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< I, Introduction: Julius Caesar and The Merchant of Venice P
2 Julius Caesar is the second Shakespearian play to be studied in ’é
By our four-year sequence, In subject, themie, and dramatic treatment, ?35
2 it is radically different from The Merchart of Venice,, read in the ninth !
5 grade, and some class discussion of the differences should give students E
= an understanding, early in their experience with Shakespeare, of the %
=y many~-sidedness of his genius, 3
3 That "comedy" andthis "tragedy” were, however, written by |
T the same man, A problem, then, can be defined: although the plays %
are obviously different, in what ways is the mark of the man nevertheless b

¢
AR

on both of them? What traits of style or structure, what characteristics
of vision, what psychological conceptions do they seem to have in common?

The Merchant of Venice was probably first acted in 1596, Julius
Caeser in 1509, Five plays, including the great trilogy, I_-}_%rig Parts
Tand 1T, and Henry V, came between, the experience of wr
presumably maturing Shakespeare's art, Can stidents, then, find ways
of supporting the proposition that Julius Caesar is a greater play than
The Merchant of Venice? Or will they deny that it ia and find reasons
for that? Or will they prefer to say that perhaps Julius Caesar is greater
but nevertheless not as interesting or enjoyable as the earlier play
Can a greater play be less interest%n one inferior to it? What are
the identifying marks of greatness? decides?

The understanding such questions may lead to is an important objective
in the study not only of Shakespeiare but literature in general, As
we grow in literary experience the concept of appreciation broadens
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g and deepens, Ve begin with single worka trying to grasp each in turn,
6% to understand and enjoy it, When we read a second and then a third

g and fourth work by the same author, our apprecietion. still of course
74 rooted in the individual works, at the same time somehow extends to

- appreciation of the author, We find an almost bewildering variety in

o him: we begin to have some scnse of the restless energy of genius,

o which constantly seeks new challenges, sets new problems, for itself.
o Shakespeare was not one man, but many men, 3

X‘

Then we look more deeply and in spite of the differences see the
simﬂarwitiea that unify the plays and poems, Shakespeare was not many
men one,

Rea the plays in the order of their composition, we may then
come to rstand that they represent a growth, a deepening of vision
and raﬂning of art that came with incresased experience in his craft,
Shaﬁ:espuz‘ewasoneman, then, it he changed, matured, like all of
us,

But such. statements seem to assume principles of taste and judgment,
S0 we try to define those principlés, not so rtch in order to judge,
although intelligent discrimination iis ifnportant, but in order to sharpen
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appreciation, ' The dévelopmeént of principies of taste is an empirical
process, Standards are not handed down from above on some prophet-
critic's Mt, Sinai, They are developed slowly from the expsrience of
reading itself,

Such propositions and their attendant questions can be iniroduced
eirly in the study o %p Caesar, and purgued, without forcing them
too much, to the end of i e ourselves shall return to them later,

Let us now, howevey, turn to another kind of question, which is prompted
by the subject of this play,
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I, Literaiure and History
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Broadly conceived, the subject of Caesar is political action,
The source is history, The first section of the i_z.rt:acixctoxgiﬁaterm
in the Folger edition has the title, "The Appesl of Roman ory, "
and the first sentence somewhst fancifully refers to the moment ''when
Shakespeare picked vy Lis Plutarch and began to dig cut material for
a play about Julius Caesar,” What is the significance of this?

The word history itself may be given some prelimipary attention,
When we say that the source of the play is history, we may mean only
that it is about something that happened in the past, in a time hardly leas
remote from Shakespeare's age than from ours, Or we may mean that
its source is Plutarch, that is, ae%% rd of what happened in
the past, Csesar was assassinated In 44 E'?Co:_'l'hnt is history in the
tirst sense, Sometime after'the event, PFlutarch wrote about it, His
essay on Caesar is "history” in the second sense: historical writing,
Historical writing is a special branch of literatice,

In the ninth grade, our students read Mark Twain's It,
& partly “true” account of a trip westward across the Great Plains and
the Rockies the author made in the early 1860's, They saw then that
the ultimate iicurce of book was history, the history of the great
American migration called the Westward Movemer;t; some of them perhaps
came to underatand that what is calléd “literature” may often be hardly
separable from what 12 called "history, " .

1 the tenth grade we are giving some further attention to the relation-
ship between history and literature and {o historical writing itseif, We
encovinter "history” in an early form in the gey, for instance,
when the bard Demodocus “sings of the gods and episodes from the great
war at Troy, " Lis song serving to remind ug that history in one of iis
masitestations fil memory, The Odvasey us & whol, 7
that epi¢ makes clear, is algo an hist
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famous contribitor, It seems appropriate, then, in conmection with the
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%‘?% reading of Shakespeare's Juliug Caesar to give some attention tc Plutarch’s 3
Sj% work=-at least to those passages in his biographies of Caesar, Brutus, 34
7 and Antony which bear most directly and obviously on Shakespeare's

play.
K

It is probably best to do this after the study of the play has been

Zf;? completed, although scme students may wish, independently, at least
e to dip into the Plutarch selections concurrently with the reading of the
o play. Two major uses of the Plutarch material are recommended,

Firgt, in some passages of the play Shakespeare stays pretty close
to the language of his source (in North!s transiation of 1579, of course),
What differences of affect, then, between the prose of North's Plutarch

jz and the verse of Shakespeare will the students be able to detect? Their
i speculations on this queation should help to sharpen their awareness

of the special qualities of poetry,

The second question is related to tae first: how in a broader sense

are Shakespeare's intentions in writing the play and Plutarch's in writing

history" similar, and how are they different? Do we feel differently
about Shakespeare's Caesar and Brutus and Antony than we do about
Plutarch's ? Why? What, then, seem to be the basic differences--or
some of them=<between literature and history, bet:rean "iragedy” and
history (since in the First Folio of 1623 Julius Caesar was listed with
the "Tragedies" and not with the "Histories," a category reserved
exciusively for the plays about the English kings}?

We shall return to this laier, sfter a careful reading of the play
iteelf, Before moving onto it, however, an important point must
be made about. the nature of historical writing, the historical imagination,
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Good historians have never thought of themselves as only patient
recorders of facts; they have been primarily concerned with tho ordering
of the facts into patterns that will make sense of them, they have been
énd are concerned with interpretation, Their facts are facts of human
Lehavior at particular times and in particular places; and since they
&re human facts, human motives and human psychology are a part of
the higiorian's subject, Historians are of course concerned with social
institutions~~gtates and religions and armies and class relationships
and all the rest of it, They sometimes try to formulate "laws" that seem
super=perscnai and are intended to explain historical change; tut the
"laws" themselves must take account of the personal forces that are
always at work in history., Thus the interests of the historian and of
the literary artist often seem indistinguishable,

This leads to another obvious comment that is nevertheless impor-
tant if we are to read Juliue Caesar with complete uiiderstanding, It
is thought that facts are indisputable, that there can be no disagreement
about facts, This is a rough-and-ready proposition that need not now

be argued, But when interpretation begins, disputes and disagreements
foliow, The history of "history" is a history of argument and débate,

In the cail,e’ of Caesar, however, the disagreements were largely
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a matter of emphagis, In nearly all of the historical writers known to
‘educated Elizabethans--and there were available medieval and contemporary
authorities™ as well as classical writers like Plutarche<thie “debate
appears as a divided attitude; there is on the one hand, as Ernest Schanzer
says, ' the ke?'nest admiration for Caesar's personal quali/ies" and,
on the other, the strongest abhorrence of his political pursuits"
(The Problem Plays of Shakespeare, New York, 1963), The differences
of emphasis gtem at least in part %rom the degree of the writer's devotion
to Republic "liberties” or to the contrary belief in the necessity of
strong rule as a guarantee of social order, This conscious ambivalence,
which is felt strongly in Shakespeare's play, is characteristic of the
historians and their educated readers only, Popular tradition is another
matter; in that, during both the Middle Ages and the Renaissance,
Caesar was extolied and his assassins execrated" (Shanzer), The most
famous expression in this view is of course found in the lowest circle
of Dante's Inferno, where Brutus and Cassius are champed in the jaws
of three-faced Satan; their companion in that eternal mastication is
Judas Iscariot,

oI, Julius Caesar: the Political Situation at the Beginning

The period of Rome's ancient kingship ended when the Republic
was founded in 509 B, C, by Lucius Junius Brutus, the great namesake
of the Marcus Brutus of our play, The Republic lasted for nearly 500
years--until, that is, Julius Caesar's grand-nephew Octavius Caesar,
having first joined with Antony and Lepidus to defeat the armies of
Brutus and Cassius in 42 B,C, (Act V of our play), and later having
eliminated both Lepidus and Antony as military and political rivals,
assumed the title of the Emperor Augustus in 27 B, C,

Although the principle of elective representative government was
still observed in the Roman Republic at the time of the opening of Julius
Caesar, the outlines of the old constitution had been considerably blurred
by forces unleashed by the Republic's long history of nationalistic expansion
and the political power won by a series of great generals who were the
engineers of that expansion, The office of Consul (there could be as
many as three of them), the highest the system had to offer, was still
elective, but the Consul or Consuls could be superseded in times of
crisis by a Dictator with nearly absolute powers, Rome had been repeatedly
torn by civil strife: strife between the aristocratic ("Republic” did not
then, as it does now, exclude the aristocratic principle) and popular
parties (Caesar began his career as 2 leader of the latter), and strife
betweern rival military leaders, whose armies generally gave allegiance
to them rather than to the state, :

Some years before the beginning of Shakespeare's play the generals
Pompey the Great and Caesar had emerged as the two strongest contenders
for political supremacy in Rome, The civil war that finally broke it
between them ended with the defeat of Pompey in 48 B, C, This issued

in Caesar's dictatorship and his assumption of the title of Imperator,
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The life dictatorship was granted him early in 44 B,C, He had in those
few years been a benevolent autocrat, gianting amnesty to the followers
of Pompey (both Brutus and Cassiur, were among them) and instituting A
economic and administrative refcrms: he never quite abandoned his old
role a8 popular leader, Tet many Republican aristocrsts and die-hard
former followers of Pompey like Brutus and Cassius and the Flavius
and Marulus of the first acene of our play grew increasingly concerned
about Caesar's further armbitions, They were animated, as the play
quickly reveals, by different inotives, often far from seifless: but
they could be mﬂ?:hntt‘hrﬂy united Er their common h::red of the ti%e:i
Rex, or King, w ey thought Caesar might any day assume, 8
is the situation when the play gets under way,
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Instead of conducting our discussion of Julius Caesar under such

headings as Subject, Form, Point of View, etc,, it seems wise now
to emphasize the organic unity of the work by moving through it as it
is actually read or seen in the theaier, Act and scene divisions will
lgfe ;ged Jor c%:nvegfievnt nz;efer&nce’, &u‘a’t{’ i“ students ‘earnegh in theirmstul:liych

The Merchant enice, these ons misrepresent the way in w|
the action of the Shakespearian play should flow in continuous moveient
on the stage (as it did in Globe procuctions and doesa in nearly all produc=
tions today), Therefore we shall view the play not as divided into five
acts but as composed of three main "phases’ or movements which cut
across the act divisions e printed text, At times we shall interrupt
the commentary on the action for brief considerations of various aspects
of theme, treatment, and effect, Here are our three phases:

First Phage: Caesar and the "'Seduction” of Brutus
4 scenes: Act I through Act II, Scene 2
Second Phase: The Assassination and the Triumph of Antony
6 scenes: Act II, Scene 2, through Act III
Third Phagse: Consequences: the Revenge of Caesar
8 sc™es: ActsIVand V
This scheme reprosents the play's structural pattern, designed on the
principle of the reversal, ‘“he Second Phase is crucial (crux, cross,
misery), The conspiracy planned in the Firat Phase seems successful
when Caesar lies dead in Act III, Scene 1, "Liberty! Freedom!
is dead!" Antony's funeral oration turns the tables, ''We'll

burn the house of Brutus, . . Come, seek the conspirators,’” The hunters
become the hunted and are brought to bay and deciroyed in the Third Phase,
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I ~ 1 ("Day of the Rabblement")

The Roman commoners play an important role in the play's first
two phases, Their force is applied at two decisive moments: when three
times ‘they cheer Caesar (and anger him, if Casca is to be believed)
for refusing the crown offered him by Antony; and when they are turned
into a murderous mob by Arntony's shrewd oratorical manipulation of
tiem in Act III, Scene 2, Although Shakespeare at times (most memorably
in King Lear) revedls a humane sympathy for the suffering of the very
poor, the common man in his political aspect always appears in the
plays as at once cofitemptible and dangerous-~Alexander Hamilton's
n8reat beast™: fickle, unreasoning, greedy, short-memoried, with

goles” forever unmended,

There is some iron;r in Shakespeare's portrayal in this scene of _
Flavius and Marullus, “tribunes of the people.” The o Fice of the iribuni
plebis was one of the most ancient institutions of the Roman Republic,
founded in 494 B, C, Annually elected, the ten tribunes were the official
guardians of the privileges and welfare of the commoners, their protectors
against the patricians, having the power of veto over senatorial legis~
lation, They appear in this scene, however, as the aloof superiors of
their charges, obviously contemptuous of their political frailty, "

Since the Republican constitution conferred upon the tribunes personal
inviolability ("congressional immunity”) during their term of office,
Caesar's “putting to silence" of Flavius and Marullus for “disrobing"
his public images, reported by Casca in the second scene, appears as
an arrogart defiance of Republican law, -

I - 2 (Seduction)

This is the play's first great scene, lis structure, so characteristic
of Shakespeare's dramatic architecture, is rhythmical (students gave
some attention to the sce.ic rhythms of The Merchant of Venice).

The ceremonia? procession of Caesar and his entourage gives way -
quickly to its counter-movement, the conspiratorial dialogue of Cassius
and Brutus, punctuated twice and at almost equal intervals by the offstage
trumpet flourishes and shouts of the crowd: then the processional
return of Caessar, followed agaii by a conspiratorial movement with

a third malcontent, Casca, added to the first two, and the shift from

the ceremonial verse to prose giving the effect of harmonic variation;

all issuing finally in the eynical sol oquy of Casgiius the chief plutter=-

"And after this et Caesar geat liim sure,

For we will shake him, or worse days enture"

~~scene~end turning back upon the triumphal pomp of scene-beginning,
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One of this play's main sources of interest is the complexity of
three of ite four chief actors, the problematic nature of their character-
ization, Antony is brilliantly conceivad and carries with him his own
ccmpelling force on almost every appearance (this is not one of them);
but his magnificence is uncomplex-~this in itself undoubtediy one aspect
of hig driving force, Caesar, Cassius, and Brutus, on the other hand,
are ';prablem" characters, They confain contradictions, They pose
questions,. - . : . -

Is Shakespeare's Caesar reaslly a Colossus, as Cassius calls him,
or is his strength a sham, a ritualistic deception desperately maintained
and the portrait itself a satiricai thrust at the very concept of power?
is Brutus, then, moved only by "a general honest thought / And common
good to all," in the language of Antony's generous eulogy at the end,
or is lie profoundly tainted by doctrinaire idealism and moral vanity,
perhaps the subtlest of all known processes of corruption? And what,
finally, of Cassius, the cankered vengeful man whose first important
epeech records his love for Brutus--is this to be taken simply as the
unprincipled blandishmert of the serpent? What in all these portraits

- is the appéarance, what the reality?

It is notable that Caesar, to begin with the play's titular hero, appears

a8 living man in only three of the play's eighteen s~enes, and two of them

are public, or official, appearances, Inthis drama Shakespeare was
beginning te adapt the soliloquy to the purposes of the art of his great
tragic period, but of the four major characters Caesar alone is not allowed
the revelatory moment of soliloquy, It is the Caesar then of the market=-
place and Senate that primarily we see and hear, it is against the evidence
of his public role only that we must judge the truth or falsehood of the
other characters' views of him, The restriction is a part of the play's
calculated art, : ' '

And on Caesar's first appearance the restriction is severe indeed,
His own speeches are few and remarkable for their curtness, The
superstition implied in the command to Antony the festival athlete
is taken directly from Plutarch and too much significance cannot be
attached to it, His reference to himself in the third person is a clear
enough indication of his impeiial conception of himself; and we are
given at the end in his contemptuous disposal of the soothsayer's warning
2 kind of retraction of the earlier implied superstition, with of course
& hint of what-the Greeks called hubris, an over-weening confidence in

- his own inviolability, his god-like indestructibility, which the gode were

-

supposed to punish in the tragic catastrophe, This ig ali--from Caesar,
Casca and Antony fawn their behavior here no doubt to be taken drama-
tically as evidence of Caesar's power to bind men to his will, On the
stage we would have algo the visible splendor of the procesgion and the
massive effect of the ''great crowd following," Emptied then, the stage
belongs to Cassius and Brutus,

Now the dominant theme of the play's first phase begins to emerge,
- -the seduction of Brutus (but we shall qualify this) by Cassius~«ths theme
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made explicit by Cassius himself in his soliloquy at scene~end ("'For

who go firm that cannot be seduced?"); it will be qualified because to state
: it so baldly oversimplifies Shakespeare's dramatic conception of this
seduction and the morel and psychological complexity of the Brutus-
Cassius relationship, Satan in the Garden is the archetypal Seducer;

but Cassius clearly does not fit the sterzotype of melodramatic satanism,

Although cur tenth~graders probably cannot be taken on such a
comparative excursion, our own view of the gituation before us may be
sharpened by a brief consideration of & more notorious seducer and his
victim, Iago and Othello, In nobility Othello bears comparison with
Brutus: each serves a powerful state, each has earned the trust of the
ruling power, each has his ~wn kind of heroic virtue; but their flaws
make a bold conirast: Othello's it the flaw of passion, that of Brutus
a flaw of mind, Eack loves and is loved by his victim (Desdemona, Caesar),
and each must suppress that love in the interest, as each imagines, of
a higher value; in the case of Othello, the interest of moral justice,
in the case of Brutus, the interest of the stote ("'the general good" as
he calls it), But the decision of Brutus is made after long private deli-
beration, which, Shakespeare is at paing to reveal to us, has begun
before Cassius approaches him, and, once made ("It must be by his
death"), it is nobly adhered to, Othello's decision, in contrast, is purely
the decision of the passionate madness unleashed in him by Iago's false
plotting, and, quickly made, it is ignobly adhered to, Iago's ''love"
for Othello is a calculated pretense and @ necessary condition of his success,
Cassius' love for Brutus may at first seem like a similarly calculated
campaign tactic; bux Cassius is psycholcgically more complex than
lago, his love ig (to answer one of our earlier questions) surely genuine,
and is made to develop a nobility of its own before the tragic story has
run its course, The eulogy that follows the suicide of Othello is justly
terse and is spoken by Cassio, the wronged man who truly loved him:

"he was great of heart,” The cortrast with the great tribute paid to the
suicide Brutus by his enemy in the field, Mark Antony, is obvious,
Cassius is no Iago; and if Brutus is a victim he is the victim primarily
of himself and the spirit of Caesar "walks abroad and turns our
swords / In our own proper entrails,"" . N '
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This may help to put the Cassius-Brutus dialogue in perspective,
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- The "gamesome' lover of plays and music, Mark Antony, is used
by Shakespeare in this scene as a touchstone for character contrasts -
-with Brutus and Cassius; from what we learn a little later from Caesar,

%90

NG
e

T5ome equally tantalizing parallels and contrasts can be made with
Macbeth and his Lady: the initial bond of love; Macbeth's clear pre-
disposition for the deed; the political context (much more important
than in Othello, muck less important than in Julius Caesar), The con-
cluding judgment in Macbeth on "this dead biticher and hie fiend-like
queen’ - shows how agtounding in their boldness are Shakespeare's
variations on his basic themes, : - -
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Cassius has no more interest in frivolous entertainment, here the "order
of the course,"” than Brutus, and his opening question after the departure
of Caesar and his train is designed by Shakespeare to bring out the most
obvious trait of Brutus, the austere seriousness of his temper, His curt
"p1i leave you" then leads naturally to Cassius® charge that Brutus®
attitude toward him has changed "of late," that he bears '‘too stubborn
and too strange a hand / Over the friend that loves you," That Brutus
feels obliged to explain himself testifies to his recognition of the claim

of friendship Cassius has upon him, while at the same time the explanaticn
is made to introduce the theme of the conflict within Brutus that is to

continue into the orchard scene (I, ‘1).

