,
Mistaken identity then, initiates a process that will
inevitably affect 'the citizens' with whom the victims
of the errovs come into contact.

Besides the violence and disorder caused by
miataken identity, there is also a persistent belief
that uncanny supernatural forees ave dirvecting the
‘errors' in the play, The very i(’attingg at Ephesus
relates agailn to St, Paul's visit to that city
assoclated with magic and samerefml"

ors, Arden edition, p. xxix,
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G.R. Elliott has pointed euﬁ‘what he calls the *comic
hoxror! attendant on mistaken identity, the genuine
horror of mistaking one individual for another, because
society considers individuality so important. He also
details the strain of welrdness and bewi%ahment in the
play reflecting this fear and confusion, Northrop
Frye draws attention to the vepeated vefervences to
Jugeglers and wizavda, and the inasistence on madness,
which 'bring the feeling of the play closer to the
night world of Apuleius than to Pla tus.' And he talks
about the feap of the loss of identity being 'the
primitive horror of the doppeigansex‘whiéh 18 an element
in nearly all forms of insanity,'  Indeed, beneath
the comedy of what befalls Antipholus of Syracuse in
particular and the Dromlos, there 18 a real sense of
frightening isolation and total bewlilderment finding
expression in fears of the supernatural. By the end
of Act I, Scene ii, Antipholus of Syracuse has been
jolted into a state of uncertainty by the styrange
encountey with Dromic of Ephesus;

Ypon my life, by some device orx other

The villain is o'er~raught of all my money.

They aa{_chia tovm 18 full of cozenage,

Darkworkiag: Sorcercrs. that chanse. thy aind,

Soul-killing witches that defoym the body,

Disguigsed cheaters, prating mountebanks..,'

(X.11.94~105)

This sets the pattern for subsequent responses to
inexplicable events; the eye does seem to be deceived,
winds are jolted Eyxom familiar grooves of thought, bodies
are symbolically transformed into asses that bear the

elopment of Shakespearean
65) thII'I; P.77,
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brunt of violent outbursts, disguise and decepiiion
seem to permeate the whole confusing $e§uen¢a of
Tervors'. The Yerrvors' are not, of course, caused by
Jueglers, sorcerers, or witches, as Antipholus believes,
but are the divect result of mistaken ldentity. The
shock of having to encounter styange and bewlldering reactions
from a commmity that suddenly ceases to rvecognise them,
however, foxces Antipholue and his Promio to relegate
thely experiences to a realm thak i8 full of the
mystericus and inexplicable anyway. PFailure to
acknowledge an individual's identity throws that
individual into a state of insecurity that either gives
rigse to blind rage, as in .ﬁm;i.phélua of Ephesus, or
unreasoning fear, as in his brother,

- Antipholus of Syracuse's reaction to the identity
of husband suddenly folsted upon him by Adriana
(31,11), is to ask bewildered questions to which he

can find no a>iwer:

~ ‘What, was Y married to her in my dream?
Or sleep I now, and think I hear all this?
What errvor drives our eyes and ears amiss?’

(IT.41,18204)

He mistrusts M‘s senses, and mmé the situation on a
mistake that has a volition of its own, *drives our
eyes and eays amiss.' His confusion is further
indicated by his decision to wailt:

CUntil T Know this sure uncertainty,
(185)
which 18 a contradiction in terms, |
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His Dromio's fmmediate reaction is to blame the
puzzling events on splrits;

“Phis is the falry landj.eeees  (189),
Artipholus of Syracuse, falling in luve‘wiéh Luciana,
falls into this supernatural explanation as well;
he feels that she is a spirit, although he cannot
quﬂm make up his mind whether she is 1Jng him
to destruction, like a *siven' (IIL.11.47%52), or
whether she 18 a divine, goddess-like creature;

‘Teach me, deay creature, how to think and speak;

