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 ABSTRACT

This thesis deals w1th Shakespeare S treatment of the
Fool and Folly in 1 Henry IV, As You lee It, Twelfth

__g_t and Klng Lear.

It aims to 1dent1fy the "natural",and the "1ntellectual"
components in the characters Sf the fools, and to analyse
the function of these components injthe:plays,

Sir -John Falstaff in 1 Henry'IV is an instance of a

-"natural" fool, while the characters of the other plays under‘
discussion (Touchstone in As You Like It Feste. in Twelfth .

NightA and Lear's Fool In King Lear ‘are examples of the
"intellectual” (and Hence melancholy) types.

Drawing on the authorlty of Enid Welsford and C.L.Barber
especially, we argue that all_these figures of entertainment
(whether they appear in a play of the historical, comic or
tragic'genre§ pose a serious criticism of society according

' to the models of Erasmus' In Praise of Fdlly.'The mad fool,

inhabiting a still madder society, actually serves as a
touchstone whereby that society may discover the way

back to a natural harmony that it has abused. Despite

this potentially redemptive function as social "exorcist"
however, we may conclude that the fool himself is an outsider
in the world of the play whose end,vif not actually tragic,
is most of the time, sad.



RESUMO

Esta tese versa.SObre'alguémvempregado,:durante a
Idade Média) como Palhago quevtinha por'obrigagao, enter—-
ter as- pessoas e Algo que nos parega rldlculo. ‘“

Esta dlssertagao visa 1dent1f1car os. componentes
"naturals e "intelectuais" nos carateres destes bobos, e
analizar a funcdo destes componentes nas. obras. ' |

- "Sir" John Falstaff em 1 Henry IV & um examplo de

bobo "natural", enquanto as personagens das outraS‘pegas
discutidas (Touchstone em As You Like It, Feste em Twelfth

Night e Lear's Fool em. King Lear) constituem examplos dos
tipos "intelectuais" (e, por 1sso, melancollcos) ' '
Baseados em Enid Welsford e C.L. Barber, especial-
mente, argumentamos que todas estas;figuras’de entertimento
(quer aparegam em obras do generb histdérico, cdmico ou

tragico) impoeém severas criticas da sociedade de acordo com

os modelos da obra de Eramus In Pralse of Folly.

0 maluco ou louco ’ conv1vendo numa 5001edade_ainda
mais insana, serve realmente como norma péla.qual aquela
sociedade podera descobrir o caminho para uma harmonia
natural, que tem sido até entao desrespeitada. Apesar desta
funcao altamente redentadora como "exorcista" social,
podemos concluir que o bobo é em alheio as mundo das pegas
e que cujo final, se nao tragico realmente, & na maioria

das vezes triste.
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CHAPTER ONE
INTRODUCTORY

Statement of Problem:

As a point of departure,lour,diséertation takes

‘Theseus' statement in A Midsummer Night's Dream:  "The

vlunatic, thé lover and the poét/ Aie of imagination all - -
compact."l That ié to say the poe£ (and.presumably Shakes;
peare is inclﬁding himself here) is often held to be mad

. by his contemporaries - but conversely, those ﬁho appear
to be mad, may also (like the éoet) be inspired truth-
tellers. In this category, we find the fool, the object

of our study.

We will examine 1 Henry IV, As You Like It, Twelfth

Night and King Lear with special attention to the theme

which all of them have in common: the fool and his folly.
It is the fool's function, socially and in the drama,
"to juggle with words until eVerything, often including the

2 Yet those scholars

truth, is upside down and inside out.”
of the subject who derive from the Cambridge School of
Classical'Anthfopology might be called Laingian in the
sense that they do not see the fool's madness as a real .
disease, but a form of social cfiticism. According to
Enid Welsford,bthe fool is an |

all licensed critic who éoints ou£ to otheré thel

dangerous possibility of a reversal of position

between the wise man and the fool. The fool sug-
gests that there is ambiguity in the words wisdom

e .y
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. and folly .Here he is hlntlng at thoughts
'~ which are v1tally congected w1th the central
theme. of the tragedy | v
ofThe subject of the fool's knowledge is the folly
of Mankind, and dramatlcally 1t is the fool s role to purge

spdrious wise“men-of the pomp051ty and false.w1sdom.

It was Deriderius Erasmus van Rotterdam, the_Dutch_.~

humanist, who in his Praise of Folly (1509f‘laidvthe
foundation forythis_yiew of the~fool.'Erasmus_suggests
that‘folly evokes folly in order“to raise folly: it is

on the one hand, the exorcist and, on the other, the
objeot_exorsized. As purgative,: folly is synonomous w1th
the instinct to play, found in chlldren and fools, while
as-a.thing exorcizea, it is rather a fixation,ban inflex-
ibility in character.

We will entertain sevral primary questions in this
thesis and will attempt to find answers for them in our
conclusions. How is it possible for the fool to dramatically
fﬁnction outside of comedy, in plays of a historical and
tragic genre (Henry IV and King Lear)? What sort of con-
trasts and similarities de we find in the operatlon of folly.
in the four plays to'be examined? What is the fundamehtal
difference between. the natural fool whom Enid Welsford des-
oribes, and the intellectual court—fool whom we find
elsewhere? How does the fool use logicalvinversion-and
the device of the disgoise to achieve his catharic aim?
Finally, however, We_must'ask why (even in comedy itself)

purgation is often shown to be incomplete. The fool is
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‘ OEteh'demohstrafea‘to>be é cOusin to fhé‘meldncholy‘
,'ﬁan.énd pfesented as a1érOtypiéél ﬁamiet.AHoﬁ'does this
»élemént of_déspair, alienatioﬁ,and'éarcasm enter'the'
character of a‘figuré Who the néiVé féadef,supposes

is merely there to make us laugh? .
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~ Review of Previous Criticism

A Three maln schools of cr1t1c1sm w1ll be dlscussed

here, hav1ng in mind a hlstory play w1th a comlc sub-
‘plot, two: comedles and one tragedy o v
. The first one is the so-called 'new cr1t1c' school

The critic of .this school accepts the plece of work

as it is, putting aside judgements based on biography
and historical background. He is much more concerned'
with the play's language and it's imagery. Norman
Holland in The Shakespearean ImaginatiOn{;Says»thatd_

"any real appreciation of the play'involves understanding .
all of it, both story and poetry, more properly, story
as poetry." » \

For the study of King Lear, we made use of the
tpsychological school' in order to isolate the psycho- -
logical or psychoanalitical Viewpoints concerning the
play under discussion. It was A.C. Bradley who made
this school predominant, in giving empha51s to the
'character analysis' technique. He was followed by
Freud and his psychoanalysis; Nowadays , however, the
Laingzan 'existenial phenomenonological' critics, upon
whom our dissertation turns, are also called Laingain.