Conflict is essential to dramatic hction, "External” conflict,
conflict between characters of factions (Shylock vs Antonio and Portia,
Montagues vs Capulets) is easiest to handle on the stage and takes its
crudest form in duel or battle, “'Internal" conflict holds stronger interest
for the sophisticated, but is harder to handle dramatically. The novelist
can do it by direct introspection, The aoliloquy as Shakespeare handles
it (Hamlet provides the most obvious examples) is the.dramatic analogy
of the novelist's subjective eavesdropping, but the playwright may also.
manage it through speeches delivered to an intimate friend, The latter
device is used here, in Brutus! confession of the war within him of
"'passions of some difference, ' a revelation that ¢’ course encourages
Cassius to continue, At the same time the confidence shows Brutus!
trust in Cassius, Is it a mistaken trust, like that of young Juliet in the

Nurse?

His challenge of friendship met, and met in terms he must have
hoped for, Cassius niow begins to appeal to Brutus! vanity; but it is
a noble vanity, the vanity of the “honourable man," the Brutus-image
that Antcny is to play upon with such deadly irony in the funeral oration
later, Brutus seems to sense the threat that Cassius? first speech on

the theme contains:

"Into what dangers would you lead me, Cassius, ’
That you would have me seek into myseif - |
For tiat which is'not in me?"' . '

In the light of his earlier admission of his inner warfare, this may seem
disingenuous; but the honorable man's quick impulse to deny evento
a friend the dangerous thing which he knows is indeed within him is
psychologlcangosound, and the playwright's touch here tends to humanize
the "noblest Roman of them all," Cassius, however, who knows his -
man (for doesn't ‘friendship”’mean just such knowledge?), cannot resist
an ironic thrust in the speech that follows: he, ae-Brutus‘ mirror,

"Will modestly discover to yourself
That of yourself which you yet know not of, "

The lines are a cballenge to the subtlety of the art of the actor whose
good fortune is is to be assigned the roie of Cassius,

The ironic self-indulgence is quickly followed by a compensatory
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appeal to Brutus.confidence, in the reasons Cassius advances for his

not being held dangerous (11, 76-83); but when Brutus next speaks it

is not in reply to Cagsius, but instead a bemused. response, spoken almost

aiz\‘rioluntaz;'ﬂyand Rs if he were alone, to the first offstage
shouts = ‘

'flourish

- "What means thig skouting? I do fear the people
:Choose Caesar for their king," - . .

Buf Brutus of course.has taken the sense of the cautious language that
Cazsiug has been using; just as Cassius has understood the meaning
of Brutus® inner conflict; and what a fine stroke of the playwright it
was to give it to Brutus to.make the first overt reference to Caesar
and the political threat he seems to represent, and, within the world
cf the play, how grateful Cassius must feel for the lucky -chance of

that offstage shout; He pounces:

f .. "8y, doyoufearit?
. Then must I think you would not have it se, "

The monosyllables, which in reading should be given almost equal weight,
convey in their emphatic simplicity the intensity of Cassius' passion
at this triumphant moment, The political aspect of the theme i8 out in
the open at last, . v

The moral aspect of that issue, as well as the true nature of Brutus!
inner contlict, is made explicit immediately in the following speech of
Brutus (11, 88f,), It may be defined as a question: when if ever may
a virtuous man be justified in betraying a personal loyalty for the sake
of an impersonal loyalty to a state or an idea? Or it may be put in .
another way: does a noble end (in this case the preservation of the ancient
Republic) ever justify the use of ignoble means éecret cons'Piracy to
assassinate)? These are the. "passions of some difference” which have
made Brutus a man "with himself at war," forgetting 'the shows of
love to other men'’; and without Brutus® capacity for love--~love of Cassius,
love of CaeBar-~there would be no tragedy, .

- The issue defined, words now begin to play their part in the seduction
process~-and indeed this play employs what may be called & semantics

of fatality, In ihe rest of thia dialogue words like "general good, "

"honour,." "virtue,” "free,” "fate," "fault" are made todo thelr imsidious
- work (a1l worde. corrupt; absolute words corrupt absolutely), Bratus!
moral vanity leads him to the.noble boast: he loves.the name of honor

more than he fears death, "Honour" then will be the. "subject” of

Casgius’ story. . But the subject leads directly to the attack on Coesar's
intirmities, his fallure ag swimmer inthe Tiber, his epileptic fit
in-Spains-should. "a man of guch feeble temper, . .. hear the palm alone"?2

v
. 14

hezwige.to . ,
the disease of his body, 10 make, it.a.cloak to cherish him withal, but, .
co’x‘i’tfaéﬁ“i.? took the p”aina of war as & medicine to cure his sick body,'
fighting always with his disease, traveling continually, living soberly,
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Words theh are made to serve the purpose, as it seems, of philo~
sophical generalization: \

“'Men at some time are masters of their fates,
‘The fault, dear Brutus, is not in our stars,,
But in ourselves, that we are underlings,'

K is a famous passage, one of the many in Shakespeare that lend themselves
to independent quotation, ‘usually introduced by the tag, 'as Shakespeare
said, ' and cffered as a ''great truth” underwritien by genius, The trouble
with this careless practice is that the "great truths' of Shakespeare
often seem to destroy themselves in head-on collisions, ''The fault
dear Brutus, is not in our stars, . .'' Yes--but: "It ig the stars, i The
stars above us govern ouf condition, " as Shakespeare also said, Well,
Shakespeare of course did not say either, Cassius utters the first speech,
Kent of King Lear the second, and if we must search for great truths
in Shakespeare it is well to begin with this one: that what the plays most
insistently  "tell” us is that human experience in all its ambigous complexity
is defiant of all attempts to explain it in epigrams, which when they appear
are. usually made to serve ironic rather than "philosophical’ purposes. -
W. H, Auden puts it succinctly although perhaps somewhat extremely:

We do not know what Shakespeare'!s personal baliefs were,
nor his opinion on any subject (though most of us probably
think we do), All we can notice is an ambivalence in his
feelings towards his characters which is, perhaps, charace
teristic of all great dramatists, (from ''The Globe,” an
essay in The Dyer's Iiand, Random House)

In the scene now under consideration, the ambivalence (a 'co-
existe'r}ce of opposite and conflicting opinions about the same person or
object --dictionary) might be described as foilows, Cassius is what
we have learned to call a political activist, His motives may be obscure=-«~is
it  love of liberty or simply personal jealousy that really impels him?
-=but a8 we see him here he is undivided, he pursues his goal with a
fierce single-mindedness that on the face of it is admirable; but his
goal i3 the enlistment of Brutus in cause of assassination, which may
be something a little less than admirable, In any case, what now he
must fear and use all possible expedients to overcome is Brutus® apparent
indecisiveness, By conteast with Cassius' single-mindedness, the war
within Brutus of 'passions of some difference,'’ suggests weakness,
inability to act in the cause of liberty; but of course the act contemplated
is political murder, and so his hegitation is commendable, Nevertheless,
- the immediate goal of Cassius is to instill in Brutus the will to act;
and to act in the way contemplated will have consequences that are irre-
vocable, it will be to take fate in one's hands, Our human pride makes
us want to-helieve that this is possible; if we are governed by the stars,
all individual effort is futile, and the stars are coldly indifferent to

and commonlyiying abroad In the field, " Shakespeare's departure
from his source in the writing of Cassius’ speech clarifies his intention
in the drawing of Cassius' character,
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human desires. Brutus (Cassius knows his mian) is of a philosophical

temper, therefore Cassius will try "philosophical” persuasion--tem-

pered of course with some “philogophical” caution: men are masters

of their fate only "at some time." PErutus would immediately reject

a more sweeping statement than thig, and Cassius would then lose

some of his trust. - Tlie word "fault” is then shrewdly selected to appeal
.to Brutus' moral sense, his virtue, If the "fault" is not in ourselves

but in the stars, thé yery idea of moral choice is nonsense and morality

ig logically impossible; - Thus does Cassius conduct his campaign of

wfo;'dsa,h making his thrust into the torn mind of Brutus; thus the semantics

of fatality. +

What is at issue hero is, first, the difference between "Philosoph-
ical statement” and "dramatic statement, " and, second, the nature of
Shakespearian tragedy itself,

On the first. The question to be asked about philosophical statement,

of which these three lines given to Cassius may be taken out of context
as characteristic, is, Is it true, and true for 2]1 men and in all times
and places? Whereas the question to be asked about the speech viewed as -
dramatic statement is, Will it work, will it accomplish, first, the "
purpose Cassius intends, and, second, will it accomplish the purpose
Shakéspeare intends? Does Cassius himself "believe’ that his
philosophical statement is true? Assuming the question to be in some
: way appropriate, we can say only that w2 cannot know for sure, although

! it is an idea that wouid seem congenial %o his activist temper. Whereas
philosophical statement. tends towards the abstwad and the general,
dramatic statement, by which we mean the whole statement made by

2 scene and act and play, is concrete and particular. The characters may
? often indulge in generalization, but the generalization is always
3
2
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inescapably linked to specific motive and a given temperament and the
while concrete action of the play.
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Second, then, Centradl to Shokespeare's tragic vision is a simple _
£ principle: the tragic decision once it is made has consequences unforeseen 2
! £ by the maker of it and usually the very opposite of the consequences 3
b . intended. This contradiction, or reversal, in the action of the play is 2
. - called tragic irony. {'Men at some time are masters of their fate'; but :
o at the ¢énd "fate” has proved the "master"” of Brutus and Cassius. 2
7 Shakespeare did not then beliave in the philosophical statement he gave ;}
/ to Cassius to speak, and wrote the play to prove it false? The second 2
. *question is at least irrelevant and at ‘best superticial, and no confident
5 "~ answer can be supplied for the first, - For instance, three times later in
s the drama Cassius and Brutus aggue about alternative courses of action, ¥
7 three times Brutus overrides Casgius' judgment, and in each instance :
. §3 with disastirous results. The specific introduction of alternate courses
that are clearly possible surely shows ‘that no man’s fate is irrevocably
} 2 - fixed in ddvance: -the "stars’ then must not be the determinants of man's
tyte; rather, man's judgnients mustbe, The tragic fate, then, would
B seéerti simply to meanthut man's power of judgment is nearly always fatally
- limited ‘when it comen to the weighirig of consequences that must precede

i judgment. ‘Thus the tragic knowledge that Brutus is brought to in the
lastact of the play: . . . .
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The end of this dey's business ere it come!
Begt i gufficeth that the day will end
And then the end is known, "

This at 1east is "true, "

Cassius’ long opeech and the great scene continue, ‘As if fatigued
by the relestless prodding of Casains, Brutus asks for respite, in the
plea once more ackrowledging the love between them, He will ne
judgment; they will talk further. Cassius is greteful that his "weak
words --hig ironic sense is uot unlike Iago's-~have had some effect,
and then "Caesar and his Train” are back again, We do not yet know
what has happened offstage to arouse the anger that now shows itself in
Cacsaris countenance, but are promised an explanation from the eye-
witness Casca~--"after his sour fashion,

%

;

;

3

3

3

2

E

1

Caesar and Antony separste themselves from the others on the stage 3

{or a codgemjial.t dialogue abwtthclniua, which supplements 1:ihee know - 7;33
e have just gained from the preceding dialogue with a view _ Z

of Cassfus from within the play--indeed from Cassius' intended victim, o
Our superior knowledge takes note of Antony's failure to read the signs g
]
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right ("Fear him not, Caesar; he's not dangerous"--it is & mistake
Cassius will not make about Antony); it throws Caesar's acuteness into
relief, and his comment on Cassius® habit of seif-mockery and the
dangerous jealougy of such men when "they behold o greater than them-
selves” is consistent:with what w2 have just seen and heard of him,
Then comes Caesar's significant statement: ‘I rather tell thee what is
to be faared / Than what I fear; for always I am Caesar,” "What is to
be feared, = that is, feared by the generality of men, is of course not
feared by Caesar, His character is beginning to fill out a little, He
must wear his public cloak of invincibility, It will prove his flaw,

We are left, then, with Brutus, Cassius, and Casca, whose ''sour
fashion” in this scene is expressed through the “'ratural” cadences of
prose, set cff against the pentameter lines which Shakespeare continues
to give to Cassius and Brutus--a return to the mixture of styles used
in the first scene, The verse-prose decision was governed, although not
always strictly, by an aristocratic principle: the common people in the
plays almost invariably use prose, the great personages verse, Casca E:
of course is the peer of Brutus and Cassius, but the 'rabblement 4
with their sweaty nightcaps" and 'stir breath” are so emphatically
a part of the subject of his discourse that espeare perhaps felt / :
that the:aristocratic paseion of his contempt might be cast, with some
. ironic efrect, in the democratic medium,

The eye-witness Casca's explanation of the flourishes and shouts Z
that we-snd Brutus and Cesvius have heard (there were only two of them,
althougl: Casca reports three-printer's lapse or Shakespeare's?) seems
to priovide the first objective evidence thé play has furnished that the
fears of Cassius and Brutus are justified: Caesar ig dangerously ambitions,

-Antonty is his willing tool, and therefore a desperate counter-measure
may be necessary, There is of course & question about the dependability
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of Casca a8 a witness: the passicn under which he seems to be laboring
certainly raiges-the question of his objectivity,. Furthermore, his

most important “evidencs” is a matter of interpretation, necessarily
eubjecti:ute' ‘1o my-thinking, he would f?in have lll;ad it, » « he put ? by
again; but to my think ® was very loath to lay his fingers off it,
But th¢ phisse that Sh a%pme has him repeat must beinﬁgfended to
mark Casca ai a man #ho, in spite of his passion,. will not claim more
for the truth &f his interpretation than he reasonably can; he shows
some concern for accuracy in getting details right-~it was not really

& crown but "one of these coronets; and his general bluntness of manner
further disarms saspicion, We shall of éourse wait for other evidence,
but Casca's function now at least seems clear: his report seems to
support the view that the threat to the Republic is real,

The soliloquy of Cassius that concludes the scene is, however,
in the light of all this, somewhat puzzling, If Caesar's treasonabie
ambitior is now established, why should not the "honourable mettle"
of "noble" Brutus lead him directly, without further pressure, to the
decision to enter into tlhie conspiracy? Two considerations are invited,

The soliloquy shortly reintroduces the theme of Caesar's love for Brutus, .

whose 'honorable mettle'" may, then, still lead him to adhere to the
personal rather than the political loyalty, Cassius then must continue

to apply his pressure, Put the second consideration in the form of a
question: does the play as a whole reflect a political view that would
make the removal of a political leadér, no matter how great the apparent
justification, a crime against the social order the state should guarantee ?
If it does, then “honorable mettle" should lend itself to the support of
authority and Brutus' participation in the conspiracy will be a deviation
from political rectitude, and Cassius himself more seducer than patriot,

I-3 through II-1 (O conspiracy")

The two great scenes of the First Phase are the one just studied
and the scene in Brutus' orchard (II-1), in which the conspiratorial _
pact is concluded, Caesar's fate sealed, I-3 is a dramatic bridge conn-
ectingthe two, but in crossing it we may pause in contemplation five
times: a slow passage, :

. 1. The cosmic pcrtents, Casca: "Either there is a civil strife in
heaven, / Or else the world, too saucy with the gods, / Incenses them
to send destruction,” Later: . '

"When these prodigies
Do so conjointly meet, let not men say
'These are their reasons--they are natural, ?
For I'believe they are-portentous gs
Unto the climate thdt theéy point upon,

Casca's panic (what has ‘happened tothe sour realist of the preceding
scene?) would not have been viewed as comic superstition by the Eliza~

‘bethan audience, The world was viewed a2 a vast.hierarchy of being
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extending from the vegetable and animal worlds the microcosm
man and the social order in which he has his proper place up to the
APt T asaton Tn oINS oy e O en i e B

apt express a ‘ st : ses espeare's
Troilus.and Cressida (1-3): e

"The hexvens.themselves, the planets, and this centre [earth]
%s’i::ur“e [regtil:.:gty tg&x::g ph:o;’ortio' ' :seaso form, o
. P n, T, .
Office, and custom, ail in line of order," . .

It is a vision of a cosmic order ideally ruled and guaranteed by an
authority necessary to it, A threat to authority in eny of the spheres

of the cosmic order is an impious invitation to chaos in all its sphersa,
Again and again in the tragedies, the breakdown of order in state or
family is anticipanted or accompanied by disorders in the natural world
(ct, d&ggﬁﬁ% ). Casca’s rejection of a purely naturalistic
("scientific janation of the s prodigias, which are a continuing
accompaniment to this scene and the two following, is, in the context

of the time as well as of the imaginative world of the play, both orthodox
and signiticant, It provides another perspective on the assasgination

of Caesar and its consequences,

3, Cicero (11, 33-35):

“Indeed it is a strange~-disposed time,
But men may construe things after their fashion, .
Clean from the purpose of the things themselves, '

Literally this means only: they may be portents, but men may mis~
interpret them, But it has deeper thematic significance, directly
related to the tragic conception we have briefly discussed: men must

construe things™ in order {0 make decisions and to act, but they can
do so only "after their fashion,” and will almost certainly err, The
speech has bearing upon the decision Brutus will shortly make, Hs
ideg is reformulated by Messala in the last act of tise play:

"O hateful Error, Meiancholy's child,
Why dost thou show to the apt thoughts of men
The things that are not?" .
(But is it not true that Caesar is ambiticus?)
3, Caosfus (11, 83L):

"You are dull, Casca, and those sparks of life
That should be in & Roman you do want, , ."

Cassius has entered too late to hear Cicero's warning about the false
construction men may put upon things, but we remember it as he construes
" the portents for Casca's benefit in this long speech, Casgsius turns all

‘things to his single-minded purpose, There is no division in bim,




“Indeed, they say the senators tomorrow
Mean to establish Caesar as a king, , ."

Again Shakespeare gives it to Casca to provide sup'port for the assumption
of the threat, - Yet«~"ther say," Inthe "Induction”. to 2 Henzy IV, :
written about two years before Julius Caesar, "Rumour, peinted full of
tongues, "' says: . o . ' ‘

"Upon my tongues continual slanders ride,

-The: which in every language I pronounce,

Stuffing the ears of men with false reports, "
"They say?"

Py
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5. Cassius and Casca never appear in & more unfavorable light
than they do at the end of this bridge scene, when the seduction cam-
paign is nearing its svccessful conclusion-« :

. "Three parts .of him
. Is-ours already, and the man entire :
Upon the next encounter yields him ours, "

AR NS I N
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It is the ruthlessness of Cassius' determination to use Brutus, to possess

him wholly, to make of the living man a mere instrumen:, a tool, and

this with no concern for the agony the izsue has brought to Brutus ("'Since
Cassius first did whet me against Caesar, / I have not slept,’ he

will tell us shortly), that is so shocking in this man whom we have heard
protesting his love for Brutus, And, as Casca's following speech makes -
clear, it is Brutus! virtue, or at ieast his reputation for it, that they

propose to use ~~Yet before the end of the play Shakeapeare will

redeem Cassius in our ey2s, This is the Shakespearian ambivalence

that Mr, Auden has remarked upon,

R

Al
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The playwright gives Brutus four soliloquies in the first eighty-
five lines of the dimly=-lit orchiard scens: his private torture must now -
be shown directly. ) i

One effect of the opening line of the first soliloquy~-"It must be by
his-death"~-and the. movement of Brutus' private thoughts thereafter is
to suggest-that Cassius'may have exaggerated: the-impoitance of the role
he has been playing to. win to his puipose "the man entire, "' Cassius
has:done his bit; but-if Brutus has been "seduced” it may have been
by something more-subtle than the-blandishments of Cassius,

> ‘I’hca , };:déciu‘ ion ‘rhaﬁ ti bnﬁzmadei;t the-first mlﬂoquyj 1y then is a paintuli
search:-for.srguments: to justify it; -be sginning as'we might expect with
the srgumeit of thé' 'general-cause, . In'whet follows; however, we
must: notethe:-men's heavy reliance on the subjurictive . mood of future
possibility-<ag-he tiust, -since 80 far in-spite of:Casca so little really
hag:beern-offered in‘the: way of fact for the indicative mosd to work oh,
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The key verbs sre might, may, and would, -
. "He would be crowned,
How that might change his nature, there's the question, "
Crown Caesar king, | |
o ;ﬁanf:? i?:v%%ewép}u do ?aié‘,?ei“v?ft‘i;s"

An abstract idea presents itself--and the danger in abstractions is that
they depersonalize all issues: .