Lay open to my earthy gross concelt,
smother*d in ervors, £¢¢b1e 5ha119w weak,

The folded meaning of youy wnrds decelt,

(X1X,.11.33+36)
luciana is heye for Antipholus a gadaeaa wvapable of
vevealing supreme truths and leading him into a
new awareness of being; he assumes that her words
are shrouded in Yfolded meaning' which he only has
to penetrate to become aware of a divine message.
It is beczuse of his confusion that he projects
onto the woman he loves this illusiong

VAre you a god? Would you create me new?
' (le 11.39)

In ﬁaat‘ a&thuugh anniﬁhaius believes that he is
undexgoing 2. strange supernatural process, his
experience of love is not so very Jdifferent from

that described by Adriana, in the sense that both

. feel their.identity is changed in some way, Antinholus
attributes this modification of the psyche to a
supernatural couse only because, in his present state,
even love can only be explained in terms of mystery.
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The comlc counterpart of this rvesponse is of
course Dromlo of Syracuse being pursued by the kitchen
mald; he 1s convinced that she possesses powers of
transformation, the origin of which are evil:

‘3, amazed, ran from her as a witch,

And I think if my breast had not been made of
faith, and my heart of steel,
She had txaﬁ;ﬁggmﬁg gﬁrﬁaigtgggﬁzeifog. and
(I11,11.143-145)
Antipholus of Syracuse also reaches the point where
he simply rvelegates the misunderstanding about him to
malevolent fovces. There is a certain irony in the
fact that he recelves what would in other circumstances
be consideved all the good fortune; he 18 offered free
dinners, a gold chain, vespect from the cltizens of
Ephesus, suits of clothing; yet to Antipholus:
ﬁgﬁaighese are but fmaginexy wiles,
pland sorcerers inhabit here.
(iv.ii1.10~11)
When Dromio of Syracuse enters with a nonailywinaompre»
hensible account of events, Antipholus can only offer
up a prayer for deliverance:
Tha fellow is distract, and 80 am I,
And here we wander in illusions -
Some blessed power deliver us from hencel'
{Iv.i1i.40-43)
The Courtesan enters immedistely after this, claiming her
chain, and again Antipholus of Syracuse's veaction is to
see her as the personification of the worst of evil
spivits:

“Satan avoid, I charge thee tempt me not. -  (46)
He has developed from a state of believing that he is the
victim of more or less genial magic, as in his confrontation
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with Luciana, (YXI1,11.29-52), to a position where he
feels threatened by evil pm'}rez‘:m

The whole atmospheve of supernatural forces
moving events builds up to the climax in Act V.
Believing hey husband to be in the priory, Adriana
is told he has escaped and is seeking her; she can
only confusedly relegate thalsaéuénca of events to
mysterious phenomenas

“vveshe is borne about invisibles

Even now we hous'd him in the abbey here,

And now he's there, past thought of human reason. -

| (v.i%,187-189),

Gonfirmation that events are 'past thought of human
vna#ssn,* is given By ghe‘nuke*s amazed reaatién to
the two identical brothers both present before him
at the same time:

ses fWhiﬁh is the natural man,

And which the spirit?

(V.11.33324),

A similax assumption is reflected inuAnﬁibhalua of
Syracuse’s question to Egeony

“Egeon art thou not? or else his ghost?
{v.i1.337),

Only in this last scene, vhen pzeaenéed with the
physical facts that have caused all the misunderstanding,
are the ahar&aaerm finally rid of supernatural explana-
tions. Such explanations have indicated the state of
insecurity that isolated identities have undexgone;
inable to relate to each other, the individuals in the
play have clutched at the only explanation that fitted
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their confusion, that of being wmanipulated by forces
outside themselves,