‘These  'anthropological' critics concentrate their
works on the elements of social ritual in. the drama
and, especially, on the Fool. Mrs.Enid Welsford author
of The Fool: Social and Literary History, C.L.Barbet's

Shakespeare's Festive Comedy and Glennys McMullen s

The Fool as Entertainer and Satirist are the main flgures

of this school.

The Critics

The first critic to be analyzed is Mrs.Welsford

who in her book The Fool: His Social and Literary History,
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(1935),'drawsfa clear"picture of:the'foolvas a figure.ofrtheo

o Ellzabethan drama and as a soc1al Lord of Mlsrule. According .

'to her, fools range from the more natural to the more 1ntellectual,
-and as the fool becomes more art1f1c1al and courtly, he also
becomes more pe331mlstlc and crltlcal of the soc1ety.

"Desiderius Erasmus van Rotterdam who wrote In Praise of

lggllz‘(1509), made the dlstlnctlon-between the fOOllSh w1seman.f
‘(thefhutt or object of humorf anddthe wise foolish man(the fool).
An example of the former is ~Malvollo' and of the latter,
Feste {both in.the play TWelfth ﬁlght).’As Mrsl Welsford says,
the fool is an 'all licensed’ oritlo who points out to the others
the dangerous possibility of a'reversal of position'between o
" the wise man and the fool:
The . fool suggests that there is amblgulty in the
words wisdom and folly...Here he is hinting at
thoughts which are vitally connected with the central
theme of tragedy. 4
It is he, the fool, who sees clearly into the nature of things
and people, reportlng_what he'sees.-Nevertheless; he is not
believed because he's4a fool and people don't believe in the
words of a fool; furthermore they regard the fool's words as
. jokes, not as true advice. This is theicause for him-to be
'all-licensed': there'is never the possibility-of‘offence.in an
innocent joke. Yet those who laugh at a fool's joke may themselves
be fools, without knowing it. There is an instance 'in King Lear,
(I,1IV), when the fool has taught Lear the difference between
the bitter and the sweet fool, the King asks.
‘Lear: Dost thou call me a fool boy?

Fool: All thy other titles: thou hast given away:;
that thou wast born with.5

Mr. C.L.Barber, who edited his Shakespeare's Festive Comedy
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in 1963 “brings up the.terms rule. and mlsrule,_whlch can be
"synonomous to everyday and hollday.zRule or everyday mlght
suggest hard work -whlle mlsrule or holiday expresses rather
“the ob11v1on of release from this hard work the forgettlng
of everyday restralns. The terms are used by Shakespeare

himself: Prlnce Hal affirms in 1 Henry IV: "If all the year

- were playing holldays/ To sport would be as tedlous as to work."6 -
Mr. C.L.Barber, as a good follower of the Cambrldge

School of Classical Anthropology, draws another v1ewp01nt

}concerning Shakespeare's festive commedies: in the chapter

entitled_"Through releasevto olarification" he explains a

dialectical pattern'he finds.in the'plays which traces the

cathartic restoration of the deluded character to a sense of

reality. |

| All these crltics, and also George Santayana, Northop

Frye and Gilbert Murray, will be treated further in Chapter lwo,

the background chapter.
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" Statement of Purpose .

" be classified from the more 'natural' or

Shakespearé'stools, as“Enid_Weléerd* points out, can.

‘{Carﬁali,tqlthe more

tartificial' or 'ihtellectuél‘;[

All manifest themselves aéfqutsiderg?énd»QbséfVérs. Yet,
in their folly and their outside criticigﬁ; tﬁéy‘see truly.into
the nature of thingé'and sérve;?under'thé mask of fQolishneSS,'
as society's'seQerest critics. |

fhe characters and the plays-which will be uﬁder discussion

are: Sir John Falstaff - 1 Henry 1IV; TOuchstone in[As You Like It;
: : =

Feste in Tweifth Night ~and Leaf's Fool ‘in The Tragedy of King Lear.
This thesis aims to identify the 'natural' and 'intelleétual'

components in the éharacters,ofithese foolé, and to analyze

the function of thesé components in the‘playsf It_Will be

shown that Falstaff is an example of the 'natural' fool, while

 Touchstone, Feste and Lear's Fool are examples of the 'intellectual'

(and hence melancholic types).

Also we will explore the idea that at the plays' ends,

. the fool's situations are unhappy. However, we note that the-

fools lack the qualities of tragic compleXity and full catharsis,
which belong to the traqic hero. |
For Welsford, the comic fool ends tragically in the role
of the scapegoat; and H.B.Charlton, in his article "Shakespeare,
Politics and Politian§"7&grees with her idea._
Touchstone, as well as Jaques, repreSents.a certain shade
of melanchoiy. Although having been married to Aﬁdrey, he shows

his independence and freedom from the comic marriage-resolutions.
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'7Jagues}j'Butlfor the seventh course: how did
T ~'you find the quarrel -on the seventh
course? : - *

Touchstone. Upon a lie seven tlmes removed--- EE
7 k. - . bear your body q9re seemlng, Audrey-
e T S i‘ils_— as thus, sir. S

Slnce ‘the beginning of the play,vslr John Falstaff is.
-used by Prlnce Hal as a means to achleve h1s own popularlty as
the future king is never a true Fool in thé sense heidoes-nota
'purge' Hal of his own cold pride;b | | |

Falstaff: Well, God give thee the spirit of per-
suation and him the ears of profiting, that what.
‘thou speakest, may move, and what he hears, he-

may be believed, and that the true prince may

- (for revocarion's sake),'prove a false thief, o
for the poor abuses of the time want countenance:
farewell, you,shall see me in Eastcheap. -

Prince: Farewell the late sprlng, farewell All-
hallown summer. 9

Furthermore, in 2 Henry IV . Falstaff 1s sent to the fleet

as an actual scapegoat, as Mrs. Welsford observes. Indeed he
looks sacrificial when sent away. Though as the spirit of comedy
and freedom, he is 'resurrected' in the first part of the play,
.in the second,.he-accepts passively-his:fate, meeting_his.melan—
cholic end. | .

Feste, in Twelfth Night, might be called a .parasite in

Welsfordian nomenclature, because he asks for money. He 1is
aware of his humiiiated position as well as ofvhis superiority,
and he has grown tired of the role of the fool.

Part of the function of the court fool is to be a parasite,

and it is this which causes Feste to grow bitter:
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_A great whlle ago the world begun,-

With hey, ‘ho, the wind and the rain; T
But that's:all one, our play is done, lO
And we ll strive to please you every day.