"Thiabuse of greatness is, when it disjoins -
Remorse [mercy{ from power; "

But he returns paintuny to the concrete truth-~ha has not known
a time when Caesar's ' afffectiona, 'pcpaasions, swayed ''morc than his

-.rveason, "' It is the truth, then, about the real Caesar, the Caesar

Bruius knows, which must now somehow be subverted, if Brutus is to
kill him and yet keep intact the self~image of his own virtue, To do this,
the real Caesar must be changed into something ev:} which "virtue

must destroy if it be virtue, So, an elevation of Caesar tc the top of
"ambition's Iadder” may change Caesar's character, ''Then lest he
may, prevent,” This is the only solution to Brutus® private problem,

and the lines that follow show that he knows whgt he ig doing~-the editor's
paraphrase is useful: "Since our case against {Caesar] will not be supported
- by his known nature, this is how our case should be made," So, Brutus

makes it, Caesar's power augmented, he "would run to thege and these
extremities,” Helped, then, by the image of the serpent's egg (''Think y
of him" as that), "which, hatched, would as his kind grow mischievous,
Brutus is now able to confirm himseif in his decision: 'kill him in the
shell,” The brutality of the language is justified by the device of the
serd;::& simile, which has so conveniently presenied itseif in this dark

or

The speech is worth closeé attention not only because it is in its

- yery transparency a classic example of what we have learned to call

“rationalization, " a use of reason to placate conscience; but, mor:
importantly, because it illuminates the nature of what may be called
the "tragedy of virtue," An sccumulation irony is developed in this drama
by the gteady recurrence of and play upon the word honor in it, Brutus
loves “the name of honor" more than he feare death, Cassius knows
"that virtue" to © s in him, and so makes honor the subject of his story
--in his own curious way. If Brutus lacked honor, he wouid he of little
value to the conspirators, who frankly need his reputation for honor

to grace iheir desperate cause; but also, if Brutus lacked honor, that
is, lacked an idealistic devotion to the Republican cause, he would not
be susceptible to the conspirators? -appeais, His honor, then, like

the innocence of Othello-~tragic paradox-~is his flaw, ani from the flaw
issues:the destruction of the stite his honor has tried to serve, and the

_8elf-destruction which is the final despairing gesture of his honor,
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But the "honor" -~clearly the word raeds quotation marks--which is

=3 Brutus® dévetion to the Republic is ¢t odds withthe "honor, " or virtue, _
1lglaiczhijthe love of truth {the Caesar he actually kiows) and personal i
integrity 'H!iliiﬁsttragic divisianwithinhimwhichhe must try to f
i-éiblvc,“simply because he is an honorable man, He does it speciously ]
in this soliloquy: bug,althmghitmake:itpouibleforhimtoact ;
the moh;tion i false and: the divigion within resuits in violent division

in the stateé, At the end, appears that the division within can be resolved

on]y in his ‘death, Thus tha 'tragedy of virtue.
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"The exhalations, whizzing in the air,
Give so much light that I ruy read by them.

Casca's portents, which should be heeded as warnings of disaster, serve
< Brutus now only as lamps by means of which he is able to resad the anony-
g e ' mous command to awake and 'see” himself--tc see, thec is, hin

= "honorable” missionto “speak, strike, redress.” It seems fair ly
clear that Shakespeare wag not a man tc miss any opporturnity for irony,
5 (Tiimbe one must have been something of a risk on suvry afternoons in the
oke,

. e et
,;,4&‘\%?3'\' “?m' v Uil e vitifh ) o

5 11, 63f,:

"Between the acting of & dreadful thing
And the first mo.ion. ete, » o

The niglitmare vision with which this third soliloquy begins shows that
the inner division has not been resolved,

“The genius and the mortal instruments
Are then i1 council, and the state of man,
Like to a little kingdom, auflers then
The nature of an insurrection, "

Shakespeare here has Brutus make explicit the analogy (with perhapa a
causal connection implied) beétween tic insurrection within and the insurrec-
tion without which is to come, ‘The comparison seems to occur neturally

to Brutus, but he is blind {0 its prophetic value, -
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Cne commentator has summarized Brutus® plight as a tragic discrepancy
between the man and his deed, Everything about the act of conspiracy

is repugnarnt to his personal virtue, Conspiracy must go mésked,

nust hide its "'monstrous visage” in "smiles and affability” (cf.
Hamlet on Claudius: "meet it is I set it down / That one may smile,

and smile, and be a villain"), This is truly dishcnor, and this last
solilol;q:y is bitter with self~loathing, But he is caught: "honor" triumphs
over honor, ‘ '

1, 119 (and pasgsim to scene-end):
"Give me your hands all over, one by one, "

As if bolstered by the physical presence of the conspirators, and brought
into their brotherhood as it were by the ceremonious second clasping

of hands, Brutus i now resolute, decisive, and eloquently authoritative,

as if conscious tuut his honor qualifies him above the others for leadership,
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The most important speech in the rest of the scene is the long eloquent
reply Brutus makes to Cassius® proposal that Antony must fall with Caesar,
It ig the first of the three occasions in the play when Brutus decisively
turns aside his friend’s advice, each time to be proved wrong by the
ouicome, The differences of judgment emphasize the differences between
the two men and the difference in their galifications for the roles they
have chosen to play, Cassius is a political realist, a thorough-going
pragmatist whose decisions are baseéd exclusively on his estimate of
probable consequences, His cynicism itself serves in such a cause
to make his judgment of men more pragmatically dependable than the
judgments of Brutus, whose idealism is a fatal handicap in such a situation,
Antony proves to be a "shrewd contriver”" indeed, as Cassius says,

The moral contempt that the virtuous Brutus feels for Antony's "sports, "
"wildness, " and sociability (Brutus seems most himself when he is
alone) blinds him to Antony's other talenis, Cassius alone might have
been a match for Antony, a fellow realist; Brutus, whom Gassius has
worked S0 hard to enlist in this cause, is a fatal handicap.
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There is more, however, to Brutus? refusal to.destroy Antony than
- & simple failure to understant him: it is forced upon him by, again,
the way in which he must view the assassination if he is to participate
in it and still maintain in himself the image of his ocwn superior virtue.
To kill Antony would "'seem too bloody' -~Brutus would have them not
"butchers” but' "sacrificers,” For a moment it seems as if he has even

S SREENNN, \)\ﬁy&'_ F3,

SPlutarch makes no bones about his absoclute agreement with Cassius:
"For the first fault that [Brutus] did was when he would not consent to

his fellow conspirators that Antopius should be slain; and therefore he
was justly accused that thereby he had saved and strengthiened a strong
and grievous enemy of their conspiracy, The second fault was when

he agreed that Caesar's funerals should be as Antonius wculd have them:

the which indeed marred all,”" "The Life of Marcus Brutus, "'
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found a way of denying that blood~~his friend's blood=--will flow at all:
it is the spirit of Caesar they must put down, “And in the spirit of men
there is no Blood"; but then--" slas, Caesar must bleed for it," Buw
he will be killed - "boldly, but not wrathfully," carved "as a dish fit
for the gods, " 8o that, when it is done, the conspirators will be called

'purgers, not murderers,” The speech is another great exarmple of
language eloquently put to the use of the needs of the instinct of evasion,
211 the more astounding and all the more terrifying for its probably
sincerity at the moment, Poor Cassius, who has worked so aard to
put himself in the power of this virtuous man (it helps us to imagine
how Clemenceau must have felt in the presence of Woodrow Wilson),
Lacky Anteny, ‘

So the scene moves relentlessly to its end, There is Brutus!
parting command to his forces--they are now his forces=-to "look
fresh and merrily," as good conspirators should, That is followed
by the exchange between Brutus and Portia, before whom also he has
had to wear a mask, although before they part he promises to take hsr
into hig confidence, Then the visit of the sick man Caius Ligarius, and
the concluding dialogue of the scene in which the woerds sick and sickness
(they have appeered first in'the earlier references to Caesar's
sickness") echo and re-echo with premonitions of doom.,

cha ’1;12 play's First Phase is finished and the tragic courss irrevocably
rt .-

4
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FIRST PHASE: SUMMARY

At the risk of implying a disproportionate emphasis, we have dwelt
at length upon the drama's First Phase because a thorough understanding
of it is esgential to a successful reading of the play as a whole, What
have we discovered?

1. The problematic nature of the characterization,. Brutus is
a puzzle to himself, and nearly all of the chief characters except perhaps
Antony are problems to us, readers or audience, Study of the play will
necessarily be speculative, Whsat is the appearance, what the reality?
There are no easy answers, A3 in life itself?

T T A MY

2, Division can be thought of as the play's central theme, Division
within refiects and issues in division without, division in the state. One

aspect of the division is the conflict between perscnal virtue and civic,
or political, virtue, Are they always at odds? Necessarily at odds?

3. Since the ostensible subject of the drama is political, it seems
appropriate that the play's style is dominated by the rhetoric of persuasio
the art of oratory. Note how the audience of the “persuaders” is graau'?ﬁy
extended: first, Cassius to Brutus alone; then, in the orchard scene,
Brutus to the seven or eight conspirators; finally, in the _F_‘g‘__rug, market~-
place, Brutus and then Antony to the populace, in the drama’s cratorical




climax, In the political situation, words become weapons as deadiy as
the daggers that flash in the assassination scene, Semantics of fatality,

4, The difference betwéeen sophical and dramatic statement
essential th dramatis Grleretanaing IRt Shakop e e i e ing
less than the play in its entirety,

it n study, in interpretation, students
should learn to be content with ambiguity, As we must in life?

5, Tragedy: the tragic decision has consequences the opposite
of those intended, (The emphasis is on tragic, which refers to a literary
mode, In life, the consequences of decisicns often at least approximsate
their intentions, But approximste only, Growing up is learning to live
with spproximations,) The hero's "flaw" is often simply an aspect
of his virtue". George Meredith: "We are betrayed by what is false
within, " Could rewrite: We are betrayed by what is "true" within,

Tragedy of viztue,
~ & The ideal order, in society, in cosmos: its relation to authority,

persuasion, The killing of Caesar will somehow not really be the
killing of Caesar, Query: when is a murder not a murder?

Everything that happens in the Second and Third Phases issues from
the circumstances developed in the Firet Phase, In spite of their
great importance (and the Second Phase especially is dramstically the
most compelling of the three), we may nevertheless be justified in
: treaftii:g the last two phases somewhat more summarily that we have
the first, ‘

SECOND PHASE: ASSASSINATION AND THE TRIUMPH OF ANTONY

I1-2 ("Your wisdom is consumed with confidence")

“Thunder and lightning, Enter Julius Caesar in his nightgown''.
The porteiis continue through three successive scenes with great theatri~
cal effect, The storm as it continues comes to be felt not s0 much as
an "omen" as & theatrical symbol of the storms within men themselves,
issuing in the "storm' of state.

On this, Caesar's third appearance on stage, the dominatnt trait
is his character seems to be his imperiousness of manner, what
Calpurnia calls his “confidence, " that we noted in the first Act, In
view of what we know is shortly to happen to him, the sentence, '"Danger
knows full well / That Caesar is more dangerous than he'' (11, 46-7),
must strike us &8s & foolish boast, a faflure of wisdom: “Danger' knows
no.glich thing, This is the ;,"fj,aw“ that tixes Caesar's fate, Furthermore,
the sentence comes as part of Caedar's rejection of the priests' augury
which'he hirneelf has crdered, following hard ypon his refusal to give
serious attention to the night's portents, Cassius has reported in the
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| preceding scené that Caesar

_tation over-subtle, Such ambiguities abound, Decius Brutus® favorable

22w

S "is superstitious grown of late, ]
Cuiite from the main opinion he ‘heid once .
Of Fantasy, of drearns, and ceremonies” (11, 208-20),

The report is belied by what we see Lere, The modern rationalist will

of course approve his “common sense’; but in the world of the play

his refiusal to heed the portents is foolhardiness, Yet our viéw of him

;gé%ggipér;ecugagﬂy ambivalent: his fatalistic acceptance of the obscure
end, , , purposed by the miglrwd‘a" .and of death that is certain for

all men, that will come when it come,” has its own melancholy

impressiverness,

His sudden about-face under the pressure of Calpurnia's kneeling
plea has been taken by some readers to mean that his earlier self~
sufficiency has been a show only, Others may find such an interpre-

ingerpretation of Calpurnia's dream of the bleeding statue is another
reminder of Ciczro's

“"men may construe after their fashion,
Clean f:om the purpose of the things themselvzs,

although the "faghion" in this instance is part of the plot. Decius
fyruct:a also here repeats to Caesar himself the rumor earlier reported
ABCR:

- "The Senate has concluded
To give this day a crown to mighty Caesar, "

Is it intended 28 a final corroboration of the threst to the Republic, or

is it offered by this conspirator aa bait only? All we know is that it
works: Caesar does go to the Senate House, If Caesar had lived to
receive such an offer would he have again refused it as he did three times
in Act1? We cammot know, The point is, neither, in truth, could Brutus
and the other congpirators know,

The arrival of the cons;;iratorial escort, Caesar's friendly greetings
to t}tqm. and the concluding aside of Brutus need no comment,

H-1 ("Liberty! Freedom! Tyranny is dead!")

Artemidorus prepares his waming, suspecting however that the
Fates may conspire with traitors (II-3); we are given a view of the anguish
of Portia ‘$H='4). “the anguish that proves that Cato's daughter is more
"womanly" that she bad thought, and that will igsue in her suicide,

The warnings of both soothsayer and Artemidorus fail (111-1), and the
'z;ulei;:'n of Rgpﬁﬁnan Rome entér thie Senaté House for the scene of
sacrifice,
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" Caesaris contemptuous rzfusal of the petition of Metecllus Cimber
{"'I spurn thee like & cur out of my way" -~Antonio has used similar
language with Shylock) seems de to persuade us that Ceesar has
mla.o?ﬁy suigcombod'- rc;:r;’t::;buae of dg;eatneas" that Brutus in his first
soliloq the o junctively prophesied, There is perhaps
a double significence in Csesar's last long speeck ("But I am constant s
as the Northern Star') befcre his death, That it was written with ironic ]
intention ig obvioug-~the swords swiftly prove thet no man “unassailable
kolds on his rank,” But the astronomical imagery of the first half of
the speech followed by the social anlogy (''So in the world") is alsoa
clear statement of the hierarchical Elizabethan worid view, and Caesar's
authoritarian arrcgance need not be taken as a satirical attack upon authority.
The irony of the spoiec.h is its dominant effect, however, set off es it
is against Cinna's "Liberty! Freedom! Tyranny is dead!" immediately

after the killing, «

The cry is repeated twice, first by Cassius, then by Brutus, in
the speech in which he first rationalizes the murder as an act of "friend-
ship” ("we, . . have abridged / His time of fesring death"), then demands
the ceremonial marking witan the warm blood of Caesar: and

A/ S0AL
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"Then walk forth, ever to the market place,
And waving our red weapone o'er our heads,
Let's all cry 'Psace, freedom, and liberty’, "

Peace, freedom, liberty--and blood, At this moment at least Shake-
speare!s attitude toward Brutus would seem anambivalent,

3
7
3
=4
2
£
g
ot
g
7

SR LY LA Vel 0 N LA 8 S AR AT O ik A LM A AR AT AY S S

‘The point at which Antony enters the Senate House in this scene ]
can be thought of as the play's structural fulerum, His courage in coming
there after his first moment of panic (' Fled to his house amazed"') 3
and the dignified authority with which he handies himself as he enters -
among Caesar's enemies are clearly premonitory of the reversal which

the rest of the play will bring about,

After Brutus has assursc him of his safety and he has been promised 4
a voice in the new dispensation, his behavior is breathtaking in its audacity, i
First therc is the ritualistic handshaking, but propcsed with a cool 3
reminder that it is killers' hands he is about to clasp--'"Let each man g
render me his bloody hand, " The ceremony itself is in ironic parallel
with the eimilar ceremory of the conspiratorial brotherhood in Brutus? 3
orchard, Thcon follows swiftly Antony's open apology to the spirit of :
Caesar (us it turns out, it has not been killed) for his apparent betrayal,
and the description of the aszassination in terms of the deer-hunt, an
unconscious (on Antony's part, not Shakespeare's) thrust at Brutus’ 3
sacrificial piety earlier, Antony then gets tc the heart of the matter, :
and the moral center of the play thus far, in hoping g

"that you shall give me reasons . s
Why and wherein Caesar was dangerous,"” - ;
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' Brutus! quick "Or else this were a savage spectaclé'? shows how sensitive
he is to this issue, but he now seems confident of his position:

"Our reasons are so full of good regard -
That were you, Antony, the son of Caesar,
You should be satiafied,”

Then comes Antony's request to speak in the funeral ceremony, and for
the second time the realist Cassius objects and is over-ruled by Brutus,
moved this time by his contidence in his own power in the pulpit to ''show
the reason of our Caesar's death" -and by his innocent belief that Antony
himself will cooperate: "You shall not in your funeral speech biame us, "

... Antony's soliloquy (11, 254-75) accomplishes two things, His

these butchers" ig a blunt expression of his soldier’s contempt for
whatever "reasons” Brutus may supply for the killing, It anticipates -
the violent indictment hurled in the faces of Brutus and Cassius in the -

parley in the tield in the last act:

' "'-~your vile daggers
Hacked one another in the sides of Caesar.
You showed your teeth like apes, and fawned like hounds,
And bowed like bondmen, kissing Caesar's feet;
Whilst damned Casca, like a cur, behind
Stuck Caesar in the neck, "

Hacked! Apes, hounds, cur! Cassius under the impact of the charge
can speak only to remind Brutus that if his counsel has ruled Antony

would not haye livied thus to revile them, Brutus is silent,

|
|
|
|
|
|

Most of the goliloquy however is devoted to prophesying the curse
of civil discord that will be the real fruit of the assassination, in the
course of it announcing the new theme of revenge that gives direction
to roughly the second half of the play, but most clearly in the Third Phase,

"And Caesar's spirit, ranging for revenge,
With Ate by his side come hot from hell,

Shall in these confines with a monarch's voice
Cry 'Havoc!! and let slip the dogs of war,
That this foul deed shali smell above the earth
With carrion men groaning for burial, "

Octavius approaches Rome, The counter-revolution will soon be
in the making,

-2 ("Seek! Burn! Fire! Kill! Slay!")