while one acknowledges that Antipholus of
Syracuse and his Dromio have undergone a confusing
and potentially even terrifying experlence, it is
the presence of Egeon in the last Act that adds a
sombre note to proceedings, The old man's long
explantions of the loss of his wife and son and
his efforts to rediscover them in Act I, Scene i,
are delivered in a tone of measured, soleam dignity
that transmits a veal sense of suffering and despair.
And one must yemembey that Egeon's very life 1s at
gtake in Ephesus; neither of his song, for all thelr
confusion, are presented with that finality. Egeon's
presence at the demoument adds an extra dimension of
potential suffering. Antipholus of Ephesus does not
recognise his father, and Egean‘# lament ie that
ttime's deformed hand' (V.1.299), 'time's extremity!
(307), has brought about such startling physical
trangformation m' him that his son 1is no longer able
to identify him, This is transformation by means
harder to beay than the migtakes of similayity which
beset the brother, for it is caused by grief and
harsh circumatances and made poignant by Egeon's
atiempt to eﬁplain his stm*s' lack of wecognition:

nggupgmzi’: gg zgﬁzwledge me in misery.

(V.1,323=4),

Although time the deformer and destroyer has also restored
Egeon to his son and wife in the appropriate comic
resolution of the play, his presence has brought a
hint of real suffering to the proceedings.
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The essence of The Comedy of Errors is to be
found in the concern with identity which lies at the

basis of so much that is said by the main chavracters,
When Dromlio of Syracuse asks his master:

1 am transformed,..am I not? - (II,1iiv.195)
it 1s not only a reference to miktamorphosis, but
hints at an anxlety about the very nature of self,
which Antipholus reinforces:

T think thou art in mind, and so am I.  (196)
At the end of thls scene where Adriana and Luciana
have first encountered the wrong set of men, Antipholus
asks questions that reveal a complete splyitual,
gensual and mental disorientation:

Am T in earth, in heaven, or in hell?

Sleeping or waking, mad or well advis*d?

(11.11%.212~13)

And this disorientation leads him to feel insecure
about his very sense of self-hood:

Xnown Unto these, and to myself disgulsed.
(214)

The peculiaxr paranoia arises because Antipholus is
not getting veflected back from society the image
he expects, and is thus caught in a deep anxlety
concerning the validity of that self-image. The
self disgulsed becomes a major theme in sub‘seéuem:
plays, and the theme reaches 1ts profoundest expression
in Ring Lear. Lear has to work through the layers
of his disguised self in torment and suffering to
penetrate the reality of what he is.
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No one could suggest that the seeds of self-anxlety
in this early comedy were a preparation for the
tragedy that came much later in ShakésPeare‘s
development; neve:ﬁheless. the interest is evident
as early as this play. Antipholus of Syracuse,
speakihg to L&ciana, articulates doubté abbut his
true self:i.., "if that I am I," (II1.1i.41) and
Dromio, having Just escaped from the kitahén wench,
asks:

Am I Dromio? Am I your man? Am I myself?
(X11.11,73)
Beneath the obvious comlc level, lies the beginning
of what will develop into a major preoccupation for
Shakespeare, The search for the truth of self, for
the essence of identity, will culminate in Léar's
éueauian: |

VWbo 1s it that can tell me who I am?"
(T41v.236)

Even in an early comedy, the monseﬁuences of
mistaking identity are far*rea%}ng: relauionships‘are
re~agsessed, confusion mounts and explodes into '
violence, or manifests iteelf in fears of supernatural
manipulation. Chaos reigns in the void created by
characters lslanded off from each other, and spreads
to the community with which those characters are in
contact, The disvupidion: of order is resolved in the
comic ending of reconciliation and discovery of
familiax identitles and new rvelationships. This
comic ending does not, however, obscure the predominant
atmosphere of the play which, despite the farce and fun,
indicates an anxiety about the very nature of true