.The 1ast sad verse of Feste s, song in Twelfth nght mlght

o be the voice of Shakespeare, for we see him several times.

speaklng as a playwrlght So,- the playwrlght hlmself 1dent1f1es

w1th some of the characterlstlcs of the fool Accordlng to

-Enld Welsford

a) The fools are conspicuously classless, at very
_ least, difficult to’ place in the social. hlerarchles.
: Although they may haunt the houses of the mighty =
and the high, they are obviously nelther.ff the -
: upperclass nor dlstlnctly of any other.

b) The fools are a law unto themselves;-that is,
they do speak what they think, they are expected,
even incited to do so, and yet they can be punished
for it.

c) The fools' utterances are not simple. 13
d) They manifest a conspicious Withdrawl syndrome. 14

‘This withdrawl syndrome might be that of the author himself for:

a) The fool was an entertainer;'so was Shakespeare .15

- b) The fool, as a part of his professional function,
lived in and helped snﬁfaln a world of 1llus1on,
so did Shakespeare.

c) The fool used the mask of folly to hide his lonely
aprehension of truth behind illusion; Shakespeare,
~as a dramatist, is the greatest examplar of the way"
in which the artist uses the illusion in the name
of reality. 17 :

The fourth fool considered in the dissertation under

~discussion is Lear's Fool, who disappears in Act I, scene V:

Lear: Come, boy.

Fool: She that's a maid now and laughs at my departure/
Shall not be a maid long, unless things be cut
shorter. 18
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| The fool vanlshes when Klng Lear becomes 1nsane, when mad,
it seems that Lear is really sane and is able to see thlngs
‘clearer. A poss1ble explanatlon for.the fool's-dlsappearlng

* is that he may be considered'his-'nnnclé's’doﬁble'?

Learﬁ Who is it that can tell me: who I am?

Fool: Lear's double.19

In her master's thesis, Ana Maria Kessler Rocha makes some:

pertinent comments on madness and.fOlly:

Both fool and madmen are the guardians of the truth;

the former is a kind of chorus, one who warns, criticizes
and confounds. The madman, on the other hand, can be’
said to be the embodiment of the fool's words. He

reminds each man of his own truth, but not through
satirical commentaries or logic games. His mere presence
is enough, for he is a living example of man's mis-
fortunes. It is very 51gn1f1gant in King Lear, that

the first manifestation of Lear's madness should come

as catches sight of Mad Tom. 20

Enid Welsford states that the fool ends tragically, as a

-scapegoat. We personally, however,.think that the comic 'hero!'
. is not tragic, since there is not a tragic recognition or true

- catharsis. In a tragic catharsis, we idéntify with the protagonist,

feeling-pity or horror; but in_comedy;.we do not identify with-
the person purged. Instead of the feelings mentioned above, we
feel scorn, sorrow or amusement. There islno'death, so there can
be no true pity or hqrror._The comic 'butt' is a flat character-
who represents a quality to be exorcized. The tragic has been
called a"scapegoat', but the scapegoats of comedy are simpler
and not so sympathetic.. Life, George Meredith observed, is

a tragedy to those who feeliand a comedy to those who think{ So,
like the 'intellectual' fool, the reader_keeps at a certain

distance from the action of the comedy.
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Structurally, our dlssertatlon ;5 d1v1ded 1nto six chapters
with a conclus1on and a blbllography.{d . - _ _b

The first chapter deals with the Statement of Problem,
vvthe ReV1ew of Prev1ous Crltlclsm and A f1na11y, w1th the
‘Statement of Purpose. | )

Chapter Two, a background chapter:}is.dividedﬁinto three
major sections: ”i |
1) Comedy, as defined byvAristotle, Conford, Northorp Frye and
Gilbert Murray; | | |
2)Aggllz, which is describedvby writersisuch as Enid WeiSford,
C.L.Barber. It's relationship to cosmology (described by Norman
Holland and E.M.Tilyard) will be pointed out in Chapter Six:

King Lear.

3) Carnival Traditions, especially those of the Lord of Misrule.

Here our main sources will be Enid Welsford, C.L.Barber and
George Santayana.

- Chapter Three is concerned with l'Henry 1v, especially

the connection of the serious plot - the world of politics -
and the comic subplot.
The fourth chapter takes the reader to the sunny world,

where it seems there is no doomsday: As You Like 1It.

The fifth chapter examines a play written as Puritanism
began to6 cast it's shadow over.the Elizabethan age; Twelfth
Night is the last of Shakespeare's happy comedies.

The last play considered in chapter six is King Lear,
where the‘fool tries to perform his comic function:in a tragic
universe.

In our conclusion, we will return to the questions asked in

Chapter One, and summarize the findings.of the proceeding chapters.
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CHAPTER TWO

THE BACKGROUND OF FOLLY

This chapter will be divided.into‘thfee_itemejiae fbllOwsé
First we will examine Comedy and diagnose.the natﬁfe of the
sense - of humor. Then,'via Erichentley and Gilbert Murray; we
-fwill examine the_Aristotelian.and,Freudianaideas ef_catharsis
or burgation; finally, we will treat Arietotle andeonfordfs.
viewpoint concerning-comedy. | | | .-

The second section of this chapterbwiii be concerned with
- FOLLY, considerihg the ideae of Enid Weleford, Erasmus, C.L;
Barber, as well as Holland and Tilyard, with their notions about
‘the chain of being.

The third'and last item of this seetiQn will be concerned
with CARNIVAL TRADITIOﬁS and. the Lord of Misrule, a subject that
Mrs.Welsford investigates in depth; |

To begin with, we may ask what would beeome:of a person'if
he didn't own this magnificent'giff - the sense of humor, or
the'ability to'try to_laugh at melancholy moments of life or,
whenever one likes. We are invited to laugh at.the absent-minded
teacher, not because of hiseleerning, but because of his absent-
mindedneSs. This, of’COurse, is not consistent with his erudition.
'Kierkegaard affirms |

| ...if a man wants to set u? an innkeeper and does
not succeed, it is not comic. If, on the contrary,
a girl asks to be allowed to set up as a prostitute,
and she fails, this facteis comic. :
If we laugh at this instance,- we don't do it because of incengruity:
...for incongruity does not necessarily evoke a

- comic response. It is able to produce emotions as well
as great laughter. 2 _ _ -



. Ermc Bentley anal?zes Gllbett Murray, a- member of 
the Cambrldge School of Cla551cal Anthropology who has
suﬁgested the idea of cathar51s is. ea51er to apply to
. comedy than to’ tragedy_— 1n.the-sen§e that we,_the
readere,‘agree to it more'easiiy.'Bentley commehte:

Murray has spoken of the close similarity
' between Aristotle and Freud; and, actually,
“Freud carried the idea of purgation further -
than any aristotelian would have dreamt of! 3 -

For the former, the joke is™

...an upsurge from the unconscious, a
mechanism for releasing powerful archaic
impulses, always there below the level of.
reason.. .4

so, for Freud, the joke is fundamentallﬁ'catharic:.a
release, not a stimulant. Furthermoxe,.