The duel in the field with swords is preceded by the oratorical
duel, the duel with words in the market-piace,
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Brutus, The situation would seem to demand the formslity of
verse for both orations, but Shakespeare surprisingly chicse to cast
Brutus! speechin proge; It should be noted, howsver, that it is & prose
which, in its caiculated rhetorical devices o7 balance, antithesis, and

elism and its: studicd organizaticn, is as far removed from the
convglsa;ional spontancity of Cascals speechies in I-2 as any verse could
possibly be,

Casca: "I can as well be hanged as tell the manner of it, It was
mere foolery; I did not mark it, I saw Mark Antony offer him a
crown=-yet 'twas not a crown neither, ‘twas one of these coronets
--and, a8 I told you, he put it by once; but for all that, to my thinking,
he would fain have had it, Then he cffered it to iim again; then he
f’ilxlxtgitbyo:tg?ti.m b};ttomythinking, he wes very loath to lay his

ers8 )
Brutus: ''Had you rather Caesar were living, and die all slaves,
than that Caesar were dead, to live all freemen? As (kesar loved
me, I weep for him; as he was fortunate, X rejoice at it; as he was
valiant, I honor him; but--as he was ambitious, I slew him, There
is tears for his love; joy for his fortune; honor for his valor;
and death for his ambition, "

" Yet the latter ig "prose’ and is by contrast with Antony's verse "un-

f::tig" in t?ﬁ is abstranci:l in languagg (the bmss r;mxr.s,fwords

t Brutus fi 8o ¢ongenial--cause, honor m, love, fortune,
valor, ambition) and in organization follows at least a surface logic,
The prose suggests that he wishes to appeal only to the reason of his
auditors, reflecting his idealistic faith in the powver of reascn to sway
men to the truth--his truth, Yet is it really an appeal to reason? The
speech is by no means politically naive, It is a demagogic appeal, -
formulated with a shrewdness that seems almost cynical: appeal to
patriotism (''Not that I loved Caesar less, but that I loved Rome more'");
appeal to the love of liberty (would his audience rather "die all slaves”
than "to live all freemen?''); Caesar was slain for his ambition (''Who
is here so base that would be a bondman?"); finally, the assertion of
selilessness ("'I have the same dagger for myself'’) in his devotion

to his country ("' --when it shall please my country to need my death"),
The noble periods disguise a most ¢killful exploitation of the stock attitudes
and unexamined prejudices of his audience, unﬂatteringl'y exposed to

us in the play's first ecene, Even the opening gambit--"hear me for
my cause, "' but "believe me for my honor' --which has the old ring of
Brutus' moral vanity, is political exploitation: a pragmatic éxploitation
not of his honor but of his reputation for i, and in a market place, Did
Cassius write the gpeech for him?

In any case, and for the time being, it works (Shakespeare wrote it
for him), Shakespeare's plebeians react as Shakespeare's plIebeians must
react (they have no choice, poor creatures), "Give him a statue with his
ancestors,’ ''Let him be Caesar" (!), '"Caesar's better parts / Shall

be crowned in Brutus, "'

But Brutus is competing with a very great actor,
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A » ''Enter Mark Antony [and othera] . with Caesar's body, "
The ked corpse of the dictator, wriapped now in its bloody toga, is
perhaps the most brilliantly emplcyed stuge prop in theatrical history,
Brutus generously provided it ("Mark Antony, here, take vou Caesar's
lh;od:,‘r"). 'tHe might as well have given Antony the daggers aiso, while

¢ was at it,

"For Brutus is an honorable man," Antony's strategy is to subject
Brutus® honor to a relentless process of erosion by irony,

We have seen how Brutus himself has recognized that his "honor"
can gurvive the assassination only if Caesarts ambition can be incontrover-
tibly estabiished, This is his "reason" and his only one, The second
issue is the conflict between loyalty to the person of Caesar and loyally
to the Republic, Honor, love, and ambition are the central points of his
own speech. 1, - "Believe me for mine honor." 2, To any dear friend
of Caesar's "I say that Brutus' love to Caesar was no less than his,
But, 3, "As Caesar loved me, I weep for him, . . &s he was ambitious,
Islew him," Of the ambition, Brutus, at this most crucial point,
offers no proof, Antony goes tc work on all these points, -

He confronts the question of Caesar's ambition first (11, 92-108), in
2 pagssage in which three times with only the most minor variations he
uses the lines, "Bt'rt Brutus says he was ambitious, / And Brutus is
an honorable man,” The lines cut back savagely upon the central
weakness of Brutus! speech, which in effect s:tys: I say Caesar was
ambitious, ard you must believe me because of iy honor, Antony offers
three facts ag “proof” that Caesar was not ambitious; Caesar turned
beck his spoils of war into '‘the general coffers'; he often wept at the
suffering of the poor; and three times he refused the crown 'on the
Lupercal”, Reeally proof that Brutus i8 wrong? Not necessarily; but
neither can Brutus '"prove” that he is right, Antony has the easier
job and his method is "objective", Note the conclusion of this part
of the argument:

“I speak not to disprove what Brutus spoke,
But here I am to speek what I do know,

A great trial lawyer,

His strategy then calls for a display of feeling, a moment of personal
grief, which by inference makes a telling contrast with Brutus' coldness,

- "Bear with me,
My heert is in the coffin there with Caesar,
And 1 must pause till it come back with me, "

it works,

"2, Pleb, Poor soui! his eyes are red as fire with weeping,
3, Pleb, There's not a nobler man in Rome than Antony, "

Great actor? Yes, although not necessarily ingincere, In any case,
"nobility" has now begun tv transfer itself from Brutus to Antony.




He then introduces the weapon of Caesar's will-~-an appeal to the
materialism of the populace; but of course he does not 'mean” to read
it, for he is not disposed to stir their "hearts and minds to mutiny and
rage against such honorable men as Brutus and Cassius, So he
plays with them, to be rewarded at last by the words traitors, villaipsg,
murderers from the plebians, Topsy-turvydom.

The x;'eadhw of the will is postponed until Antony has dicposed of

§rutua' love in the long emctionally-weighted speech that begins,

If you have tears, prepare to shed them now,' He turns to his prop,
identifies, as he could not possibly in fa'ct do, the cuts in the toga made
b y Cassius and Brutus, whose thrust "was the most unkindest cut of
all,” sothat "Ingratitude, more strong than traitors' arms, / Quite
vanquished Caesar," The "kind souls,” his auditors, we<p, the toga
is siripped from the corpse, ''marred as you see with tratiors, "
The work is done, '"Revenge! About! Seek! Burn! Fire! Kill!
Slay!" A . 'no orator, as Brutus is," but "a plsin blunt man, "
having seized upon for attack the very issues which so tortured Brutus
during the play's First Phase, has made himself the agent of the carse
he prophesied at the end of the preceding scene, ''Domestic furx" is
unleashed, the mob hag even forgotten the will, "Go fetch tire!

Pluck down benches!" And Antony: ''Now let it work, Mischief, thou
art afcot, / Take thou what course thou wilt, "

Lepidus and Octavius have arrived and "Brutus and Cassius /
Are rid like madmen through the gat es of Rome, " ("Belike, " Antony
comments drily, "they had some notice of the people / How I had moved
them, ") The Second Phase comes to an end with the lynching of Cinna
the poet (''Tear him for his bad verses' --a brief wry excursion into
literary criticism)--he is not Cinna the conspirator, but "no matter;
his name's Cinna, " This second of the two onstage murders is in iruth
a "savage spectacle,” Brutus' reputstion for honor lies in ruins,

SECOND PHASE: SUMMARY

Brutus is defeated in the verbal duel with Antony not simply because
he is matched against a more skillful oratorical strategist; for all of
Antony's strategy consists of seizing upon and exposing the weaknesses
of Brutus' own position as we ourselves have become aware of them in
the play's First Phase, The chief responsibility for the Fall of Brutus
rests with Brutus himself, This haes been an important aspect of the concept
of the tragic herc since Aristotle, .

The Is fulcrum, At the end o? the Second Phase, however,
Brutus' tragedy has not yet run its full course, Consequences of his
decision and the assassination contime to unfold, and his own "tragic
education” wili not be completed urtil the last act, Only then will it
be clear that the turning point was passed in the third act,
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.. - Caesar’s: : Aanappropriste title for the Third Phase, In .

the firs: two-phases Caesar hes seemed subordinete to Brutus in emphasis
and interest, but-he:also is ainceived in-tragic terms: in the classical
sense, in that he seems to be given some responsibility for his destruction;
and in the medieval sense~-the fall of a great man from prosperity.

But his “spirit’ ‘has not been killed; Brutus has not succeeded in what
hetook his aim to-be, I lives to become Caesar's avenger,

THIRD PHASE: THE REVENGE OF CAESAR

In the Third Phase the theme of division is continued and intensified:
the division of civil war, and the division within the opposed forces:
the quarreling of the triumvirate, the more bitter dissernsion between
Brutus and Cassius,

IVv=3 {"There is a tide in the affairs of men, . . ")

The bickering of Antony, Octavius, and Lepidus in IV-1 geems
important only as anticipating the later war between Octavius and Antony,
knowledge of which most of Shakespeare's audiences carried into the
theater with them and the subject of course of Shakespeare's Ant
and Cleopatra, The quarrel Letween Cassius and Brutus in IV~
is contintiour with IV-2) is of much greater interest,

We have not seen Brutus since he left the pulpit in the Forum,
and he was not present to witness the destruction of his reputation by
Antony., In this scene he is shown struggling still to maintain his own
conception of the fatal act: "Did not great Julius bleed for justice'
sake?” ‘The passion aroused in him by Cassius' willing ness to condone
gella's taking bribes ™ has its source in the fearful reality: the

gsacrifice’ has issued not in liberty but in corruption, Even Cassius,

the foremost of his fellow corspirators in Brutus! heart, has been accused
of having "ar itching palm," His sense of outrage is understandable,

] lesser mortals may feel more comfortable with Cagsiug!
pragmatic acceptance of human frajlty than with Brutus' self-righteous-
ness {"For I am armed so strong in honesty''). We may sympathize
with Cassius' shock~-Brutus® language is intolerable ("Away, slight
man!) --and now begin to feel him closer to our common hunanity that

2rutus:

' "Brutus hath rived my heart,
A friend should bear his friend's infirmities,
But Brutus makes mine greater than they are, "'

The first words we heard Cassius utter in Act I brought the charge of
& failure in love against Brutus, Then we could not be sure of his sin~
cerity, Here our doubts begin to disappear: the Cassius of Caesar's
"lean and hungry look” peeds Brutus' love, needs the purely personal

At
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loyalty that Erutus with rationslistic facility danied in the case of
Caesar. And, significsriiy, it is when Cassius offers Brutus his dagger
and makes the conneciion explicit that Brutus recovers himself and the
rift begins to hesi:

"Strike a5 thou didst st Caesar; for I know
When thoi: didst hate himworst, thou lovedst him better
Than ever thou lovedst Cassius, "

The quarrel ends, Its effect has been to redeem Cassius in our
eyes for his vuidir, even pathetic, humanity, By contrast, the steic
calm with which %mtua reports the suicide of Portia seems superhuman,
even repeliant, a:i¥. Cagsius perhaps feels it: "I have ag much of this
in art as you, / But yet my nature could not bear i so, " And Brutus:
"Well, to our work alive, . S

The quarrel scene in nc way advances the main action of the drama,
ks function is rather to give us deeper insight into the characters off
the two men, It rehabilitates the character of Cassius, sc that we may
feel a human grief at his end when it comes; wheresas it may a little
widen the distance between us and Brutus, so that at his end what we may
feel most strongly is the irony of his heroic fate, a purely intellectual
awareness,

ot

The main action is now resumed and moves to its end in a continuous
sweep that i8 ag indifferent to scene breaks as it is regardless cf time
and geography (the scene of both of the tinal acts in Asia Minor).

For the third time in the play Brutus vetoes the counsel of Cassius
--their armies will take the initiative, march on Philippi, Brutus'
argument is in part, and characteristically, philosophical:

"There ig a tide in the affairs of men -
Which, taken at the flood, leads on to fortune;
Omitted, all the voyage of their life

Is bound in shailcws and in miseries, "

The tide image stands for the forces in history that seem impersonal,
A1l depends upon detecting the direction of their movement, Are toney
at flow or at ebb? The individual will must try to act in concurrence
with, not in cpposition to, the tide's motion, But "tide" is only a metaphor;
tider can be measured, the movements of history cannot be, All depends
really upon the construction men put upon things, and seldom can they

be: construed correctly, We are back at the center of the tragic idea,

What really governs fate? The Ghost ofChésar?  lttooisa kind of metaphor,
a metaphor for the mystery et the heart of things, -appearing only to
promise, enigmatically, ancther appearance at Philippi,
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V ("--and then the end is known')

Under the pressure of events and the knowledge they bring with them,
Cassius undergoes change: his old activist's confidence in the power of
the itdividual will ("the fault, dear Brutus, . ¢} now has begun to give
way t0 an awareness of the possible truth of " that do :
but stiil he will “meet all perils very constantly,” He and Brutus, so
closely linked throughout the drama, take formal leave of each other knowing
that the course of the dzy’s business is cut of their hands,

"But it sufficeth that the day will end,
And then the end is kmown,

The keyrote of the fighting itself is confusion, quite different from
the orderly movement of tides, which man can measure, Cassius! "
suicide is caused by false report, 'hateful Error, Melancholy's child,
but his last words suggest that what seem:s error is really serving the
"justice' of Caesar's revenge, Thst too may be only illusion, Titinfus
dies beside Cassius with the tragic cry, 'Alas, thou hast misconstrued
everything," and the sword by which he dies has killed first Caesar
and then Cassius, And as Brutus nears his end the only comfort he can
find is that men have been true to him, True, "Ceessr, now be still,

But Brutus, whose honor Shakespeare at times as well as Antony
has subjected to a process of ironic erosion, is at the end given the
generous soldier's tribute, '

"This was the noblest Roman of them all,
All the conspirators, save only he _
Did that they did in envy of great Caesar;
He, only in a general honest thought
and common good to all, made one of them,
Hig life was gentle, and the elements

. So mixed in him that Nature might stand up
And say to all the world, 'This was & man’,

"O, what a fall was there, my ccuntrymen, '

SUMMARY

'Y

(The Play and the Classroom)

“Tertative Thiniing"

” ;I‘he matiﬁ eml'gh,asis of th? fore tiéxg examinatigixn:f Julius Caesar
8 been on the play’e ambiguily a e correspon ambivalence

of car sttitudes toward the chief characters: we at once admire Brutus
for his idealistic selflessness of purpose anc deplore the faulta of

Judgment that seem inseparable from it; we deplore Cassius' exploitation
of Brutus! honor and yet feel our human bond with him in his need for
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Brutus! love. Such contradictions are central to the play's meaning,
Students should be led to discover them for themselves, At first many
of them undoubtedly will view the various characters with un-
qualified admiration or unqualified condemrnation, They will-~-and
should be encouraged to do go at first--argue sharrly opposed black-
and-white views, They will feel that all questions shouiG have clear-
cut "right" answers. As they move through the pley, however, they
can be led to see that some of the moat important human and literary
questions can have only specuiative answers, They should come to
understand the validity of the tentative, The matural tendency of the
mind toward a unitary narrowness may be overcome, It is i this way
that education in tragedy liberalizes and matures,

Scott Fitzgerald: "--the test of a first ~-rate intelligence is the
ability to hold two opposed ideas in the mind at the same time, and
still retain the ability to function” ("The Crack-up'),

"Tra :ed 1

A literary education requires some understanding of mades or genres,
Some genres can be defined in terms of form o structure--or instance,
"Petrarchan sonnet”': so many lines with a fixed pattern of rhyme.

Others are characterized in large part in terms of subject and the
way in which it is treated, They cause more difficulty, Tragedy and
comedy are modes of this kind, Students encountered the problem in
the ninth grade when they were confronted by The Merchant of Venice
-=in what sense is that narrative of love and hate in bitter conflict a
comedy? Some of them may have learued then that there must e an
element of the tentative in arriving at definitions,

In the classroom, it will be useful to emphasize at the start that
"tragedy' now has a popular usage, as in for instance some pews re-
porting: "Two families were wiped out in an automobile collision early
Friday morning. The tragedy occurred on Highway 99E ten miles south
of Portland.” In this context the word disaster would be preferable.

A {ragedy is a literary work, usually in dramatic form, with certain
characteristics,

The foregoing study has identified most of them, Camstro%hg is
of course essential to the tragic mode., Unlike many tragedies, this
play hag two: one in Act III, one in Act V, where the single catastrophe
usually occurs,

The tragic victims in the play are in one way or another responsible
Zor what happens to them, and we feel that this is true in all of the most
satisfactory tragedies. There is a kind of justice in the tragic fall.
"Pragic justice,’’ however, is different from ''poetic justice.” Inthe
latter {which misuses the word ''poetic'), virtue is rewarded and vice
punighed and that is ail there is to it, Intragedy this is impossible
because tragic characters are not simply either good or bad, They are
gooi-and-bad--the usual human mixture., So we are moved to pity by




ez their fall becau se of their "gocdness’ but recognize a kind of justice in 4
= their £all because of the flaws in that goodness, Thus ambiguity {gocd- =2
= end-bad) is essential to the tragic conception, and ambivalence is a ;}
| feature of our "tragic response, " 3
= . . ?!
. Another aspect of the tragic contradiction is irony of plot, which e
5% is closely linked with the idea of the hero's responsibility, the decisions 4

he mskes, He dacides to commit an act in order to bring about a certain

s

v

5

Y

=i end, but the result of the act is the opposite of the end intended, This g
g4 is sometimes called reversal (Aristotle's peripeicia), =
_ ;ﬁ The hero's awareness, ag he nears his snd, of what has happened - 5
" E to him, sometimes including an agonized recognition of his own respon-~ : *
B sibility for it, can be thought of as tragic knowledge or the tragic education, ' 3
%;4 ,  Dbefore the nineteenth century tragedies were written only about =
s great personages,’’ With the rise of social and political democracsy, S
o the common man was granted the privilege of tragic suifering, In Shoke- E
#= speare's time he could be given only comic or satirical treatment, 5
g Shakespeare's treatment of the plebeians refiects both a political attitude 2
A of his time and a literary convention, s
. = Students can perhaps be led toward their definition of tragedy "in- %
= ductively, " 2

| A% Mpate!

"The stars' in Shakespeare is a metaphor for "fate," meaning
some imperscnal force beyond human control that always determines

wng'%\{@;:
8 e T S A
M\Y,fgj&"?}‘f}\, PN

. §EE human destiny. Its ends are mysterious, but it sometimes provides
g;; omens which might reveal the future if they couid be correctly read,
‘ %%_ " Usually they are migread or are simply not heeded,
{, There is gso much dramatic emphasis upon decision-making in the
25 face cf alternate courses of action, and the decisions lead so plainly
o to the catastrophes, that not fate but the human will seems to be the
\ E determinant of the tragic destinies in Juliugs Caesar, Yet Casgiys at i

the end dees change his mind about the 'things that do presage,’ How
did Shakespeare want us to take it? We cannot be sure,
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"Political Meaning"

In the English history plays Shakespeare'!s political position seems
unambiguous, He is a divine-right manarchist, and the depogition even
of an unworthy king like Richard II by a strong and able leader like
Bolingbroke is shown to have the evil consequences of anarchy and civil
war that result in our play from the assagsination of Caesar, which can
hardly be felt as otherwise than politically evil, Iinthe Roman plays,
however, the primary emphasis is mo2l and psychologic al rather than
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political; but discussion of the political issue-sbould by no means be

"Critical Stapdards”
"What are the identifying marks of greatness’ ia literaturs, "Who

decides ?*

Students should be expscted to find reasons for their judgmerts
{which they will all make in one way or another) within the literary wouls
itself, Ou‘xl" di;ftussion-ot the pisy may suggest ways of finding such
reasons, (o] .