:l_dem;i.t:yu
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This is the concern most closely assoclated with
the disguise motify immediately an identity is
obscured, e¢ither deliberately or inadvertantly,
the question of its genuine vwalidity is raised.
All sovts of other igsues arise as a result of
this, as has been seen in The Comedy of Exrors,
spreading outwards to affeet others commected with
the individuals concerned, The problems raised in
this early play arise continally wherever disguise
18 used; the next chapter deals with Twelfth Night,
vwhich deals with those same concerns handled in a
more skilful mamer and railsingrmore complex areas

of significance,




CHAPTER TWO: TWELFTH NIGHT

hh&ghg;daaign of Twelfth Night is more complex
t’:hanﬁhe Comedy of Errors, and there is a profounder
treatment of the issues common to both plays. The
Plg tine twin situation is complicated by one of

the members being a woman disguised as a young

mani Shakespeare has also added a sub~plot based

on the revels of a feast of wisvoiec when normal
restraints ave overthrown, and an atmosphere of
frenzied carousing prevails. JTwelfth Night,

though, is,like the early comedy, still essentially
concerned with the aunaeduancea of deceptive appear~
ance. Viola's disguise is an obvious indication of
this, and here we come to an important use of the
disgutse theme in Shakespeare's work.

The device of having a woman disguised as a
man already occurs in the earliest of the comedies;
Julia resolves to visit her lover Proteus pretending
to be a man (The Two Gentlemen of Verona), and
thereby discovers how fickle his affections are.
Julia in fact enters the service of Proteus as a
go=between in his wooing of Silvia, a ruse that
Shakespeare employs again in Twelfth Night. Of the
other mature comedies, As You Like It has the heroine
dorming man's gaxb; this enables her to observe her
own lover and expose the ridiculous, illogical
aspects of his behaviour; being in love herself,
however, she is also ironically a victim of the
emotion ghe exposes in Qrlando.
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In just these two Iinstances, then, the hexroine
disguised as a man complicates the action, makes
diswveﬁieﬁ about; hexr own vulnerability, and adds

a new dimension to the presentation of velationships
in the plays, There are of course other instances
wheﬁ the same device is used, vangiog from the
comedies, The Merchant of Venice, for example, to
the last plays, with Imogen's disguise in Cymbeline.
Muriel Bradbrook comments on the device:

wusophysically it was easler for boys to appear
in their usual atetive but this could not have been a
determining factor with a w;'fi;tzaw who created Beatrice,
In taking up the part of a witty lad, the ladies
were éasmmg not only a disguise but a deflonite
stage role: one which Lyly had f£ivst developed,
but Shakespeare had also used when in Love's Labour's
Loat he invented Moth, The Boy's clothes are, then,
no mere masquerade; they provide a second dramatic
identity aupe::imrm& upon the £irst, and inter=
lacing with it.’

- Miss Bradbrook makes the point that the character
of a Rosalind or Viola is enlarged by the boy's dis~
gulse; this enables the character to inter-act in
relationships in a way that would not be possible
without the deceptive guise. By conferring a 'second
dramatic identity' upon the heroine, Shakespeare adds
to the ways in which he can explore the whole @uestion
of deceptive appearances, levels of veallty, and
anxiety about (7, identity.

M.C. Bradbrook, The -
Elizabethan Comedy, ch.VI,p.
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However, the assumed role of witty boy never com-
pletely obscures the girl benecath the gulse; Rosalind
fainte at the sight of her lover's blood, and Viola
falls in love with Orsino: and the woman always
exposes herself once the action has run its course
through complications and dilemmes often nade more
intricate because of her disguise.

Twelfth Nicht and As You Like It were written
at about the same time in Shakespeare's career, and
both involve heroines disguised as boys. ITwelfth
Night rather than Ag You Like It has been chosen
for study because it seews to be more the culmination
of the essential spirit of the disgulse motif as
manifeated in The Comedy of Frrors., It is an al-
together darker and less resolved playthan: As You

Like 1t, displaying an atmosphere in which every
characier is lost in bewlldexment and confusion
at one time or another; illusions abound both in
the deceptive appearance of Viola and Sebastian,
and in the xoles Orsino, Olivia and Malvolio
imagine for themselves, Philip Edwards points to
the difference between the two plays:

In As You Like It, liberation is by means of
eacape; in Twelfth Night, by means of inversion and

mis~rule. As You Like It is a parable of healing:

. from habitations where there is hatred in families,
the chemacters escape into a magic place which cures
malice and provides for the lovers their proper
partners. In Twelfth Night we vemain in the city.
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Liberation means the temporary lordship of Sir Toby,
the subjugation of Malvolio, and the deception of
almost every character in the play. ‘'Healing' is an
inappropriate word for the comedy. A brother and
slster are re-united by chance and the initial
unhappiness of Olivia and Orsino ig resolved in
what may seem a satire of the 'Jack shall have

Jill theme.!

Mr. Edvards also draws attention to the different
emphasis in the songs of As You Like It and Twelfth
Night., "It was a lover and his lass’ 1s an account
of love finding fulfilment in the spring:

“therefore take the present time,

¥or love is crammed with the prime,
The joy of ‘taking the present time' is dominant,
not the fact of growing old. In the second stanza
of Feste's '0 mistress mine' however, the stress
is elsewhere;

2
Youth's a stuff will not endure, -

There is also, of course, the tone of sad fatality
in the song tbat ends Twelfith Night, with that
refraing

For the vain it raineth every day. '

1 ¥pbilip Edwards, ‘Shakespeare and t

he Confines of Art,
Che. 2P ;

LOTL n, -

2 i’bidgp.ﬁ.?u
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The comparison between the two plays sexves to

bring the qualities of Twelfth Night into sharper
focus. It is a play in which evervthing works

towards greater distortion. We have already
mentioned Viola's disguise; another important

agent pointing out delusions and helping to perpetuate
them, is the Fool. Feste's motley is in one sense
just as much a disgulse as Viola's male clothing,

The origin of the wise and witty fool of Shakespeare's
rlays arose from the wandering minstrels and

Jesters of the early middle ages; they were willing
to assume the guise of innocents and naturals in
order to enjoy the privileged, if somewhat eccentrie,
position of the man in motley at a medieval court

or manor hauue,l‘ The disguise of the motley gives
Feste a certaln detachment through which he can
comment on the atmosphere of delusion and distor-
tionaround ﬁ:lm. However. in this play, not sven
thewise Fool is {mmune from the false assumptions
engendered by deceptive appearances,

Once again we turn to an excellent essay by
Frank Kermode in the Styatford-Upon-Avon series,
to introduce the main themes of Twelfth Night:
he writes about:

‘Shakespeare's pre-occupation with the comedy
of mistaken identity, first as a brilliant apprentice-
imitator in The Comedy of Evrors, later with an
increasingly deep brooding over the truth hidden
in the dramatic convention; for, if it is accepted
See on thias development of the stage Fools R.H.

Goldemith, Mise Fools in Shakespeare, Ch.1,pp.5~7
(Michigan, 195"‘5“—5 : PP
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that all our dealings with reality are affected
by an inability certainly to distingulish between
what 1s sald and what is meant, between things
as they ave and as they appear to he, between
Teuth and Opinion, then the comic errvors develop
a peculiar relevance to life itself,

The plot éﬁ-the play ﬁurnsgraﬁ course, on
the errors arising from the nppérgnt sameness
of Sebastian and Viola; what appears to be 8o is
not so. Similarly Orsino and Olivia are deceived
by their own appﬁtitua....<z

'veosout of the comic errors, out of the
Plautine twins, has come a comedy of igcnsityg Bet
on the borders of wondeér and madness.

Feste's comment, 'Nothing that 18 w0 is s0'
(1V.1.9), could well be the key phrase to describe
the pervasive atmoipﬁcmc of delusion in the play.
Commentators of the play all tend to stress that
its title velates 1t to a period of festivity, as
is evident in the sub-plot where the jokes and
revela indicate a feast of misrules

‘when normal restraints and velati