The comic is capable of being detached from
people, if we consider the conditions f£dér
this person to be comic. The discovery that
one has it in one's power to make someone
else comic opens the way to an undreamt of
yield of comic pleasure and is the origin
of a highly devoloped tecnique. 5

The methods used to make other people laugh
- (comic) -, (for one can make oneself comic,
too), are: putting them in a comic situation,
mimicry, unmasking, disguise, caricature,
parody, travesty, and so on. 6

For Eric Bentley,
A joke is a purling stream most of the way,
then suddenly from one of it's pools rises
up a veritable geyser. 7

The same critic goes on to sey:
Men and women need a sense of humor for

they have 1nh1b1ted many of their strong-
est wishes. 8
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- The aim of a sense of humor is to gratlfy our forbldden,'
w1shes, the repre551on of -our: 1d We cannot get rld of
anx1ety and gullt but there are trleS for eludlng
then, and the commonest is the sense of humor. The grat-
ification of the forbidden wish is then slipped in as a
surprise. Before our anxiety and guilt have time to go
into action, we have felt forbidden pleasure. Inhibitions
are momentarily lifted and we experience a release into
joy. Hence, the immense contributioh of humor to the
survival of the species.

Hence, also a paradox, through the 'funny

we tap infantile sources of pleasure, we

become infants again finding the intensest

satisfaction in the smallestof things. Humor

~has much to do withithe distance between

the infancy returned and the point from

which the return journey is undertaken. 9
As Mr.Bentley points out as well,

Children dewvelop a sense of humor as they

move away from primal innocence. They have

to hear a few songs of experience. Innocence
is whole and single, while with experience

o comes .:division and duality - without which
there is no humor, no wit, no farce, no
comedy. 10

Bentley spoke of pleasure; Aristotle defines this
feeling, in Chapter XXI of Book I of RHETORICS,

' ...as a movement by which the soul as a
whole is consciously brought into it's
normal state. of being. 11

Mr.Scott observes in his article "The Bias of Cdmedy":

Tragedy arouses emotions in order to be
purged: tragic pleasure, in other words,
is an affair of Katarsis of the tragic
emotions: it is something essentially
therapeutic. 12



Scott also agrees that Aristotle -

...also conceived the ultimate effect of _
comedy to involve a special sort of pleasure,
‘a pleasure partaking of a comic catharsis. 13 -

And in Aristotle's words, comedy would be-

eesdal organlcally complete imitation of ‘an
action which is ludicrous; in language embel-
lished with each kind of artistic ornament,
the several kinds being found in seperate
parts of the play; in the form of action,
not. of narrative; with incidents arousing
pleasure and laughter, wherewith to accomp-
lish it's Khatarsis of such emotions. 14 (pgs.88-39)

Aurelio Buarque de Hollanda Ferreira in his NOVO

DICIONARIO -DA LINGUA PORTUGUESA .defines Khatarsis:
. . : ! . )
It is the moral and purifying effect of the
classic tragedy, whose dramatic situations.
of extreme 1nten31ty and violence, bring
up the spectator's feelings of pity and
- horror, giving them oblivion or purgatlon
of these feelings. 15 :
Aristotle considered comedy "a primal rite, a rite
transformed to art;“lGOn the other hand, Conford saw
it as "a scene of sacrifice and a feast."l7 In his Poetics,
the former states that both, tragedy and comedy, are
improvisations; the one rising from Dithyramb, the other
from the phallic songs. It*s clear that Arlstotle traces
the origins of drama to a kind of fertility rite - Dionysiac
or phallic - ¢ the primitive sacrifice and feast, mentioned
by Conford. Comedy has strong elements from ritual present;
rituals which involve fertility, as mentioned above; so
it can be stated that the ritual origins-of drama are

based upon the fertility cult; furthermore, they are

associated with spring and summer rites, which are rights
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of - growth and nothlng else than elements of reblrth
‘Thus, in contrast to the traglc rltes of w1n ter, |
comedy_constitutes a spring festiVal; As phe great phil¥
'osopher affirmed, the typical form of:the'archaic fertil-
ity ceremony, (death or-sacrificevef the hero—ged; the
rebirth of a new one and the'purglhg of evil by driVing
eut a scapegoatl, requires a centest between the old

and the new heroes, a feast and a marriage to celebrate
the initiation or ressufection with the killed god or
. hero, and a final triumphal procession with the songs.
of joy. Behind the marriage'ceremonial probakly lies

the myth of the union between earth-mother and heaven-
father.

As Northrop nye points out,"Dramatic comedy has

“been remarkably tenacious of it'(s sﬁructural principles:
" and . character types."18 The plot struture of éreek New
Comedy, transmitted by Plaﬁtus and Terence, has become.
the basis for most comedy, especially iﬁ its more highly
conventionalized forms up to our days. What normally
happens is that a young man {(Demetrius, in A Midsummer
Night's Dream) wants a girl (Hermia); that his desire

is frustrated by some'opposition,.mostly paternal (Egeus) ;
lyet, near the end of the play, the hero gets his aim
(Demetrius marries Hermia-and Lysander, Helena) . In this
51mple pattern, the elements, that also seem 51mple,

are complex, indeed. Firstly the movement of comedy is



that from one society,tdvanother.‘At the beginning, the
_ 6bstruction figure seems to be the "godfather" of the

society. Frye-stétes.when’the point of resolution exists

‘in the action, there is the "Cognition".
Thus, the movement from a society
controlled by ritual bondage, arbitrary
law and the older characters to a society

controlled by youth and pragmatic freedom
is a movement from illusion to reality. 19

Illusion is whatever is fixed or definabie; and reality
is beSt understood as it's negatioh: whatever reality
is, it's not fixéd. Hence the importance oféthe theme
of creating and dispelling illusion iﬁ comedy: "illusions'
which are caused by disguise,_obsesSion, hypocridy or
unknown parentage."20

The first stage of a play embodies a représsive
community; the second a pufgatoriai process, through
which the characters become better people; ana the.third
one represents the new sociéty which is symbolized by
a festive ritual that usually happens at the end of the

play. Weddings are common rites which resolve comic com- -

plications. In As You Like It there are four of them:

that of Oliver and Celia's, Orlando and Rosalind's,

Phebe and Silvius} Touchstone and Audréy‘s . In Twelfth
.giggg there are Orsino éhd Viola's, Sebastian and Olivia's
marriages. In the tragedy of Lear the.marriages come,

by contrast at the beginning of fhe play and p:ogréssivély

disslolve. The last words here aré-divorce and death.