The intarnal ccherence of the work as & whols, Hs end is contained
in its beginning, PFaralle] actions act as "binders : the killing of
Caesar for a purpose, the senseless killing of Cinne the poet; the
ritualistic handclasps in the orchard, the ritualistic {bloody) handshaking
by Antony in the Sepate House, Ironic contrast,

. The inl%aginative brilliance in the building of particular scenes: the

seduction scene with its two significant processional elements, the
bold theatrical effects of the aspaisination scene and of the oratorical
duel in the market place,

The subtle coraplexity of the characterizatiorn,

The way in which the whole dramatic conception chellenges the
mind: something that may as well be called intcliectual power,

The play's functional employment of language, Diction, habits
of speeich, designed to reveal character, The persistent use of argu~
mentation,

Caesar and The Merchant

Which is the better play? This question and the related onns asked
in the Introdiiction to this document deserve some class consideraticn,
if for no other reason than to give students some experience with the
difficulties encountered in practical criticism, "Critical standiards"
cannot be applied to our "cases' as rigorously--even though we have
our rules of evidence--as a civil code in & court of 1o~., Our '“verdicts"
generally must be--~azain--tentative,

Some comparisons and contrasts can, however, be illurainating,

The theme of division is compellingly present (conflict is essential
to dramatic action) in all of the plays-~tragedies, comedies, histories;
and in many of the comedies the divisions that threaten mf.ght Quite
convincingly have issued in catastrophe, Only the “comic” principle
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turns aside the threal, ~S6 it is with the:threat to.the :"comic’ harmony
contained ia the conception of the revanger Shylock, The

the comic visions contemplate the same humsn .zhos, miccompﬁe-
mmung exch athcr, give us-a'total view of'the light

of exist me. valence of sttitude toward chnracter is cluo talt

in the ° ' in which Shylock, like Cassius, inepires in us both

aympaﬁzyaudoeztmge

’I'haditfgmsesarem buthere. in concluding, the atylistic
cortrust mey beg_@msomcemphuil One would not -of course expect
the politicai: mmwmm kind of lyricism eacountered in the
last act of The M but there are other kinds of poetry and the
great tmge%a ’ s weith pessages: of pesgionate intensily, grand
excesses of:thought-and feeling cresied out.of the agonies of great souls
at moments:-of intclerably stress,. surging up aguin and again in such plays

Hamlet,%ouo. mg%&b' ‘Lear, to mame the most obvious
examp’es, By comparison, Jd*gs% r must seem the least ''poetic”

of the plays, a masterpiece of ths prosaic imsagization,
Shekespeare, after all, was not one man but niany,
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Reference in

Teacher
Version

p. 8

p. 7

p. 7

ppo 8 “10

p. 10-11

FIRST PHASE <= CAESAR AND THE SEDUCTION
OF BRUTUS

ACT 1 THROUGH ACT II, SCENE 1

1, Do Flavius and Marcellus seem to fulfill their role as
tribunes, elected guardians of the rights and privileges of the
commoners? What attitudes do they display toward the peonle?
Toward Caesar? Toward Pompey?

2, What was the commoners! attitude toward Pompey in the
past? What ig the commoners® attitude toward Caesar? Do
they seem easily swayed by the tribunes? If go, what might you
expect from them in the actions which will follow ?

3. What iz the significance of ""disrobing" the statues of Caesar?

4, Try to imagine how this scene might be set {I,1)? How do

the commoncrs drass and act? How would you arrange the people
on the e? How do the tribunes dress? How do they act and
speak? t differences do you see bstw::er the language of the
commoners and that of the tribunes? How do the commoners
make their exit? Wkat bit of humor does Shakespears introduce
in thig scene? Do you think the cobbler is more clever than
Flavius? Which one seems #:0 win the battle cf wrords?

5. What is the Lupercalia? What pelitical implication might
be geen in Caesar's desire to have an heir?

€. How can you interpret Caesar's w 88 to answer the

person who ¢ziis out his name? What warning does the sooths syer

give Caesar? What might Caesar's lack of concern indicate?

7, Brutus and Cagsius are left aicne on the st2ge, and the con-
spiracy beging with Cagsiug taking the lead, What does Cassius
say he has observed in Brutus lately? What does Cassius claim
i hig fe for Brutus? Brutus's answer provides a splendid

gpening for gius to move = little more deeply into his plan,

"Tell ame, good Brutus," he says, "can you see your face?"
Again the reply serves Cassius‘s purpose well, What does

Casgius hiat at in lines 61-67 (I,2)? What is significant in Brutus's

reply? ThatCsssius is clover is immediately apparent,

Cassius offers himself ag Srutus's mirror or gless, Where is the

ireny in this passage? What typical deception tactics does
Casgius use in li.mge 71-837? e ot

8. Sounds of the festivities reach the ears of the conspirstors.
Do you think it is too goon to call Brutus a conspirator or do

you think he is unaware cf what Cassius is doing? Brutue cleims
to love Caesar, He claims to love the name of honor more than
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p, 13

po 13 "14

pp. 14-15

p. 15
po 15"16 .

n

p. 18

he fears death, Remember these claims as the play progresses,
Do you ses what Brutus means when he says he is & man

"with himself at war"'? What are his feelings for Caesar?

For the Kepublie?

9. Cassius is a master at deception, Follow the pattern of
his thoughts as he manipulates Brutus, What'sure

winners does he employ in lines 96-105? What does he
achisve by referring to Caesar's physical infirmities ?

10, Again a flourish of trumpets reminds the two of Caesar's
growing popularity and power, Cassius continues his flattery,

The fault, dear Brutus, is not in our stars, but in ourssives,
that we are underlings, 'Brutus! and !Caesar': what should
be in that 'Caesar?' Why should that name be sounded more
than yours?' Read lines 141-167 saveral timec to savor their
complete meaning.u To what motive in Brutus does Cassius
finully appeal? cuss Cassius as you jydge him from his
words and actions up to this point in the plsy,

11, Caesar and his train return, Cassius arranges to involve
Casca in the conspiratorial conversation, How does Brutus
determine that something of irportance has transpired?

How does Caesar amalyze Cassius? How :e3 Antony view
him? Which of the two seems to be the wiser judge of human
nature? What do you think is Antony’s attitude toward Caesar?

12, When Casca, Cassius, and Brutus are alone cn the stage
once more, Casca tells the others what has transpired at the
festival, State briefly the chief events h2 relates,

13, Brutus and Casca, having arranged for a future meeting
with Cassius, depart, Alone on the stage, Cassius reveals
the next stepfin his plot, What does he reveal? Does Cassius
still feel he must exert pressure on Brutus?

14, Scene 3 of Act I can be considered as a dramatic bridge
connecting the seduction scene with the conclusion of the
conspiratorial plot in Brutue's orchard (II, 1), In this scene
the audience is, in a sense, prepared for the assassination of
Caesar, Do the disorders in the natural world seem a
gaag;ble parallel tc the disorders in the world of man?

Xp.

15, What is the thematic signficance of Cicero's comments
(I, 3, lines 33-35)?

16, How does Cassius interpret the disorders in the world of
nature?

17, Inlight of Cassius's closing remarks to Casca, how do you
view Cassius’s earlier declaration of his love for Brutus?
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18. There is a danger of oversimplifying Brutus by assuming
that he simply Jdecides to agsassinate Caesar for the good of
the Republic, There can be much speculation about the
complexity of Brutus, Consider the foliowing, Which line
in Act II, Scene 1, shows 3rutus's resolution to join the
congpirators? Which senator wants the conspirators to take
an cath? What does this tell you about this senator? Where
else in this scene did he reflect a similar attitude? In lines 10
p. 16-17 to 34 Brutus seems to be constructing a solid basis for the
decision that Caesar must die, Follow Brutus's reasoning.
Caesar may become king, and this new role might change
his nature, It iB possible that Caesar may lose his capacity
for mercy, for when a man climbs to mew heights, he tends
not to look down, Caesar, who, after all, is still a man,
may follow thispgttern, This is. Brutus's position. Does
the resl Caeser -- the Caesar Brutus knows -- indicate
that he will follow this pattern? Where does the flaw lie in
Brutus's rationalization?

19; One must not, however, overlook the struggle he reveals
p. 17 in lines 81-88, What is his feeling toward conspiracy?
Could this conflict be responsible - for his downfall?
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20, InI,1when the conspirators meet B.-uius, what does the
group discuss as soon as they enter? Why don't they come to
the point immediately? Cassius seems to have a special role

p. 17-18 in this gathering. What is it? Why do Cassius and the other
conspirators need Brutus to participate?
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21, *With a clasp of hands the conspirators are in common

agreement, and Brutus assumes the role of leader, He

immediately refuses to follow Cassius's proposal that Antony

must fall with Caesar, This is the first of three occasions
p. 19 in the play when Brutus turns aside his friendts advice.

How do their positions concerning what should or should not

be done to Antony reveal something about each one's

personality? Consider Cassius in particular, - Is Cassius

a good politician? Why? By the end of the play you will know

whose judgment of men is really more valid, Cassius's

or Brutus's, Why dces Brutus have contempt for Antony?

What does he not recognize in Antony? What similarities

do you see between Cassius and Antony?

22, The last of 11,1 concerns an interchange between Brutus
and Pertia, Portia has observed the cznspirators leave,

It is quite late, but she has beenwaiting to talk to her husband,
V/hat has been bothering her? What sort of relationship
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| 5 has existed between Srutus and Portia? What word begins to
2o appear over and over, first beiween Portia and Brutus

1 and later when Caius vigits? Pay particular attention to
lines 334-335., What future developments of the play are
foreshadowed?
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p. 21-22

23

. Decius Brutus manipulate Caesar? Do his comments about

~38-
SECOND PHASE: THE,ASSASSINATION:AND THE

- ey by

ACT II, SCENE22 THROUGH ACT IiI

23, Actll, 2, 3, 4 continue to anticipate the future, Con-
gider the connctative meaning of storm in terms of the conflicts
in thig drama, How many different storms does Shakespeare
zfliude?to by having one appear on the stage as & theatrical

ect . .

24, What dominant tvait of Caesar's character appears in
these scenes that might sgupport your first impression of
him?

25, Caesar is disturbed because Calpurnia seems to be on
edge, Wby does she agk Caesar to stay home instead of
going to the capitol? Caesar is about to follow his wife's
advicz when Decius Brutus changes his mind. How does

Calpurnia's dream change Caesar's plans? Can you see more
than one reason why Decius Brutus repeats to Caesar the
rumor earlier reported by Casce: ''The Senate has concluded
to give this day a crown to mighty Caesar''? “/hich reascn
do you think Decius Brutus really had in mind? Had Caesar
lived to be offered the crown for the fourth time, would he
have refused cnce: more? Defend your position, Had the
gonsgirators any way of knowing %hat Caesar might have

one

26, . Read I11, 1 (39-77), Does Caesar's attitude in these
passages reinforce your answer to question 24? Reread : - F
Brutus's soliloquy in the orchard (the beéginning of Act II),
Do Caesar's remarks in lines 39~77 support Brutus's
earlier speculations sbout Caesar? .

27. Considering what happens to Julius Caesar in II1, 1,
what is ironical akbout a comment he had made earlier
(line 35)? What generalization about man as the - con-
troller of hig destiny can be drawn from this irony?

28, Immediately after Caesar dies, Cinna shouts ""Liberty!
Freedom! Tyranny iz dead!" To what lines spoken earlier
in the act by Julius Caesar, does this triumphant cry coatrast?

29, How does Mark Antony react immediately after Julius
Caesar's death? What is the first thing he does? Later when he
rewurns to the esaassine, how Koes he conduct himnself?

Pay attention t¢ his manner of speech, Notice his manner

cf bearing after he has been assured of his ownsafety.

(lines 162-178), Study lines 197-224, In what way. might this
speech be considred as an overture to a shift of power in the
play? What line in the speech (lines 197-260) indicates whether
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or not he has forgiven Brutus and his followers? How
does Antony's shaking hands perallel & similxr incident -
earlier inthis play? How would you explain this as irony?

30. When Antony joins the assassins, he is quite confident --
almost to the point of boldness. How would you interpret his
speeches from lines 208 to 220 and lines 233 to 237? Pay
particular atiantion to lines 236 and 237, °

81, Cassius objects to Antony's request to speak at the funeral
ceremony, Once agsin he is overruled by Brutus, (Remember
when Brutus turned down Cassius's proposal that Antony

must fall with Caegar,) Why is Brutus not pariicularly
worried about Astay? ' :

32, The assassing leave, and Ar*ony, now alcne, reveals

in Scene I (lines 254-275) dis true feelings toward the
present state of affairs, How will he receive any explanation
Brutus offers about the killing? In a soliloquy (lines 275~
295) what future ‘does Artony predict for the assassins as well
as ail of Rome? What new aspect of the play does this
goliloquy introduce? -

33, The opening of Act ITI, 2 clearly annources the coming
battle, first in the form of orations in th:: 1aarket place and
iater in the swords on the battlefield, The Plebeians demand
satisfaction. - They want *o know why Julius Cdesar lies
murdered, Brutus is corfident of his oratorical abilities.
Read carefully Brutus's speech to his countrymen (lines 13-40),
How does he justify the act? Not’ce that he uses prose,

Vhat can you say about worde such as the following: cause,

honor, respect, wisdom, love, fortune, valor, ambitio
glory? Are 2t"ﬂe:,' ahstract or concrete? ese words

appeal to the heart or the mind? Now, look at some of

his sentence structure,

""Believe me for mine honor, and have respect °
to mine honor, that you may believe, " '

"Not that I loved Caesar less, but that I loved Rome
more,

"Had you rather Caesar were living and die all
slaves, than that Caesar were decad to live all
freemen?"

"Az Caesar loved me, I weep for him, as he
was fortunate, I rejoice in‘it,"

What rhetorical pattern makes these sentences appealing?
Does the prose suggest that Brutus wishes to appeal only to
the reason of his listeners? Does the crowd react in an
emotional or a reagonable manner. (See lines 48-52,)
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p. 26

p. 27

p. 23

p. 29

«40-

34, Now, consider Antony's speech (lines 80-113 and 129-148),
Locate areas where he appeals strictly to the emotion

{i, e., lines 11i-134), Notice the concrete words Antony

uses in describing Caesar and how he was murdered,

Vhat does: Antonyachieve by reiterating that the conspirators
(and Brutus in particular) were honorable men? What evidence
does: Antony offer to demonstrate that Caesar, while alive, - -
wag not ambitious? (Lines 95, 96, 98, 101) V/hy does

Antony refrain from reading the will immediately? How does
this maneuver strengthen his basic cbjectives for his speech?
What does he intend to accomplish through this speech?

Locate lines to support your view, What news does Antony
receive about Lepidus and Octavius? What "savage spectacle
occurs in Act IlI, 3? Can you see any reason why Shakespeare

included this gcene?

THIRD PHASE: THE REVENGE OF CAESAR
ACTIVAND V

35, As the third phase of the drama begins, we see a world
of dissension, The bickering of Antony, Octavius, and Lepidus
does not seem important to the action of the play. It fore-
shadows, perhaps, the eventual war between Antony and
Octavius, & matter of history with which Shakespeare's
audience was generally familiar, But the growing dissension
between Brutus and Cassius, although not advancing the
main action, is of great and immediate concern as we try

to understand the characters of these two men. . What is

the immediate cause of the quarrel between Brutus and Cassgius?
Brutus says, ''Did not great Julius bleed for justice' sake?"
Could he, pcrhpps, be questioning his cwn motives in the
assassination as he accuses Cassgius of dishonor? Or is

he convinced that he was ''strong in hon-esty''? What do
you think of Brutus's attitude toward Cassius? How does
Cassius react to Brutus's treatment? Very early in the
play Cassius declared his love for Brutus, Doyou.” Tfeel
that he was sincere in light of what you have learned in this
scene? Consider in particular IV, 3, lines 94-118, How

do the two seem to resolve their disagreeraent? Has your
attitude foward Cass.us changed? Explain,

36, What is the purpose of having the poet enter? What is
Cassius's attitude toward the poei? Brutus's attitude?
Who shows the greater understanding of human nature?
Defend your answer,

37, Compare Cassius's attitude toweard Portia's death with
the stoical calzn which Brutus displays,
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38. For the third and final time Brutus overrules the
p. 29 counsel of Cassius, What arguments does Brutus give for
the march on Philippi?

39, Just before the appearance of Caesar's 'ghost, there is’
music and song, How waGuld the audience be affected?. Does
the ghost giva any hint of what is to occur at Philippi?
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40, The final act moves with great rapidity. Brutus and
Cagsius’ take formal leave of each other knowing that neither
will be able to conirol the events which are to come,

Cassius commits suicide, What does Titinius mean when

he says, "Alas, thou hast misconstrued everything?"

How do you react to Antony!s generous tribute to the dead
Brutus? Defend your answer, '

4], In the introduction to the play given in the Btudent Version,
a number of qua stions were suggested which you should be

able to answer now that you have completed the play, Be
prepared to discuss the issues suggested by the questions.
Perhaps your teacher will suggest panel discussions or debates,
Your understanding of the play as a whole will be greatly
enriched by the sharing of intelligent, defensible cpinions,
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Teacher Version

PLUTARCH

i, Plutarch and the Parallel Lives of the Greeks and Romans1

kg

Plutarch was born about 50 A, D, (almost a century after the assass-
ination of Julius Caesar) in a provincial Greek town seventy miles or
so nerthwest of Athens, At the time of his birth Greece had been under
the political domination of Rome for nearly two centuries and its ancient
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' @ greatness had passed into memory; but Plutarch, George Wyndham thought,
h‘; was still a patriot and his historical writing was motivated at least in @
5 part by a desire to keep the memory of the old glory alive, an impulse

BALS

of "romantic" nostalgia,

He was a teacher of Greek rhetoric and as such traveled in the Greek
and Roman world as lecturer, It was as teacher--he was also on some
sort of political mission, ''the great business™ of the following quotation
~~that he made his one visit to Rome, vhere, however, as he himself

A
” e
NN
T T
iy

a1
v Py
T (m.i%

v
B

. i rd
5, gy&gﬂgﬁ

subject by engaging in arguments with Roman friends over the political

issues of the Rome of Caesar's era, Most of the Lives, however, were

written in his Greek birthplace, the "poor little town" as he called it,
where he remained 'willingly iest it should become less, " .

g;i tells us, ‘
i "I had no leisure to study and exercise the Latin :

‘ % tongue, as well for the great business I had then i

. to do, as also to satisfy tnem that came to learn 4
% philcsophy of me, ' :

£z . 3

,:5_; In Rome nevertheless he did the major research for the Lives, gathering %
£ material "out of divers books and authorities, " and probably adding ;
5 further to his knowledge and understanding of his still controversial 3
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The Parallel Lives as we have them consist of twenty-three pairs,
a Greek and a Roman political hero in each pair, and most of the pairs

.
N
EhY

N
XA

ﬁ”, followed by a comparative discussion, the Greek figure in Wyndham's
“ opinion usually coming off better, It is a scheme probably unique in
7 historical and biographical literature, Spencer!s edition and our geizctions

ey

drawn from it are of course misleading in that the Greek paraliel is in
each instance ignored, In the original, Caesar is linked with Alexander,
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Marcus Brutus with Dion, Antonius with Demetrius, and Coriolanus
3 i with Socrates' friend Alcibiades,
B *The standard encyclopedias give brief accounts of Plutarc'rix's life 3
and work, George Wyndham's long essay, ''Ne:tu's Plutarch,” ori- ,;Je
: ginally prepared as an introduction to an editica of North but reprinted b
o in his Esgays in Remantic Literature (London, 1918) is a much more .
. A2 thorough ireatment of Pluiarch, North, the Liveg, an¢ Shakespeare'c %{i
= use of them, The present discussion is greatly indekted to Wyndhain, &
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2, Sir Tnumas North's Plutarch

4. The work of a translator is generally a thankless task, but North's

Englishing” of Flutarch has had accep’ance as a classic in its own
right, The second son of a minor aristocrat, North was born about
1535 (roughly thirty years before Shakespeare), and, after studying at
Cambridge and Lincoln's Inn, he made: a career of letters, He was given
a command 28 Captain at the time of the Armada, was knighted about
1591 (Shakespeare then beginning his apprenticeship in the theater),
and spent his last years in Cambridge, He lived long enough to have
been able tc see a production of Shakespeare's Julius Caesar in London
(there was nc edition of the play before the 1623 Folio), but there is of
course no evidence that he did,

In view of the reputation of his translation it is to the modern reader

and interesting curiosity that North's Plutarch is not in literal fact fact
a translation of Plutairch, but instead a translation of a French
translation of the Greek writer (it is probable that North had very little
Greek). The French translator was a Renaissance humanist named
Jacques Amyot, whose version of the Lives appeared in 1559, twenty
years before the 1579 publicaticn of North's English version, Working
at a time when Greek classics were difficult to come by in western Europe
and knowledge of Greek itself still comparatively rare, Amyot was a
careful scholar, his translation generally sound, and his French at
once graceful and idiomatic,

North's transiation of Amyot is faithful, Wyndham testifying that

"I do not believe there are a score of passages through-
out nis 1175 folio pages in which he impairs the sense of

his original,

Furthermore, even North's prose cadences apparently were matched

to the rhythms of Amyot's French--"Sentence for sertence and rhythm
for rhythm, " Wyndhamn writes, ''in all the great passages Norths

style is essentially Amyot's." Usually such devotion in a translation

is disastrous; but North was saved by his feeling for the homely or racy
English word or phrase, so that the result ag a whole is a vigorous example

of Elizabethan prose, the language of which obviously earned Shakespeare's
admiration,

We shall, however, read North generally as if he were actually
Plutarch, The Lives make good reading, and in the classroom should
be allowed to inspire their own narrative interest, They are also a kind
of history, and so make an occasion for raiging some questions about
the nature of historical, as different from imaginaiive, writing, Finally,
reading them after a study of Shakespeare's play offers 2n opportunity
for a new kind of literary study for high schoo! students: the comparison
of two versions of the same story, the one narrative-historical ard the
other dramatic, through which students may be brought to a better
understanding of how the creative imagination works,

Turn first to the question of history,
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2 3. Plutarch as Historian

L Viewed from the perspective of modern historiography, Plutarch's
: Lives may not seem very much like "history" as it is now understcod,

el 4

The development in the last century or so ¢f techniques of scientific
rigor in the gathering and interpretation of evidence, revisions in the
concept of historical causation involving among cther things a shift of
emphasis from historical personalities to underlying longp~renge impersonal
forces or movements, the elimination from historical writing of moral
judgmentg and, so far as possible, the personal political bias of the
aistorian®, would seem to discourage our thinking of Plutarch as an
historian, Plutarch himself, in the preface to the parallel studies of
Alexander und Caesar, warns against taking his work as history even

as it was then understood--"my intent," he writes there, "is not to
write histories but only lives™-and the remarks that follow seem to
indicate that his primary intention was moral: he would try to bring to
life the careers of political and military leaders caught up in the tensions
and conflicts of great historical events, revealing at once their nobility
and their fiaws and mistakes of judgment, in order to inspire emulation
of their virtue and a wise prudence through contemplation of their errors,
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We may be iustified, however, in at least modifying his disclaimer.,
Firat of all, his work is exclusively devoted to actors in a political ]
drama: there are no studies of the great Greek and Roman philosophers,
dram:}!tists, or sculptors, In the second place, his great men were not
only “caught up in" the events that give them their importance, they
were in a very real sense influencing the course of those events, The
Parallel Lives as a whole have as their underlying subject the destinies
not only of men but the destinies as well of two great political states
ana empires; inbroad terms they trace the rise and tragic decline of
Plutarch's native Greece set in contrast with Republican Rome undergoing
constitutional transformation through its phase of military expansion
(Greece one of its victims) until finally the Republic becomes Empire,
The political history is seen of course in terms of the histories cf indi-
vidual men; but whether they are thought of zs acting or being acted upon,
men are the stuff of which history is made, and the history of Rome in the
last century before Christ is as inconceivable without Sulla and Marius
and Pompey and Caesar and Brutus as is the history of Nazi Germany
without Hindenburg and Hitler and Goebbels and Goering.
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Two features especially of Plutarch's work allow us to charactetize
it as historical in nature: (A) his concern with fact and the verification
of fact, the recearch upon which it was based; and (B) the theoretical
perspective from which the facts are viewed, A third, the moralist
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@ Prot, F. B, Artz, inthe Pretace to his history of France
. (Reaction and Revolution, 1814-1832, New York and London, 1934):
3 "Bacl of this oook lie certain assumptions, Among these is my Liberal
. point of v%reyg, which I have tried to minimize but which 1 have not attempted
to concea
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concern, makes the Lives "impure" history from the modern point

of view; but this may lead only to the wry observation that the scientific

bias of the modern historical monograph has in a sense dehumanized,
which is to say, sterilized, history, The "humsanized" history of
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Plutarch offers itself as an ideal introduction tothe wubject for young

students, .

A, Psact and the Verification of Fact

Plutarch obvicusly takes delight, as in reading him we do, in the

At v LA T AR s S A sl At e

TR

assembling and reporting of facts for the great interest they have in their
own right, Often they constitute a kind of social history, reconstructing
as they do at once the habits and manners of a past age and the way of
life of a particular man of that age, The interest such facts generate is
not unlike the interest we find in many novels, and one modern editor of
Plutarch observes that his work was popular in the 16th century in part

because there were then no great novels and it filled thai gap (when

S B R AIEE Y XY TS - By

novels came into being in the 18th century their authors often called them

"histories" and made claims for théir "truth’'), So, Plutarch's

"characterization'" of Julius Caesar:

"He had always a secretary with him in his coach, who
did still write as he went by the way, and a soldier be~
hind him that carried his sword, He made such speed the
first time he came from Rome, when he had his office,
that in eight days he came to the river of Rhone. He
was so excellent a rider of horse from his youth that,
holding his hands behind him, he would gallop his horse
upon the spur, Inhis wars in Gaul he did further exer-
cise hirmself to indite letters as he rode by the way,

and did occupv two secretaries at once with as much as
they could write; and (as Oppius writeth) more than two
at a time, " '

The parenthetical ''as Oppius writeth” is Plutarch's version
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of the documentary footnote; and he often reports contradictions among

his authorities without, in the lack of evidence that would allow final

verification, attempting a resoltuion, a restraint imposed by his histor-
ical conscience, Thus he follows one report of Calpurnia's dream the

night before the agsassination with this cautionary statement:

"Others also deny that she had any such dream; as, amongst
other, Titus Livius writeth that it was in this sort: the
Senate having set upon the top of Caesar's house. « » @
certain pinnacle, Calpurnia dreamed that she saw it broken
down and that she thought she lamented and wept for it, In-
somuch that, Caesar rising in the morning, she prayed hirg
if it were possible not to go out of the doors that day, . ««

37n the first report, "she dreamed that Caesar was slain,” In
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Livy, the Roman historian born fifteen years before Caesar!e assassination
and therefore much closer to the events in question than Plutarch, was
respectable enough as an authority, but Plutarch was content to leave

hig version in balance, He is openly uneasy, however, in dealing with

a near-legendary. figure like Theseus (paired with Romulus in the Parallel
Lives): in this case the matter is 'full of suspicion and doubt, being
dellvered us by poets and tragedy malcers, sometimes without truth and
likelihood, and always without certainty,” So much for feigning poets,

. The factual concern is clear, On the other hand, Plutarch identifies
his sources only occasionally, and when he does they are not always
written sources; he is often contemt with heresay evidence (for example,
stories he had heard his grandfather tell); and he himself is sometimes
inconsistent, as when in the ''"Caesar' it is Decius Brutus who keeps
Antogius out of the Senate-house at the time of the killing, whereas in
the "Brutus" that chore falls to Trebonius,
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B, The Historical Perspective
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Plutarch's theoretical perspective could not be easily deduced from
the short selections we are reading, and indeed generally he is contert -
to let the underlying significance 8imply e:uerge from his narratives
as they unfold. There are, however, enough political generalizations
and judgments scattered throughout the Lives as a whole to allow a
formulation of his position, In our reconstruction here we shzall rely
heavily upon George Wyndham's summary,

- Like the anti-Caesar party a century before his time, the Greek
Plutarch was against hereditary monarchies, but he believed in strong
rule and favored constitutional republics chiefly because he thought that
in them the man "born to rule" was most likely to be given official
rank, "It is essential,” Wyndham writes in interpretation, "‘that the
few, who are fit, shafl direct and govern the many, who are not, If
authority be impaired, whether by incompetence in the few or through
jealousy of the many, then must disaster follow,™ -~  ..-
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In the "Lycurgus" this principle is figured in the image of a horse and

its rider, the horse representing the many, therider the political
authority, the image itself giving metaphorical significance to Plutarch's
praise of Caesar's actual horsemanship, Inthe same "Life" he indicates
his agreement with Lycurgus that the city~-state should rot seek to dominate
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Shakespearc's version (-2, 11, 80f,) she saw Caesar’s gtatue ''run
pure blood," The revision provides a dramatic parallel with Pompey's
statue, which Artony says 'all the while ran blood" at the time of the
assasgsination, The playwrigat is less interested in'fact than in dramatic
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other principalities, ohserving, in North's langusge, that "the felicity
of a city, as of a private man, consisted chiefly in the exercise of virtue,
and the unity of the inbabitants thereof," This anti-imperialist bias,
however, was tempered by a rational objectivity of judgment, so that

he was able to conclude, a3 Wyndham says, 'that the rule of Rome was
at last necessary for the rational and just government of the world,

So also with Plutarch's treatment of Caesar, Hig sympathy is
nearly ail with Brutus, although it is perhaps his admiration for Brutus!
moral integrity rather than any doctrinaire republicanism that determined
this i'x'lclination. He is, however, unambiguous in his condemnation of
tyranny'' of Caesar's life dictatorship, and neax the end of his

the
"Life" Plutarch writes:

Caesar died at aix-and-fifty years of age. . « So he

reaped no other fruit of all his reign and dominion, which
he had so vebemently desired all his life and pursued with
such extreme danger, but 2 vain name only and a superficial
glory that procured him the envy aad hatred of his country.

Yet his admiration of Caesar's courage, self-control, and fitness for
rule I8 as clear as his esteem for Brutus® virtue;- and, having brought

to conclusion the parallel lives of Brutus and the Greek Dion, in the
comparison of the two that follows he finds greater justice in Dicn's
cause against Dionysius than in that of Brutus against Caesar, Diony-
sius, he says, "owned himself a tyrant, and vexed Sicily with a thousand
oppressions’; whereas

Caesar's power and government, when it came to be estab-
lished, did indeed much hurt at his first emrie and beginning
unto those that did resist him; but afterwards there never
followed any tyrannical nor cruel act, but contrarily, it
seemed that he was a merciful Physician whom God had or-
dained of special grace to be Governor of the Empire of Rome,
and to set all things again at quiet stay, the whic!a required
the counsel and anthority of an absolute Prince, "

So Plutarch after all seems to be working in the spirit at least of the
modern historian Prof, Artz, who tried to "minimize" his bias without

attempting to conceal it (see footnote 2),

The moral evaluations in the Lives are often hardiy se?arable from
the political judgmenta, and indeed it is clear that Plutarch's ideal
homo politicus is one in whom power is wedded to virtue, [ie was, however,
enough of a political reilist 1o recognize and accept the fact that there

*“Compare the conclusion of the modern historian M, Rostovizeff,
who writes that, given the circumstances, ''the only possible expe-
dient" for Rome "was a constitution based on the military power of
an individual-~in other words, a system of monarchy was inevitable,
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may be crucial moments when, given the aim of a particular political
actilon, the rule of expediency may, and perhaps evin ought to, take
precedence over all other considerations, So it scems, at least. in

the passage in which he condemns Brutus for his decisions about the pro~
posed assassination of Antonius and the reading of Caesar's will:

Then Antonius thinking good his testament should be read
openly, and aiso that his body should be honourably buried
and not in hugger-mugger, lest the people might thereby
take occasion to be worse offended if they did otherwige,
Cassius stoutly spake against it, But Brutus went with <he
motics, and agreed unto it, Wherein it seemeth hie
commitied a .second fauit, For the first fault he did was
when he would not consent to his fellow conspirators that
Antonius should be slain; and therefore he was jusily ac-
cused that thereby he had saved and strengthened a strong
and grievous enemy of their conspiracy, The second fault
was when he agreed that Caesar's funerals should be as An~
torifue would have them;the which indeed marred all,

This is not piety, but a cool appraisal of pelitical reality,

4, Historian and Playwright

The fact that all but perhaps one of Shakespeare's plays were based
upon "sources" can be used to prompt some classroom discussion
of the meaning of creative originality, perhaps of some special interest
in an age in which the novel, the plots and characters of which are _nearly
always products as it seems of pure invention, is probably the dominant
literary form, The follocwing discussion will show some of the ways in
which in reshaping his material Shakespeare truly creates. An an;alogy
of the transformation of the prose narrative into the poetic drama is
of course to be found in novel-based movies like Great Expectations,
Lord Jim, High Wind ir Jamaica, Lord of the Flies, etc,

There are, as one might expect, marked differences among the
ways in which Shakespeare adapted his originals to his purposes. Ia
the great tragedies, for instance, the: source usually seems to provide
hardly more than a narrative skeleton, He allows himself much less
freedom in transforming the ''plots" of Holinshed and Plutarch into the
English historical plays and the Roman tragedies, indicating in the play-
wright a respect for more or iess established historical truth, The case
of Plutarch is somewhat special in that the clazsical historian's vision
of Roman history is shaped so emphaticaily in terms of the moral
dilemmas of its great actors and often with tragic effect; and the Lives
are often dramatic in that Plutarch repeatedly provides speeches for
his characters, Furthermore the prose of North's translation is often
racy and frequently of impressive dignity, with the result that Shakespeare
often seems to be working aimost in paraphrase, In the Roman tragedies,
then, as Derek Traversi says, ' we are conscious of dealing with what
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might almost be called a collaboration,” There should, then, be some
special interest in examining the resuits of this famous teamwork
in the classroom, '

A, It is important first to establish significant differences, the most
obvious of whichdrive from the fundamenial differences between tie
narrative and dramatic modes, One aspect of this can be thought of in
terms of the relationship between writer and  audience; and the differ-
ence can be simply stated by saying that the narrative writer tells and
the playwright presents, or shows, Plutarch stands in a direct relation-
ghip with his readers, as does, say, a college lecturer with his auclience,
Often, as in hig cornment on Brutas' two faults, he tells us in plain terms
what he thinks, in a sense doing the reader's brain work for him, Fe

18 onstage, In contrast, the playwright stands in indirect relationship
with his audience: the dramatic form itself keeps him offstage, His
lines spoken by actors must do the whole work of communica*ion, and

the members of the audience in a sense must do their own brain work,

On the other hand, in the theater one has a much keener sense of
having a direct and immediaie experience with the historical material

itself, We are there,
B, Tense: Historical Past and Dramatic Present

We are there, The historical past tense constantly emphasizes the
temporal remoteness of the events narrated, Drama, on the other
hand, employs a tense of the continucus present, The assassination is
now, and we are eye~witnesses (subject to subpoena in the criminal court),

There is a feeling of immediate and constant involvement. This is the

source of the peculiar theatrical excitement, an effect other literary forms

can only approximate, never actually procduce. The cheater is charged
with emotion, and the aesthetics of the play form is inseparable from this
excitement, The behavior of the rustic in the gallery who shouts warnings
to the villain's intended victim although perhaps unsophisticated is not
entirely inappropriate, He is there,

C. Faithfulngss to Fact

‘We have noted that in turning Plutarch's narrative into dramatic
action Shakespeare set limits to his artist's privilege of rearrangement,
but nevertheless his play is clearly the work of the artistic rather than
the historical genius, Many if not all of the events of the play are

facts'" reported by Plutarch, which taken singly seem to have suffered
little change in the transmutation: the removal by Flavius and Marullus
of the ornaments irom C}aesar's images (although in Plutar<h they are
“diadems not "scarfs'), the events of Lupercal, the portents, Portia's
voluntary wound" (why did Shakespeare suppress Plutarch's detail
of the "little razor such as barbers occupy to pare men's nails' ?),

X
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Caeso.r's hesitation about going to the Senate~house on the Ides, the killing

at the base of Pompey's statue, etc,, are all carried over, as-events,

fromw. Plutarch with little or no change, This kind of faithfulness to the
facts,'!' however, makes the Shakespearian revisions all the more

significant and instructive, 4

First and most obvious is Shakespeare's selective suppression of
a large body of biographical and historical detail in the interest of the
compression demanded by his form (the actual extent of such exclusion
is not fairly represented by our excerpts from the text, which were
- selected on the principle of close relevance to the drama), Compression
also required a bold reduction of historical time spans, as reported by ]
our editor of the play (Folger, p. x). Something more than economy is i

at work here, however: the near-juxiaposition of widely separated evenis,
causal pattern essential
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the suppression of what came between, clarifies the )
to drama, The "plotting” of history is confused, most inartistic
(the “clumsy work" of stupid life" in the phrase of Henry James)

These changes appear, however, simply as acts of selection and
abridgement and are really matters of form and emphasis more than of
substance, They do not in any important way depart from Plutarch’s :
report of the way he belived things happened, They reduce him only. 3

Shakespeare's inventions, his additons, expand Plutarch,
introducing new elements in the psychology of his characters, challenging
the audience with subtle revelations about the complex pattern of the
play's tragic development, introducing shocks of irony, making finally
a new thing out of the old familiar material,

D, Invention

A discussion of two instances of significant invention may serve
as example, to be followed by suggestions for further comparative study.

The first instance seems simple enough but is significant, Of the ;
attempt by Artemidorus to warn Caesar of the plot, Plutarch writes ;
J

oniy that Caesar took the message, F
3

but could never read it, though he many times attempted i
it, for the number of people that did salute him; but
holding it still in his hand, keeping it to himself,
went on withal into the Senate-house, 3
In Shakespeare (Iil-1, 11, 6£,) Caesar makes no attempt {0 read i
the warning: j‘g

Artemidorus: O Caesar, read mine first, for mine's a suit
That touches Caesar nearer, Read it, great Caesar,

Caesar: What touches us ourself shall be last served,
Artemidorus: Delay not, Caesar! Read it instantly!
Caesar: What, is the fellow mad?
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The invention, "What touches us ourself shall be last served, " sube

stitutes a. deliberate act of will, a public expression of political policy,

for Plutarch's accident of the preventing crowd, It makes cause inter

at once psychological and political, instead of external, accidental.

It is also an expression of selflessness, and, planted as it is by Shakespeare

so shortly before Caesar!s assassination, it casts strong doubt on the

rightness of the conspiratorial cause.. Plutarch obviously believes in ;
Caesar's qualifications for rulership, his political responsibility; but

there is. nothing 80 clear~-cut in Plutarch's account of Caesar as that 3
one line Shakespeare writes for him: "What touches us ourself shall f
be last served. '

Brutus, then, Plutarch brietly reports the agony of Brutus' inner :
conflict: .

Now Brutus, (who knew very well that for his sake all
the noblest, valiantest, ana most courageous men of
Rome did venture their lives) weighing with himself

the greatness of the danger, when he was out of his house
he did so frame and fashion his countenance and looks :
that no man could discern that he had anything to i
trouble his mind, But when night came that he was
in his own house, then he was clean changed, For, either ;
care did wake him against his will when he would have 1
slept, or else oftentimes-of himself he fell into such

deep thoughts of this enterprise. . . that his wife,

lying by him, found that there was some marvellous great
matter that troubled his mind, . « » '

B '_-.,155 ,A’-mﬂ, Loe DA T
RELTAIN ::-».g.;u..»." ’ -

~=and then Plutarch is off on the problem of Portia's anxiety. Beyond ;
this there is no real psychological probing of Brutus in Plutarch; the :
action from this point on to the assassination is swiftly narrated, and 3
of Brutus' funeral oration he says only that "'when Brutus began to 3

speak, they gave him quiet audience, Howbeit, immediately after,

)

they showed that they were not all contented with the murder” (in the
"[ife" of Brutus there is no . mention of Antony's oration),

bt

The soliloquies in the orchard, then, and Brutus' speeches first

\Sc_'&{ T ¥ e il >
T R ety
-
it

to the conspirators and then {o the populace, the whole tortured ration=- :
@; alization of the murder both before and after the act, are Shakespearian g
i inventions, Our ‘guide” to the play has shown how these speeches add ;
ng" - the related themes of self-deception znd semantic evasion to the theme g
; of Brutus' honor; this in effect introduces into the chain of tragic causation ;
glj a personal moral or psychological flaw not present in Plutarch, producing i
& anambivalence in our attitude toward Brutus and allowing us to see a 1

tragic justice in his destruction. The accourt of Plutarch is written
in tragic vein, but it is conceived primarily in political rather than
psychoiogical terms, and its effect on the reader is much less ambivalent,
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E, Other Suggestions for Comparison

2,
i

Such examples as the foregoing may serve as suggestions of ways
of leading high school students toward some understanding of the simi-
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larities and differences bétween Shakespeare's intention arnd Plutarch's,
the differences in effect between dramatic and narrative art, literature
and history, ete, It will be a new kind of experience for tenth-graders,
and they should be encouraged to make their own comparative discoveries,
A few other of the more obvious opportunities for parallel study,

amplified in the Student Version, may be briefly identified here,

i (koA i
1 PSIIRY o P

1, Plutarch, *'Caesar,” paragraph 10--"it was better to die
once, etc, "

IR LA RO,

Shakespeare, 1I-2, 11, 33f, -«"Cowards die many times before ;
their death, , . ,"

What is the effect of Shakespeare's addition of the generalized statemerd
about cowards and the "valiant'? Of the fatalistic conclusion of the speech?
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2. Plutarch, "Caesar," paragraph 16--"I like not his pale looks
. f.ﬂ; As for th'c')se fat men and smooth~-combed heads, I never reckon E
ocritnem, , o «

A

Shakespeare, 1~2, 11, 169-221-<"Let me have men about me that
arefat, « o o

Note that in neither instance in the remarks reported by Plu.arch 4
is Caesar speaking to Antonius, and that in the seccnd it is a response 3
to a warning that Antonius is dangerous, Can studeats find ways of justi-
fying such tampering with the "facts'? What is the effect of Shakespeare's
expansgion?