- Mr.Frye says,

- There are two ways of developing the
form of comedy: one is to throw the =
main emphasis on the blocking figures,

~as the comedy of manners does it;. the
other is ro throw it forwards on the
scenes of discovery and reconcilliation.

‘Comedy  regularly illustrates a victory of 21-'

arbitrary plot over_consistenCy,of character.

The strﬁcture-ofva comedy requires é‘ocmic resol-
utioﬁ and a consistent comic modd. Concerniné characters,
he iists three types of them: a)  the alazoné:or.imposteré
(Egeus in A‘Midsummér Night's Dream)} b) the-eiroﬁs oxr
self—deprecaters (Bottom, who falls in iove with the’
Fairy Quegn,'Titania); c) the bﬁffons —aprofessional'fools,
clowns, pages, singers ‘and incidentél éharacters with

forgeih accents. Instances of this last type are: Sir

John Falstaff in 1 King Henry the Fourth, and Feste in

Twelfth Night, who are also parasites; moreover, there

are Lear's Fool in'King Lear and Touchstone in As You
Like It. |

Aristotle points out a fourth type of éomic
character: thevagroikos or churlish, rustic} "The
contest of‘eiron and alazon," says he, "forms the basis
of comic action, while the buffoon and. the churl
polarize the comic‘mood."22 The humorous blocking
figures belong to the alazon group. Such is the senex
iratus who seems closely related to épme of the demoniac

characters of romance.
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A type of eiron flgure, accordlng to Frye's

'c1a851f1catlon is the splrltual belng such as:Ariel -

7in The Tempest These belngs are: the splrlts of comedy

-as well as v1ces. In Roman comedles they were called |

’"tricky*slaves"z?. In Shakespeare, the vice is rarely

‘the actual architeot ofAthe actioh._For example,'Ariei

acts under the orders of Oberon,}the kingvof the fairies.
In the third phase of comedy nye explains "the

. . . R ‘ | ) 24 4
senex iratus gives into the young man's desires."” Pericles
_ g Y

contains an exampie of a Shakespeariahvfather—daughter

relationship "where it forms the demoniac antithesis of

the herois union with his wife and daughter at the end"25
In the fourth phasevof'comedy, the world

of experience is replaced by_that of - innocene. This

'occurs when the old and'olosed society is transformed

through a_purgatOrial'process, a return to nature and

a new, open-and more tolerant form of human society.v

" The "green world" (an island, a forest) where4the great

chahges in the characters occur, is associated with

instinct and dream, the unconscious as illustrated by

the Forest of Arden in As You Like It.:

In the fifth phase of the comedy,
the world is still more romantic, less
festive, less utopian and more Arcadian,
and the comic ending is less a matter of
the way the plot turns out than of perspec-
tive of the audience. 26

‘These five phases of comedy, Frye explains,

might be considered as a sequence of stages in the

life of a redeemed society. The reader finds an up-side-



:dOWh society; fhe best.way for the éhéfacteré, either>
old of young, is £o ré-eStabiiSh-peacevthfough a purg-
_ atbrial process, which in the;plays ié_represented by
thé*green WOrld,iorvby'the seé; which.has.the same  sym-
‘bolic effect. As was already pointedtoﬁt, the_fofest and
the sea are emblematic of man's instincts, in fact. In
shorf; in these five phases,>the comedy society has run
from infancy to death;vpsthologically, this transition
could.mean the return to the mother'é womb, Or more
ac¢urately put, the beiﬁg in:the mother's womb put iqto
the World. | | |

In Northrop Frye's words, comeéy is "an
escape-not from truth, but from despair: a narrow
escape into faith." 27 It is a belief in a universal
delight. In tragedy, every moment is eternify; in
comedy, eternity is a moment. In tragedy Qe feel pain;
in comedy, péin is a fool, suffered gladly. If the comic
action is a "sacrifice and a feast"28,vas Conford
suggests, then it also sugges#s the unruliness of the
flesh and its vitality. The comic ritual is presided

over by a Lord of Misrule. In Henry the Fourth, Part I,

this is Falstaff; in As You Like It, Tduchstone; in

Twelfth Night, Feste, and in King Lear, Lear's Fool.
As Miss Rocha states in her thesis, citing
Foucault, "by the time Shakespeare started his work,

Folly was an organize institution throughout EurOpe."29



: _England,tmainly Elizabethan'England seems to have entered '
_the cult of Folly more than any Other Européan'cohntry.g.;
. In the'various'holidays and festiVals'theﬁ~celebrated
thére were danceé,‘plays,vmock—éeremonies'and other
wpastimes where the_Ldrd of Misrule led his court'
through the streets of town, Qf-coursé,’the-Fool occupied.
an important role in these festivals. This function had
been born in the -early theatrical clowning of the Middle
Ages where the clown stood as one among the vices.
In’the Renaissance, h0wever,_he comes to. fore: "Folly
now leads the joyous throng of all human weaknesses."30
All this "saturnalian pattern"ﬂ as C.L.Barbet
calls ot, formed the source of Shakespeare]s Festive
comedies. Not only the clown of the comedies, but also
the court-fool of the romances and tragediés use
their folly for witty commentaries, expressed by a
. powerful weapon - their tounge..
Leszek Kolakowsky remarks:
The clown is he Who) although moving
on high society, is not part of it,
and tells unpleasant things to every-
body in it; he who desputes everything
regarded as evident. He'd not be able
to do this, if he were part of that
society himself. At the same time he
must move in good society in order
to know its sacred cows and occasionally

tell unpleasant things, already pointed
out. 31 :

In such an enviorment, the Fool is not a mere‘participant
in the town's festivities, nevertheless, "hired under

a master in whose'hohsehold he is képt to amuse and

entertain."32 Generally, behind the pretencé'of innocence,



he speaks the truth, and in some cases, gives real advice

to the'foolish.
| " Desiderius Erasmus‘Van_Rotterdam;,the Dutch
humanist was the first one to express thé_idéa that

folly expressed truth, criticism of society or moral

‘advice. He wrote The Praise of Folly in 1509, against

‘theologians and Church dignitaries. There he plays on

various meaning and relations 6f the words "fool",
"knave" and "wisdom",(emphasizing.their ambiguity;
furthermore, it ié_Erasmus who inventslthe expfessions
"wise fool" and "foolish wiseman". Jan Kott says:‘

A fool who is recognized for a fool,
who has accepted the fact that he's
only a jester in somebody's household,
ceases to be a clown. But his philos-
ophy is based on the assumption that
every man is a fool; and the greatest
fool is he who does not know he's a
fool. That's why the fool has to make
fun of others; otherwise he ceases to
be. a clown. 32 -

Mr.Goddard in 1 The Meaning of Shakespeare, .

suggests that the fool's function is to "juggle with

words until‘everything often including the truth is

upside down and inside out."33
The fool, who belongs to a lower social

class has the license to criticize the ills of spcigty,

but without offense, because he is only abfool and nobody

can take him seriously. Yet his satire is expressed with

so much wit that he is able to turn others into fools



w1thout noticing 1t ThlS 1s where anvinver51on of
'meanings takes place and the roles change between the.
.wise fool and the.fOolish wiaeman; Thus he is a te-
’miﬁéér ef'thelggliz'presentvin_evetymman,VeVen'as, in
”King'Lear, the king himself. McCullennaffirms:'

Here we may notice the close similarity
between the fool and the madman. Speak-
ing about the crazy logic of the fool the
author states:"This logic associated as
it is with obsessive images, brings -the
-fool close to the madmen. Both express
tangenital thoughts on staccato phrase8:
flashing truth through the certain juxa-
position of ideas. It's exciting for an.
audience, and produces a restless feeling,
even an easy sense the table of sanity is
turning. 34 ‘

I must‘agree with Miss Rocha's statement that,
During the Renaissance, the alliance between
madness and folly was very strong. Either
because of their neighboring position in
the chain of being, or because they planned
similar functions , being, .in society -
- (or maybe both); the madman and the fool
has always been seen as kingsmen, as cousins,
- 80 to speak, of the medieval vices. 35
C.L.Barber writes about Folly: and as we have
seen terms Shakespeare's comedies are "festive" ones,
which contain a’"saturnalian'pattern".36 Shakespeare's
:style "is more Aristophonic than of any other great comic
: dramatist,"37 although'he also followed Plautus and
Terence. "The Old Comedy tone of Shakespeare's world
results, Barber says, from the dramatists participation
in his native saturnalian traditions of the popular

theaters and holidays. He used the resources of a

*311 quotes on this and the foliowing>page are from C.L.Barber's
Shakespeare's Festive Comedy. pgs.3-4 See notes on Chapter 2 -
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‘sophisticated theater to express in his clown's

" ironic misrule, the experience of mdving to humorous

r_elease._“38

' -Exampleé of ShakeSpearian'FeStive comedies are:-

-_ A Midsummer Night's Dream, Henry IV and- Twelfth Night.

The saturnalian pattern maybe dividédvinto three steps:

inversion, statement and counterstatement and, finally,

‘the formula "through release to clarification".39 Barber’

says, "the saturnalian pattern came:tQ’ShakeSpeare from
many sources,.béth in social and artistic. It appeared
in the theatrical institﬁtion of clowning, the clown

oe Vice a recognized anarchist who méde abberation

devious by carryiﬁg release to absurd extremes. The

.samevhappened with the cult of fools ans folly, which

was half social, half literary."40 C.L.Barber concludes:

"One could formulate the saturnalian pattern by first

- refering to these traditions: Shakespeare's first

completely masterful comic scenes were written for the

41 . . . . . .
clowns." But, he affirms: "it is the festival occasion

42

that provides the'clearest'paradigm.". It includes not

only comedies with holiday motifs like A Love's Labor's:

Lost, A Midsummer Night's Dream, but also those with

little direct use of holidays as in As You Like Tt

and Henry IV.
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brother to Falstaff's: "Abstinence endenders maladies;"

26

-2.2 Folly according to C.L.Bérber and Enid Welsford

C.L.Barber points outithe connéction between

“holiday folly ‘and the Bacchic.tradition.ﬂWhenvtheVauthor

- Nashe presents his character BaCChus,-Barber draws

the parallel'with Shakespeare's Falstaff: both are

festival lords. Bacchus' speech might be the twin
| | 43

. 4
"It makes us fall into a sort of greensickness."‘4

Bacchus, as god of wine, expresses the Erasmian paradox:

"there is no exellent knowledge without mixture of

madness. And what makes a man more mad in his head than

wine."45 Falstaff, Barber notes, makes the same "buflesque“
parade of logic and authority"46 when he discusses |
wine's contribution to'vaiour and wit.
In The Fool, Mré.Welsford specifically defines

the court fool as a type. After the War of Roses, ;he
claims,_the‘fbol fiourished in the courts offthe Tudor
monarchs. Elizabeth of York, for>éxample,‘had as court
fool 6ﬁe William Worthy or "Phip", while Henry VIII
kept a fool called Lobe:

The losse of thee, Lobe, haketh manye sorrye,

Throughe ye be not able for thyn own sake,

But the King and the queen thou mayest so merrye,

With the many good pastimes that thou dydest make.

Yet foolys be ignoble, thoughe thou be gone.
Now Lobe, Lobe, God have mercy on thy merrye node,

And Lobe, God have thy mercye on thy foolish face...

For follyes be alyve, Lobe, thoughe thou be goné..47
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Lobe;,evidéntaly, is éonsidéréd“é-ﬁnatural"vahé ﬁot'~'
én-"inﬁellectﬁal“‘fool,  | B
Mrs.Welsford proceeds, sﬁating that fhe most .
lively.picturevof‘the sixteenth and seventeenth century
fools in England was providéd by_Robert Armin's book

Foole upon Foole (1605), publishedffour'years later

under the equally entertaining title The Nest of Ninnies.
Armin himself was a clown who acted in Shakespeare's
company. He diséusseS‘several famous fdols of the time,
including Jack Oates and Jack Miller; but Willaim Sommers .
(who was the fool of three monarches: Edward VI, Queen
Mary and Queen Eliabeth I) is the most important.
Will was the most lovable of court fools, and his rhymes
show his wit.

A road in the school

And a whip for the fool

Are already in season.

A halter and a rope .

For him that would be Pope

Against all right and reason.

Again, Sommers is responsible for the epitaph:

But whether he wasvfool or knave
. S . ) 49
He now lies sleeping in his grave.

‘The Pfiesthodd sometimes was actively hostile
to the fool, as undér Richelieu, for instance. Wélsford'
discusses the case of Archibald Amstrong, who wés
banished form the English court for“his disrespect:
towards the daughters of a bishop and the fool comménted‘

on his own dillema in verses:
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You Wthh the dreame of Archy have now read,
_ Will surely talke of hlm when he is dead._
.v- He knowes his foes in prison whilst that hee
e ;v_,By no man 1nterrupted but goes free.‘.
‘His fooles coate now is in far better case,
Than he which yesterday had no much Grace,.
Changes of time surely cannot be small '

When jesters rise and Archbishops fall.50

. Thus we see that despite his "license" to mock estab-
lihed insitutions, the fool often got into trouble
because his criticism became a little too direct or-

telling.