3. Plutarch, ''Caesar,' paragraph 18--"The Ides of Mazch be ;

n v 1 2 1 E
come, So be they," softly answered the soothsayer, 'but yet they 3
are not past, " '

S{UNSSTEN

Shakespeare, IlI-1, 11, 1-2--""The Ides of March are come, "
"Ay, Caesar, but not gone, "

Very close paraphrase, What is the effect of Shakespeare's com=~
pression of the soothsayer's response?

4, Plutarch, "Caesar,' paragraph 27--"Brutus and his confederates
o o o called to the people to defend their liberty, « '« «

Shakespeare, II-1, 84-120--"Et tu, Erute? Then fall Caesar,"
"Liberty! Freedom! Tyranny is dead!"

In Plutarch the call to the people seems spontaneous, and, imbedded
as it is in a long summarizing sentence, is given no special emphasis,
Shakespeare transfers the '‘call" from the market place to the scene
of the crime, makes the first use of it follow immediately upon the
agsassination, and emphasizes it through repetition, Does it have the
effect of a public relations scheme? Students may make these discoveries
for theraselves and should diccuss the reasons for the changes.
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5, Plutarch, "Bﬁztus, " paragraph 7--Cassiug and his friends
draw Brutus into thé conspiracy. , , o

Sh‘akespearé, 1-3, 11, 160-171--"0, he gits high in ail the people’s

hearis, , .-."; amd I-2, 11, 36-55--"~-poor Brutus, with himself at
war, ./ Forgets itz shows of love to other.men,”- . -

‘What 1§ the effect, in Shakespear;e, .of the speech he wrote for Cassius,

"Three parts of him is ours aiready, " etc, ?

- In Plutarch-the reason for the estr#ngem&rf betweeir Brutus and
Cassius is the latiter's rancor caused by Caesar’s having given Brutus

- . the first Praetorship, himself the second, Shakespeare changes it to

Brutus' withdrawal into himself under the stress of ''passions of some

difference,” The peity jealousy is eliminated, Shakespeare's reasons?

Other changes?

caned Cinna. s 0o @
Shakespeare, III-3 entire, ''Tear him for his bad verses,"

8, Plutarch, 'Brutus," paragraph 20--"But there was a poet

What reascns can students find for Shakespeare's expansion of
Brutus' one-paragraph anecdote into a whole scene? ‘What is the effect
of "Tesr him for his bad verses’? :

7. Piutarch, "Brutus,” paragraph 23--quarrel of Brutus and
Cassius over the bribery of Pella,

Shakespeare, IV-3, passim,

Shakespeare!s great quarrel scene is discussed in the Teacher
Version to Julius Caesar, The chief difference from Plutarch is in the
strong emphasis on the persoml feelingd Cassius, Effect?

8. Plutarch, "Marcus Antonius,” paragraph 5--Antonius "made
a funeral ovation in commendation of Caesar, . ¢ o'

Shakespeare, III-2, 1, 80 to scene-end,

Plutarch does not bring the two funeral orations into any coherent
relationship, making rio reference to Antonius? orztion in the "Life .

of Brutus (see paragraphs 14 and 15) and none to Brutus® speech in the

"Life" of Antonius,. Shakespeare's great scene probably represents
his boldest imaginative re-ordering of the Plutarch material,

¥, Conclusion

"History" in the sense of what happened is life itself in its totality,
confused, cften appareatly chaotic, seeming to drift without direction,
or with only the ''direction’ of the obscure motives of men working
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crosa-yurpqs_es., Written history makes the 'a,ttemp,f to find é mttern,
some 'nd of order, inthe confused appearances of life, but without
violating the facts, without redésigning the events as they are krawn, -

-Literature also irapsses an order upon the chaos of life, but is wncerned, -

in doing g0, 1éss.with the "ruth" of facts than with imaginative truths

- about the whole meariing of human ésperience, The truth of the poet
need not be called & "higher’ truth than the truth of the historian, .

The truth of the poet and the truth of the historian support sn¢ inform

~each other, .and together constitute two of the richest sources of human
enlightenwent, - _ N AR

This perhaps is the ultimate significance of the "collaboration -

" between Plutarch the historian ana espeare the poet,

>

QUESTIONS FOR DISCUSSION

A, Plutarch's History

1, Read the selection from Plutarch’s "Life" of Caesar,. What
qualities does Caegar have that support the idea that he was a great
political leader? What is your impression of Plutarch's attitude to-
ward Caesar? What passages in Plutarch's essay can you refer to in
support of your answers?

2;" Read the selection from the 'Life” of Brutus, What passages
would d};ou use.to defend the view that Brutus was acting nobly in joining
with Cassius and the other conspirators? What do you think is Plutarch’s
view? Is he ever critical of him? '

-3, Read the short selection from the "Life" of Marcus Antonius,
How does his character compare with that of Caesar? Of Brutus?

- Of Cassiug? On the basis of what you have read, who of the four do

you think was best qualified for political leadership?

. . 4 On the besis of your reading of Plutarch, what would you say
history” is? The preceding questions have had to do with interpretation

and judgment, Do you think they are proper questions for historians

to try to answer? Do you think you have been operating as historians

in trying to answer them?

5, Re~- read paragraph 6 in the "Life" of Caesar. Why doss
Plutarch insert in parentheses, "ae Oppius writeth'? Re-read para-
graph 19 in the same "Life," Why does Plutarch give two versions of
Calpurnia's dream without saying which he thinks is right? What do
these questions suggest further about the writing of history? Do you think
written history necessarily involves uncertainty? Why, do you think?

6. Re~read paragraphs 8 and @ inthe "Life” of Caesar, Do they
desl with cauges? Causes of what? Is the problem of causes important
in the study of history? Why do you think so?
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7, Re-read paragraph 10 inthe "Life" of Marcus Brutus, Consider
cspecially the sentence, ''But when night came that he was in his own
house, then he was cican changed,” and the sentence following, How
could Plutarch have known #iis? Do you think such statements should
be offered as history? In the light of your answer, what is your view

- of Plutarch as historian? -

8, Re-read 'éarag:éph 18 inthe "Life' of Mercus Brutus, Re-
- membher that after one of his {riumphs Pompey the Great had had his
own statue set up in the Forum, and that Caesar later fought and d_ereated

o

Pompey, . . ) _ . A

Whizt do you think of Plutarchis "manifest procfs’ that it was - -
not chance but “the ordinance of some. god that made this treason to

"
dooady

=
P

gLt
Cﬁ?

be executed specially in this piace™? .

S

5%
R

2. Epicurus, referred to in the second half of the same paragraph,

~ was a Greek-philosopher who developed an atoraic theory of the universe,

~ did not believe that the motions of the stars were controlled by the gods,
and attacked superstition, Can you tell from Plutarch's account of '
Cassius! asking the aid cf Pompey's statue, following as it does rpon
the historian®s proofs’ of the 'ordinance of some god," whether

- Plutarch subscribed to the principles of Epicurus? Is Plutarch pessing
judgment on Cassius in this paragreph? If you think so, what is his

judgment?

10, If you were going to write a history of, say, the Presidential
election of 1964, upon what kinds of evidence would you base it? V/hat
questions about it would you, as historian, try to answer? What uncer=~
tainties might you encounter in performing this task?
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B, Plutarch ard Shakespeare

. 1,. Re-read paragraph 13 in'the "Life” of Brutus and compare
it with the conspirators! debate on the problem in Julius Caesar, II-1,
i1, 165-201, How do the reasons for killing Antony summarized by
Plutarch differ from those advanced by Cassius in the play? Note that
Cassius® speech inthe piay is much less detailed and explicit than Plutarch!s
summary? Why do you think Shakespeare boiled it down in this way?

: On the other hand, Brutus! sﬁeech against killing Antony is a con~
siderable expansion of Plutarch’s report, What iy the general effect
of the expansgion? ‘

The lines beginning, "Let us be sacrificers, but not butchers,
Cassius,  have no equivalent in Plutarch, What is Shakespeare's
purpose in making this addition? Do you think the playwright is justified
in thus-going beyond the reported facts? Explain your answer,

2. Re-read paragraph 18 in the "'Life" of Brutus, Is there any
doubt about Plutarch's view of Brutus! "faults” (mistakes)? Brutus
takes the same two positions in the play. Do you think Shakespeare wants
us to see them as clearly mistakes? Can you be sure?
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3. What kind of relationship do you feel you have, as reader,
with the author Plutarch? How do you-feel gbwf; your relationship with

. the author Shakespeare? .

. Plutarch. "teils” us about something, Shakespeare shows us what |
seems to be the same thing, What are the differences in effect of the
two ways of communicating? S SR :

. 4, Re-read the last sentence of paragraph 10 in the "Life' of -

Caesar, thenthe corresponding passage in the play (II-2, 11, 33f.).

How do the two passages differ in style?. What is the difference of the -
" two in their effect on you? : : : T
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5. Compare Plutarch!s description in the "Life". of Caesar of
what follows the asgassination in paragraphs 26 and 27 with Shakespeare's
version in II-1, 11, 84-133, Discuss, again, the differences of effect. .

Tt
(I
S ma."s

-
£,

€ Re-read paragraph 5 in the "Life'' of Marcus Antonius, which
is Plutarch's description of Antony's funeral oration, Compare it with
the oration Shakespeare wrote for Antony., VWhat differences-in content
and otherwise do you find? How would you account for them? - '

3 7, Re«read paragraph 9 in the "Life" of Marcus Antonius, How
T does Plutarch's account of Antonius! reception of the severed head and
kand of Cicero affect you? Why do you think Shakespeare chose not to
work such an incident into the play? :

8, On the basis of your speeulations on the preceding questions,
try to draw some conclusions about the differences between historical

biography and drama, . :
Do you think it is ugeful to try to understard such differences?

,\
i

Why or why not?
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Teacher Version

AUTOBIOGRAPHY

. Looking back on one's childhood may be 2 means of understanding
what one is today "Phe chilst is father of the man, . said Wordsworth;

and recently Sean O' Faolain found the same idea a fzttmg conclusion for .

his automography "'If once the boy within us ceases to speak to the
man who enfolds }um the shape of life is broken and there is, literaily,
no more to be gaid, " K, as these imaginative writers believe, . the -
child within determines the shape of the self,. it is through a return to
childheod memories that the aduit can defme himself and his existence

"as an individual, Of this View, Dylan Thomas isan eloquent spokesman .

in his Poem in October''s

- And-there could I marvel my birthday
Away but the weather turned around, And the true
. Joy of theIong~dead child sang burmng
In the sun
It was my thirtieth
. Year to heaven stood there then in the summer noon
Though the town below lay leaved with October klood,
9 may my heart's truth
Still be sung
On this high hill in a year?s turning,

To discover the "heart's truth” is the underlying purpose of

- every autobiography- worthy of the name, The seriousness with which
the autobiographer, as distinct from the memoirist or reminiscer,
approaches his work may be illustrated both by anciefit and modern
preoccupations with the self as a svbject of inquiry. Although the older
examples of introspective autobiography are likely to study the growth
of the self -in relation to God, the more modern are inclined to an egaally
religious search for the authentic self and its destiny, - From The

- Confesgions of St, Augustine to.The Prelude of Wordsworth is less a
jump than it seems, In both zccounts, external events are selected

. according to the writer!s religious view of his own existence, But no
autobiography would be possible without some sense of the self as a
definite form, That is why the very young are seldom fitted to write
fully developed autobiography: they have not discovered their own
potentxahtzes, let alone chosen which ones they will develop, Yet it

is not necessary for peOple to be old before they make parables out

of their lives, -Indeed, it iz becoming increasingly common for auto~
biographies to be wntte'm in middle age, at a time when people tend to
take stock of themselves and look back over the rocad they have come,
And given the possibility of still changing his life, the n:iddle-aged
autobiographer may use the writing of his life as a means of self-explor-
ation; his life-story may well take on a more marked urgexncy than one
written by a man near to the end of his life and seemmgly beyond much
real pogsibility of change,

Perhaps here we have a clue to the kind of creative activity that
consists in writing an autobiography., If it is not the mere recalling
of the past that makes autobiography an effective means of self-discovery,
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what ig it? The artistic discipline involved in creating a mearﬁngfﬁl
pattern from the flux of life helps also to create an identity for the in~

-dividual who writes his autobiography, - In discovering the point of view

that selects his memories, the writer discovers himself; His first

- task a3 an autébiographer, then, is to identify and make explicit this

point of view by which alone his personality makes itself apparent
both to himself and to his readers, . : S

-

" Thus poirl't of view becomes e{rery"thing in éutobiography. Events--

- have no intrinsic importance, no matter how earth~shaking, for personality

holds the stage and selects without caprice the happenings that have,
meaning S the individual who tells his story, A child will certainly be
more emotionally affected by what happens in his immediate family

"circle than by what happens on the international scene, and an auto-

biography of childhood must give more room to a mother's death than.
to the explosion of the first atomic homb, ,

And it is point of view that determines not only the selection of incidents
in an autobiography but their presentation, Depending, for example,
on whether the writer views his life as the growth of a sensibility or
the growth of an intellect, his autobiography will approach either the
form of a novel or the form of a history., These are the extremes
between which every autobiography is destined to move, Both chronicle
and interpretation require the objentivity of the historian; to convey

- the feel of an experience requires the art of the novelist, Considering

the age of the students, however, it has seemed more profitable to
choose autobiographies that tell a story, rather than those that trace
intellectual or spiritual commitment and development, As Keats noted
in one of his letters, the life of sensation precedes the life of thought,

" and the genius of many good autobingraphies has been to preserve the

values of this childhood existence, But what the child or young person
could not fully undersiand, the adyut looks back upon in.order toc under="

‘stand, Hence, in recreating early experiences, autobiographers wish

both to represent the childhood view and to comprehend its significance
in the light of their more developed destinies, The raw materials of
sensation are transmuted into thought, while preserving much of the
first sensuous impact, : :

This recreation of experience causes the art of autobiography to
touch the art of the novel, Indeed, some autobiographies, such as Laurie
Leels, have a richness of sensuous detail that brings us close to an
autobiographical novel such as Tolstoy's, excerpis from which we have
inciuded here., Nevertheless, the structure of a novel is basically
different from the structure of autobiographical sketches such as Laurie
Lee's and Mary McCarthy's, Even when a novel is as close as possible
to the author!s life, it is dominated by an imaginative pattern, Tolstoy,
for example, in his own life lost his mother when he was a year and a
half old; in his autobicgraphical novel, however, he represents his
mother as living until he i8 considerably older, Evidently, in writing
his novel he felt a need to show as conscious experiences both the
possession and the loss of 2 mother’s iove, Although memory itself
may be incomplete, & novel must be complete, Thus the novelist must
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% recreate forgotten conversations; he must dramatize everything in such
=3 a way as to give a sense of an eternal present, even though the tense
gﬁ . is past, The autobiography, on the other hand, no maiter how vividly
e - it recreaies the past, "does so6 with the gense of looking back at an
& - experience that cannot, in the nature of things, be relived but only re-
£ called, In short, autcbiography is distinct from the novel in its re-
=) lationship to objective reality, Instead of having an imaginative pattern
&2 - in the form of a plot, it takes as its narrative plan.the actual life of

an individual, R} cannot alter this life without becoming fiction; hence.
. one limitation on the autobiographer is a given body of Tact, out of which
- .he creates formi, L ' _ T . -

AN

R

, But assuming, that autobiography is-the interpretation of a life by

one who is in possession of all the facts, how does it differ from '
biography? The answer is that for conveying immediacy of experience,
nothing can take the place of the person involved in it, What every
dramatist and every novelist who uses first~person narrative knows,

is also the secret of autobiography., In general, autobicgraphy is a richer
form of art than biography, When a person sets out to formuiate his

TG

3

W,

o life, his creative capacities are as important as his intellectual grasp, .
=y It may be that biography does not provide the same stimulus to the creative
£ understanding because the subject of a biography is usually beyond the

% power of the biographer to affect by his writing, whereas autcbiocgraphy
£y is itself enmeshed in the life of the writer, Perhaps the secret of

%% Boswell's great Life of Johnson is that it is as much the autobiography

5 of Boewell as the biography of Samuel Johnson, As a form-giving

§r’ activity, avtobiography takes precedence over biography, demanding

&«sfl as it does a reconciling of the external appearances of a life~~-its collision
= with reality--and the internal or subjective experience, which may even
E% take a path quite apart from the public value of the autcpiographerts

life, The quotation from Einstein that closes this unit aptly states
the difference between the inner life of a man and the outer effects, -

. And only the individual himself can be the authority on the realities of
this inner life, No matter how much research a biographer has done,
he cannot get inside the skin of his subject, The autobiographer's
authority is, then, absolute, and this is why the list of notable auto-
biographies will always exceed the list of notable biographies,

Now a word or two about the selections themselves, They begin
with the very foundations of existence; that is, the needs of the indivi-
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oy dual for things outside himself, These selections are a reminder that &
no one is self-sufficiernt but dependent in some degree on other peogie, é§
g From the need for love, so amply supplied in Laurie Lee's boyhood, k-
we move first to the unsatisfied needs of Frank O'Connor for a reeality B
to correspond with his fantasy world, 2ad then to the lack of love that .
¥ 53\} Mary McCarthy endured in childhood, The order of these selections is i

roughly one of difficulty, so that in each division of the unit, the last ' g
selection may be omitted for less advanced students, . -
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From childhood needs, we pass to some descriptions of the learning
process, beginning with the most recognizable kind of learning~~that
which is done in school~-and proceeding to aitistic learning as depicted
in Elizabeth Bowen's description of her dancing classes, Finally, this
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section ends with the kind of learning and that comneg through suffering,
Arthur Koestler!s early traumatic experiences and loneiiness provide
him with his first spiritual lessons, .

y -
V\d

The third section touches on some phasea of the transition from ;
childbnod to maturity, First, three short déscriptions from Tolstoy's . . .. %

. autoblographicsn’ novsl reflect the changing quality of experience as & Tl z
- child becomes & youth, Secondly, an account by Lincoln Steffens of ‘ c s
his experiences with the Stute Legislature portrays a child's dawning . -

awareness of yoms of the defects of the adult world, of the difference

o
13
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§3§ : between appearance and reality, between the civics textbook and the -
. B ' -statehouse, Then a further selection from Tolstoy serves as a telling z
&y commentary on & young person‘s religious experiences. We close with . = )
&= 2 brief pasasage from Einstein on the inner and outer life=-~one-of the primary
g:z aspects of existence explored by autobiography, L

-,Zﬁ?jj;

It is hoped that from reading these selections the students will come
1o see that their own lives are the stuff of autobiography, Writing about

24

; their own memorieg can provide them with a first=hand experience of

& artistic creation, If they can see that a life is more than a chronicle

§ of events, they will have at their disposal a never=ending scurce of raw

% materials for writing, What the study of biography canno' do for students
3 =-that is, inspire them with the creative potentialities of their own mem-~ _ il
% ories~-autobiography can do, This is why we have devoted an entire
= unit to this type of literature, '

;é% II, - NEEDS, SATISFIE.» AND UNSATISFIED ;
fﬁa 1. Laurie Lee, 'The Kitchen, " in The Edge of Day (some passages of ’
‘o - dialogue omitted because of difficulties in dlalect.)