Mrs.Welsford suggests that As You Like It and

Twelfth Night are 'poems of escape'. In the former,
we evade reality in the name of dream, while the latter

was written for Christmas celebrations. In the first

play mentioned, there is holiday from everyday restrains,

while in the second on a Feast of Revels took place.
Yet even in comedy there is melancholy: in Twelfth

Night ‘there is the April sport Malvolio, who reminds

us of Jaques in As You Like It. And when Malvolio's

exorcist, Feste, sings his last song, he sings the sad
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' song of Humanity.
- A great while 'ago the world b_egva'»n;»

. With hey-ho, the wind and the rain;

But that's all one, our play is done,

And we'll strive to please you every'déy.Sl

'According to Welsford, Lear's Fool had a more
‘intellectual than emotional.signifigahce. Because King

Lear 1is a tragedy, the Fool is not only a commentator

about what he sees, but “also»é prdmiﬁent figure caught
up into the drama, whose rSie and hatufe formA§‘§i£a1
part of the tragié central pheme}" He is not only a
comic fool Who "juggles with words, until evérything,
often including the tfuth, is upside down and inside
out"; but he also émphasizes the reverseal of.psition
: between'the wise man ;nd the fooli It is he who adviées
the Earl of Kent, Regan's husbénd,‘thét the knave who
runs away turns fobl; however, not‘the fool himself:
the fool is a wise‘man, then. Moreover, it is the fool
who.p:oqlaims reality: fhe wise manlis the fool, ndﬁu

the knave. We have alreadylpointed'oﬁt, Lear's good
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boy is not the same as Touchstone and Jaques.
In Illyria'and in Arden; it is regarded as
sufficiently good joke that the madman ehould
be the spokesman of sanlty But Lear s
| Fool goes farther than this. Like others of
‘his profession, he is ready to.professvhls
coxcomb, nevertheless, in doing so, he'

does not merely raise a laugh or score a

point; he raises the questlon. "What am I°

What is madness_”"52

Examinihg King Lear, Welsford~frnds thar it.deals
with the cqnfliets between "good ahd evil, of wisdom
and folly, the hopeless cry of the Heavens for justice."
in this play, the word knave refers to the fool,land
Shakespeare seems to emphasize more the bad characters
than the good ones.

Goneril: (to Albany, herlhusband) O vain fool!

Albany : Thou changed and self-cover'd thing,z

for shame, Be-monster not thy feature. >

Mrs.Enid Welsford observes that Lear is respons-
ible for his madness. Being an absolute king, choleric
by temperment,.and Superficial,in‘his actions, he ‘is

accustomed to flattery, pride and vnaity. He is a good
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chargé#er.invthe play,.but.has.ta'éﬁdergé a:Purgitqria;”v
process td.recuéeréte,‘at leaét, higjéelf;respect,

"Sihcéhﬁé has giVen away his kiﬂgdbmvahd,even:his clothesf:'.
In_his madness,vhe procléims:

I am a very foolish'oldvman.

. . . and, to deal~plaiﬁly, -
I fear I am not in my mind.54
- The fle in King Lear might be considered not
only as a helper'or a good Samarithan, but also as
Lear's double: as soon as the monarch starts being mad;
the fool disappears and it is in his madness that he,
Lear, seems more sane.
O let me not go mad, not mad sweet heaven!
‘Keep me in temper, I would not be madl
0 fool, I shall go mad!>>
says the king in the beginning of his catharsis from
pride and selfishness.

Once mad, Lear realizes thé sufferings of otﬁer

people, even of the Earl of Gloucester:
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. . . heavens, dear so still!
. Let the éuperfluous and dieted man |
That slaves of your ordinance, that'willInOt see N
' Because he doth not feel, feel your power quickly;-
’So dlstrlbutlon should under excess,vt"

And each man have enough >6

At the beginning of the play, Welsford pointé‘out that
both, Lear and Gloucester}'are actual fools. There is
the reversal of wisdom,and folly, as a matter of fact:

0 Lear, Lear, Lear!

Beat at the gate that let folly in

And thy dear judgement out.57

At thé start of Kiné Lear,bthe fool‘makes a state-
ment concerning Lear's folly: "Thop wouldst make a :good
féol."ss.

When mad, the kihgvrealizes that from his cradle

to his tombstone there is not poetic justice in the world.

When we are born, we cry that we are come

To this great stage of fools.59

Welsford links king and fool when she states:
' Shakespeare was indebted to his contemporaries

as well as to his ancestors. In his day, they
were still a part of the practical structure



of a living religion. The king was thé
representative of the Divine Goverment, .
while the Fool was 1aughed'a£ as a popular
entertainer and moralized over as an

embodiment of a Christian parad_Ox.60

133
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2.3 The Conventions of the Fool and Folly o

Now I come to the third Section-of'this~Back— 

gréund Chapter, whichvis'concerned with Carnival Trad-

itions and the Lord of Misrule.
In considering the clown, we should first mention

Harlequin, the original clown. He was a character in

commedia dell'arte and still today'remains as one of

the characteristic types of carnival. There's something

mixed in the charactér.of Harlequin, who is an animal,
a fawn and a devil; that's why'he usgs his black mask.
The.laws of space and.time seem nof_to apply to him.‘
He's a servant who.really servés nobody. He makes fun
of'love'and ambition..He's wiser than his masters,
though he seems only more clever. Heis indepgndent,

because he has realized the world to be'simple folly.

Feste, the wise fool of Twelfth Night , has the qual-

ities Jjust pointed out. There is one qualificatioh,



“however:. although Feste has'nevér‘céased’to be Harleqﬁin,

he does not perform anymore; he does not even take part

~in the action, but just comments on it. That is the

cause of his bitterness.

The clown is the primitive comedian. Sometimes
in the éxuberance of animal lifé, a spirit of merriment
comes over a man. For a moment, he may.be wreathed in -
smiles and extremély pleased about nothing. All this
he does without any reéson,-by sort of a mad inspiration.