§gg . Nostalgia i8 clearly the inspiration of Laurie Lee's re=creation of his

B childhood in the West of England. Although the sensuous vividness of the )
g’s writing reminds one of an autobiographical novel, it is clear that the writer's )
i point of view excludes the dramatic development of action that is needed
& to make a novel move, Instead, Laurie Lee is evoking typical experiences
2 with no particular dramatic function in a line of plot,
- STUDY QUESTIONS .
% 1, Why does Laurie Lee atill dream of this untidy past life of his child-
) hood? Can you account for the pleasure that he takes in recalling a not g
ﬁéf I very progperous way of iife? . ' _ _ 3
P 2, Compare this kind of childhood with that of the child who has been 2
?gig- given every so-called advantage, Do good gchools, plenty of food, and i
B plenty of privacy=-~ail the things that might be considered advantages * K
geigg ~=necessarily provide a better environment for a poet to grow in? :;f
) 3, Is this account of daily life in the kitchen arrenged in any particular &

i order? ~= After the introductory explanation of the family situation and
i & brief deascription of the kitchen, the events of a typical day are des~
cribed, beginning with waking up in the morning and ending with cieep at night,
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4, What does Laurie Les mean by saying that they never felt overcrowded

in the kitchen, 'being as separate 3 notes in a scale”? What are the
implications of this comparigson? =~ Thc family forms a harmony, -
compoesed of separate ndividuals, "They both.keép their individuality
and form a family, o B . A

5. Consider the one-paragraph description of the kitchen: what prevents
it from being just a list of objects in a room? -What is the untidiness

of the room made to represent? =~ Leels view of the room unifies the
description, He is describing a room whose untidiness suggests life
at.its most untidy but also at its most rich for the imagination,

6. What metaphor is used in the descripﬁon of the kitchen to convey its
effect on the imagination? Why is it apprcpriate? -~ The metaphor of
the sea suggests the life of the imagination, . '

7, Can yéu describe the prevailing mood of this selection? Is there

- any connection between this mood and the way Lee describes his past life?

Why does he not simply summarize what happened, instead of :giving

-such a detailed description? -~ Nostalgia demands a re-creation of

experience,

8, - Does this selection sound like part of a novel? How does it differ
from a novel? -=- Bits of dialogue (some of which have beer omitted),
as well as vivid description, help this piece to sound something like

-an excerpt from a novel, but the emphasis on the typical rather than on

dramatic development distinguishes it from a novel,

9, A writer must 2lways be faced with the choice of what to describe in
detail and what to mention as merely one element in & situation, For
example, find the reference to Laurie Lee's drawing of pictures in the
evening, .How much detail is there? Now read the paragraph (p, 13

of teis unit) from Toisiny's autobiographical novel in which he describes
a similar evening roone with the family, Why has Tolstoy given us
these details? Wlhat difference does it make in the focus? You might
compara focusing with a camera: if you focus on something in the fore-
ground, the background will be blurred, What is Laurie Lee's focus

as compared with Tolstoy’s? -~ Lee is focusing on the total scene;
hence his own acticn is a relatively minor detail in the scene, Tolstoy -

" ig focusing on himself; the other elements are in the background,

10, Laurie Lee does not limit his description to visual details, Find -
examples of other sense impressions that he uses to give you a sense
of his experience, '

WRITING ASSIGNMENT

a, Describe a childhood gcene in which you play a major part and one
in which you play a minor part, When you are playing 2 minor part,
what is your focus in your description? Or describe an object ina
room or in nature that stands out from its background, and one which

forms part of the scena,
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b, Reler back to Laurie Leefs one~paragraph description of his kiftchen
and then write a description of your favorite room in your house, Try
:g describe it in such a way as to let the reader share your feeling for

e room,

2, Frank O'Connor, "Christmas,"” from An Only Child

Again, a novelist's eye is suggested by the style of this autobiography,

but it is not so nostalgic in point of view, and hence not so lush in style,
O'Connor is also a little more detached in his view of his past, whereas
Lee was concerned mainly with evocation,

STUDY QUESTIONS

¥, What ig dramatic about ihe way this selection opens? -~ Since
Christmas is supposed to be a happy time, there is some shock value in
saying that it was always the worst time of the year,

2. What does O'Connor mean by saying "I was the season of imagination,

My trouble was that I already had more than my share of imagination" ?
-= The dream world he belieral inwas intensified by the Christmas
magazines, Unfortunately, the realities of his life kept breaking the
beautiful illusion, '

3. How does the incident of washing his hands and face in snow act as’
one illusiration of the general theme of the story? =~ The romance
of snow is dimmed by the robust realism of his father,

4. Inthis reference to the meaning of snow to the young Frank O*Connor,
now does the adult view of the writer play a part? -- O'Connor discusses
the important symbolic meaning of the snow in contrast with the candles,
fires, and windows, '

9. Find other indications that this account is written by an aduit looking
back on childhood experiences, -- References to "years later” and "I
later discovered' make the adult view explicit, though the whole style
implies an adult's rather than a child's view,

6. Compare this selection with the one by Laurie Lee, What similarities
and differences can you find? Consider particularly the point of view,

-~ See the note in 5, ahove, Does it seem more humorous or more sad?
Which dominates O'Conner's account? -- The humor dominates, but there
ig still a little pathos, ,

1
7 -

WRITING ASSIGNMENGS'S

-1, Can you recall a childhood disappointment,  some conflict between

what you expected and what came, a corflict between imagination and
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. reality? Describe this incident, How does it now appear to you? :

s 2, Every family has certain castoms or ceremonies that are attached
1 to special occasions, O'Connor mentione Christmas customs that
probably strike you as strange. Write an account of how you usually
r spend Christmas or any other special occasions, making particular

2 mention of traditional family customs,

3. Mary McCarthy, "A Tin Butterfly," from Memories of a Catholic
Girlhood

X STUDY QUESTIONS

1, What seems wrong with the house where Niary McCarthy lived as
a child? I is described in the third paragraph as "simply a crude box,
in which to stow furniture, and lives, like a warehouse,

AN Ae ]
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2, Why does Mary go to bed after her beating, “with a crazy sense of
- inner victory, like a saint's” ? In what sense had she played the part
"~ of a saint, or imagined that che had?

3. Whe'n Mary, protesting her innocence in the theft of the butterfly,
says, ' He can't punish me, Aunt Margaret,” what view of the world
does she hold? Is she right?

] 4, How is Mary McCarthy's later knowledge about the adventure of the

) tin butterfly used to give the story a dramatic completeness? Would you
-1 have guspected that Uncle Myers was the culprit anyway, without the later
revelation by Preston? -- Although one nmaturally suspects Uncle Myers,

i the confirming of one's ‘suspicions at the end of the story seems to

. complete the story,

WRITING ASSIGKMENTS

1, ., From reading these selections, can you decide whzt o childis
most important need is? Write a few paragraphs giving reasons for your
statementa and illustrating them with examples, :

2..Choose sonie trivial incident or, object that was important to you as
a-child and describe it in such a way as to show the reader how importiant
it was to you, Counsider what Mary McCarthy does with the painted tin
butterfly, which, «s she says, had no intringic.value, . . .
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I, LEARNING

1, Winston Churchill, "School Days," from A Roving Commission
STUDY QUESTIONS

1. What conflict is there between Churchillls interests and the demands
of his?school? Do you think that this conflict ultimately did him any.

2, What is Churchili's tene as he says, ''We were considered such dunces
that we could learn only English"?

3, - Read again Churchill!s summary statement about his education at
Harrow. 1 can only record the fact that, no doubt through my own
shortcomings, I was an exception. . . » » Also I should have got to know
my father, which would have been a _joy to me", Do you think there is
any connection between his inability to learn academic subjects and his
lack of accepiance at home?

4, Can you.aee what qualities of the young Churchill would later make
him a great leader? How are these qualities illustrated in his anecdotes?

5, Now consider Churchill's fondness for battle metaphors, Find
examples in this selection and say what this taste indicates about his

view of life,

6., Why do you think Churchill said "Most of the boys were happy, and
many fouhd in its classrooms and upon its playing fields the greatest
distinction they have ever known in life,” Is it "sour grapes"? Is he
justifying his own failure %t school in the light of his later success in life?
Or is he saying that as = preparation for life, school procedures have
serious shortcomingc? Can you tell from the tone of the paragraph

just exactly what meaning he intends the reader to take from the statement?

7. Vhat did Churchill think an education should consist of? Was he
serious about this, or speaking tongue in cheek? How do you know?

WRITING ASSIGNMENTS

1. Churchill describes his experience with mathematics in a htimorous
and vivid way, Could you do the same for some subject that you disiike?
Try to do this in a page or two. If you admit, as Churchill does, thet

this is & purely personal point of view, you have a better chance of winzing
your reader's sympathy than if you simply denounce in general terms.

2, What are the Gualities that make a great ieader? Do you think Churchill
achieved his position of leadership because of his schooling, or in spite of
it? Cive reasons and examples to support your ideas,
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2, Elizabeth Bowen, "Dancing in Baylight," from Seven Winters:
Memories of a Dublin Girlhood

STUDY QUESTIONS

1, What ig the significance of the title? hat kind of atmosphere is
suggazted by dancing in daylight? Consider the statement "The sun
was mac‘e theatrical and unlikely by the pertinacinus drumming of the
piano,"” «- Elizabeth Bowen sees something sc ai 'ange about dancing
in daylight that everything becomes slightly unres.”

2, What contrast is there between the dancing teacher and her pupils?
Are you made to see how she might feel despair? -~ She is an artist;
the pupils are clumsy oafs by comparison,

3. What is mistaken in the governess's view that Elizabeth Bowen could

-- It was quite beyond Elizabeth's power to waltz well by trying hence
she describes her moment of success as occurring as if "a spring
released itself in my inside, "

4, How do the portraits of Mavis and Paula G, and of Fergus play a
part in the writer's creation of an atmesphere? -~ These children also
seem a little theatrical and unreal,

5, How does lsarning an art such as dancing differ from the learning done
at schosl? Dcees Elizabetin Bowen give a clue to a possible difference
when ske tells how one day she could suddenly waltz? -~ In any artistic
activity, success seems partly at least to depend on some release from
conscious contrcl, But of course a great deal of preparation may have
made this moment of success possible,

WRITING ASSIGNMENT

1, Describe an experience of learning some activity or skill such as
painting, singing, writing,dancing,skiing, swimming, or surf boarding,
Try to convey the atmosphere of one particular moment of learning,
whether a succesgsful or an unsuccessful one, .

waltz if she tried? Why does the author comment ''How little she knew''?
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3. Koestler, "Ahor snd Babc" and "The:Hour Glass,” from Arrow
" inthe Blue: “an Autobiography

STUDY QUESTIONS

1, Could you mistake this selection for a piece from a novel? -~ No,
Koestler is too clearly looking back at the facts of his past life,

2. What does Koestler mean by saying, ''It was as if I had falien
through a manhole, into a dark underground world of archaic brutality" ?
-= A torture chamber, literally, The horror of threatening experiences,

3. How do Ahor and Babo dramatize the childhood experiences that
Koestler describes? -- These invented terms symbolize the opposites
that loom so large in the child’s world, and an attempt to reduce them
to manageable size,

4. How does Koestler go beyond mere reminscing to show the significance
of childhood experiences? Find references to the connections between

early experiences and his later life,

5., What does the hour glass symboiize for Koestler? -~ The ephemeral -
character of pleasure

6, Why does the sight of snowflakes soothe the young Koestler as he
is on his way to the hospital? -~ He feels himself a part of nature and
can therefore accept whatever comes, The snow can also symbolize
a shutting-out of reality,

7. How can unpleasant or frightening experiences be instructive?
What does Koestler learn from his terrifying experiences? From his

loneliness ? .

8. You have now had examples of three kinds of learning ~~ learning in
the school-room, learning an artistic activity, and learning by suffering
-=Can you see any common purpose in all these kinds of learning? -~ All
help to shape the individual, Though creating a work of art may seem

to be shaping other materials, it also helps to shape the individual who

creates the work,

WRITING ASSIGNMENTS

1, Choose an incident of fear or loneliness in your own life and show
its posaible value as teaching you something,

2, Do you have 2 Baron in the Bog method of hélping yourself in situations
of difficulty? Describe it, iniventing a nome for your procedure if you
ikave not alreudy given it a name,
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GROWINGU‘P

Tolstoy selections from dhood, Boyhood, Youth

IV.

a VHow I Prepare for the Examination”
STUDY Qt'n-‘;s&"lbns o

1, What dataﬂa help to cmzvey the sense that atudymg for exams may
bevery. difficnlt? What would your-own list of distractions be? Write

a paragraph describing your feelings a8 you try to study amid distractions
that come mainly from your own day-dreams.

2, Is. there any relationship, do: you think, behyeen Tolstoy’s day-
dreaming and his becoming & novelist? 1I1sthere any difference hetween

* the ordinary day-dreamer who will never do.anything creative and one
- who: wﬂlusa his dreams to create aomething? S

b. "IAm Grown Up"
STUDY QUESTIONS

1, In spite of the differences between this young man's experience and

an Americaa boy's in the 1960's, can you find any elements of the des-
cription that strike you as familiar? ¥low ou explain these similarities
between growing up as a Russian boy of the early nineteenth century

and. growmg up as an Amezrican boy qbqut 150 years. later?

2, Why does-the boy who tella the ntory{ have to buy the same things
that his older brother, Volodya, bought when he entered the university?

3. Of course, in Tolstoy's account of growing up, we have a contrast
between the person he would like to be~that is, a poised young man of
the world--and the person he actually is. What details are used to
ﬂlustrate the incomploteneu of his transition to adulthood?

4 Ja the;'ef : mdication that thu account; mmt written by a boy but

by.an adult? What chenmmfmdthtjonmthatthgwﬂtermt

finished with this: partictlarstage of growiag-up? == The writer's:

deiachment and bumor are. imwc,!; inm fdsﬁﬂ- such.ss the boy's

mmm have.someone see him -"'in thet dazzling state, " with hie new
or,

5, How doss ore moment of this whole experience lead to the next?
Has the writer made the order of events convincing?
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WRITING ASSIGNMENTS

1. Do you netice any difference in style between this selection and the
nreceding ones? 1t might help you to understand the difference if you
realize that the Tolstoy passages are from an autobiographical novel,
not:a straight autobicgraphy, Although this novel is based on Tolstoy's
own life;, he does not have to confinetl elf to the facts but can use
his-imagination to inver! forgotten details ar create experiences that he
feels his story demands, Try to turn some incident from your own life
into-a short piece of antobiographical fiction by portraying yourseli,
i‘i.i:t %‘s %ou actually were in the situation, but as the person you would

e to be,

2, Tadke the incident in which the boy smokes his pipe: how does this
rather commonplace incident become interesting? e person might

sum it up in & sentence: "I tried smoking for the first time and felt

sick, t does Tolstey do to enable you 0 share the experience?

Now take some equally ordinary experience and maks it interestingto -,
a reader by showing it as if you were the first person in the world to have
this experience,

¢, ''The Return Home"
STUDY QUESTIONS

1, If everything is 60 much the same in the old house, why have the
rooms grown smaller and lower? Which is emphasized here, the actual
appearance of the rooms or the way they look to the boy who returns
after a long absence? ~=- The boy's point of view is the focus of attention
in the description, which exists only to convey his state of mind,

WRITING ASSIGNMENT

’ oG
The relationship of & person to a place is a changing one, especially
noticeable if the person goes away for some time and then returns,
Have you had a: similar experience of coming back to a place and finding
it physically unchanged but different because you have changed? Write
en account of this exparience in such a way that the reader will under~
stand the chenge that occured in you,
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2, . Lincoln Steffens, A Painter and a Page,' from The Autobiography
of Lincoln Steffens,

STUDY QUESTIONS

1, I 18 a far cry from @ picture of the mud flais of the American River

to the State Capitol, How docs Steffens unify the two main scenes of this
ipter? What is he trying to do? How succsssful do you think le was?

«= This should open up the question of the relation between form und subject,
Stetfens needas the incident of the painter to illusirate his response

to the political situstion he okserves, The twd parts of the chapter

are not brought directly irto relation until the final lines, but then the

wholé chapter assumes a unity of form and effect, A full understanding

of his feelings about the political situation cannot be achieved until the

point of the painting incident is clearly spprehended,

2. Both the painting and the political sections of this chapter can be said
to deal with & basic confiict or contrast, What is it? -~ Basically, the
contrast between appeeraace and reality. This perception can be seen
as one of the faciors invo ved in the transformation of the child to the
adult, part of the procest of 'growingup,"

3. What difference ia thiarz in the two incidents? -« In the painting
section, the bgauty in thy: scene ic accepted and understood. In the
political section, Steffens cannot understand why no one else can see
the "besuty" in the actions of the Johnsone,

4, In the last paragraph Steffens asks a question whick he does not
snawer, What question is he asking? Why doesn't he answer it? Can
you anawer the questior ?

5, Why did Steffens lay the question aside? -- He is, after all, still

a young boy. Awizenedis of such questions is plenty of growing up to do,
When older and more experienced, he will come hack to a question which
is too difficult for him ncw,

WRITING ASSIGNMENT

g |

Steffens states thit his experience with the way politics really worked
was 2 ''mevelation” anda "revolution," Write a chapter from your own
autobiography in whica you describe a similar experience which had a

permenent efféct on you,
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3. Tolstoy, - "Confession'
STUDY QUESTIONS

Why does Tolstoy describe the appearance of each member of the
hou%ebold a8 He or she comes out of the room for saying confessions?
-= Since it is a very private matter, there is no other indication of what
went on in the confeassion room, except the appearance of the people
as they come out,

2, The boy in the story is always very concerned about his appearance,
Why does he say, "I should have liked to chang: my exterior, just as

I thought all my interior had béen cha es it have anything to

do rith létting thé world know how he has cha ? Consider his eagerness
to be admired by the cab driver after the visit to the monastery.

3. Inthe scene of the visit to the monastery, what do details of the frosty
moming and the aged cab contribute to the adventure?

. Why is the priest's room described in such detail? -- We see it
through the boy's eyes,, We dre taken right into the situation with him,

5. How much of the boy's motive in going to the second confession
seems to you to be a religious one? Consider, for example, hie speculations
about what the priest will think of him,

6. What contrast is there between what the boy thinks the cab driver

is thinking of him and what the man is actuslly thinking as revealed by

the remark “Just the thing for gentlefolks"? ~- Of course the cab driver
- is il that all this concern for the soul is a luxury that only the rich

can afford, -

7. Does the conclusion of this incident seem appropriate or inappropriate
to the character of the boy? Is there any contradiction between his

desire for & pure soitl, as illustrated by his double confession, and his
anger at not havln%;tnew suit to wear to church? Do you think that he

is unusual in his 8 of feeling, or is this fairly common to the young?

WRITING ASSIGNMENT

Have you ever done something, thinking to make a fine impression,
only to find your action has the opposite effect? Write an account of your
. oxg:gience. being careful to let the resder understand why your intemtion
failed,
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V. CONCLUSION

Einstein's Self-Portrait from Out cf My Later Years

STUDY QUESTIONS

1, What difference batween the outer life of a person and the inner is

. suggested here? Would the existence of an immer life provide a good
reason for wﬁﬁn&:{x autoblography, gince no one else can know it?
==Only the indivi knows sbout his own inner life and hence only he
can write sbout it, and Ly writing, discover it more fully,

2, Iixplain the last sentence: how can solitudz become delicicus?

Does Einstein mean physical solitude or some other kind? -~ Every
individual is alone; by discovering his solitary state, he also discovers
his individuality, - :

WRITING ASSIGNMENTS

1, Does Einstein seem to be denying the value of autobiography? If
80, he is expressing only his own view, Vrite either & defense of auto~
biographical writing or 8 criticism of it,

. & Of the peoplc whose lives you have glimpséd here, Einstein is the
only scientist, In what ways are hic reactions to the circumstances of
his life different from the others? Would {tou say this is generally
true of scientists as opposed to writers? If 8o, can you explain it?

.........