In Twelfth Night, the one who embodies the spirit

of merrimenf-is Sir Andrew Aquecheek,.who sings and
drinks with Sir Toby Belch and the jéster,'Feste. There
is a scene in which.these three are together till late
at nighf and Malvolio, the steward to Countess Olivia,
comes in to advise them to be silent, Sir Toby asks
him then: "Art thou any moie than a steward? Dest thou
think, because-thoﬁ art virtuous, there ;hall be no .
61VA
'

more cakes and ale?" to which Feste wisely answers:

"Yes, by Saint Anne; and ginger shalllbe hot i'the
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‘mouth to_o."_62 The clown may thus turn his fooling into -
mimicry of anything or anybody._In»faCt,vFeste‘s fool-
ing is a pretense
Because the actor ‘is able to revert from
those assumed attitudes to his natural self
whilst his models have no natural self
save that imitable attitude, and can never
disown-it, so that the fool feels himself

superior in his réle of universal satirist,

to all actual men, and he belabours at them

unmei'cifully."63

After mentioning Carnival Traditions, we must
'_discuss the LofdAof Misrule{ according to Enid Welsford.
and C.L.Barber. According to Mrs.Welsford, during the
Middle Ages and Renaissance, the festival fool, i.e.,
fhe'Lord of Misrule, really had as serious function as
any poet or philosppher. Welsferd discusses tne simiiar-
ities between the‘fools of the traditional festivals

and the court-fool: the'former,_using his motley and
cap, keeps on'talking nonsense while the lattei is the

butt of a household. "They are both professedly foois
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Iandfthéir folly is'regardedvndt mé£elyvas a defect as -
the quality which endears them to the cbmmunity."64

As Mrs: Welsford suggests, both fools have a common relative:

 the'sacred,*possessed man who is out of his

- normal wits only because he is inspired with

a higher wisdom.65

However, by the fifteenth cenﬁqry;:there was no- longer
much connect;on between'them, and they have evolved into
the fool and‘thé jester. Throughput_the passing of time,
the fool became a figure of pure nonsense, while the
court jester dévqloped-as a ser%ous critic of social
abuses, espedially‘during the Dark Ages and the first
part of the medieval period.

With the growth of towns, the roles of the festival
fool was confused withAthé.office of the court jester,
so by Shakespeare's time, the Lord of Misrule showed
sigﬁs of thus double descent from both cloWn and jéSter.

Welsford locates the earlier origins of the Lord
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of Misrule among pre%Chriétian dustdmé,péfticulafly
in thé Kaiend and_in the pagan Roman éa;urﬁaliaf
Furthefmore, these: festival custgms:were ";urvivals
from an intercalary period insefted.into thé_calander“
to fill tﬁe gap be£ween £he solar and 1unarvyear;“66
Moréover, the old rites (which'were amusementé in

the Qery deep sense bf the word) involved clerical
‘saturnalia, wheré, sacred things were prophaned

by a ritual leader: the Bishop of Fools.

Where Christendom is concerned, the octave

of the Epiphany is the Feast éf Fools. Mrs.Welsford
points out that the festival,‘concerning the Lord
of Misrule, flourished in France, mainly although
there are traces of it in othef,countries‘too.

The pagan charécter of the Feast of Fools
is obvious. Since the old-cﬁétom of fest;val was

in the hands of the uneducated, and "sincé the vicars

67

were of humble origins” ’, the church sanctioned the |

festival. "The composition of burlesque sermons
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3 éavélthe fool the ¢ﬁan¢e‘to';nsi§t¢op‘thé idea of
fblly as a sign 6f'incfeased intellégehée."Ge”
The-unruly clérgy did not éelébrat¢ the kaiendS-
in earnest but in fun._Nevertheless, sometimes,
bthey used faily as a stalking horse,‘undér Whiéh.
their wit is hidden. .
"Enid Welsfogd agrees that the“"Fea§t of
.Fools was an annﬁal interruption of ordinary routine,
marked by a temporary reversal»of moral judgeménts."693.
That is to say, during thé festival, people_held
holiday from everyday's restréins.
The time came when_thé eclesiastic Feast of
Fools was replaced by the Societée Joyeuse, which
thrived in France for the most part from the end
df the lSth centuryrto the middle of the 17th, these
were associations of ?oung men who adapted
the traditional fool's dress of motley, eared
hoods, bells and bauble and organized them-

selves into kingdoms under the rule of an
annually elected monarch known as Prince des

Sots, Mére-Folle,_Abbé_de Malgouverne, etc.

with the object of celebrating certain trad-

itional customs;;.7o
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whichngave,them écope for éat;fé.§ﬁd.sQ¢;al critigism.'
Mére—Folle, a manvdressed as.a WOman, was‘
;ﬁuglway$ nice;y-réceived'whereve:;dﬁéhé"'went;_#hose'_
:who”follbwed before "her" wore'gafments’of'réd,
 green and yeliow. Her reception in the Infanterie
was’formal.?Furthermore, it was "she" who provided -
 for public morality and her best weapon was the
éatire. In 1603 Louis XIII supressed the SOCiety
i

for the disorders it provoked in'town; but because
Mdre-Folle was a conventional and féspected author-
ity."she" survived the edict. By the'eng of the

17th century "she" had died.

Like any othér fool societies, such as the

Societée Joyeuse, the Basochiens and the Enfants-
sans-souci were linked to scandel and satire; never-

the less, many times in trouble, -they operated at.

ease under the good-natured regime of Louis XIII



who‘allerdtheﬁ to critiqize_his;coﬁpt; No mo;e
acﬁivitiés'are,heard of after i552;f

wahé English Lord Of'Misfﬁié wgé either a
temporary court‘official appointed £Q>provide enter-
tainmeni for.Chriétmas holidéysi or avleader elected
by young students at £he Universities or Inns of
Court to preside over their rejoicingvat Christmas.

Mrs.welsford'pdints 5ut.th§€ the English

fools like the lower class'Parisians, celebrated:
the twelve days ofvcﬁristmas, and chodse a Lord

of Misrule. A clear example of what I mean is -

Shakespeare's Twelfth Nigh#, which Witnesses thev
yirtual end of festivity as a stage ﬁradition. After
the death of Edward VI, the Lord of Misrule disappeared
from the English court.

The use of motley by the fools, like the

Basochians and Enfants-sans-souci is understandable



fd: tﬁey Qere a$5Qming the £6lé'ofthe licenéed.
jcourﬁéfoOlj fufthermore,‘if théy wdfé th¢ garments
\fbf'é fdoi, nobody éould cfi#cize‘thém;
Finally we might state that not only the
French ;ord ovaisrulé,'but aléo that of othér
natiohalitieé»(the Enélish, the Gérhan), refined
.himself to a philoéopher; an satirist and a comic poet.
_Now let us examine d.L.Barberis viewpoint
of the Lord of Misrule. Barber seeé him as the
ritual spirit.of comédy.'This spirit was present in
summer, - "when a holiday group asserts its libe_rty"7l
or in winter, "when he resided over.thé eating and
drinking indoors,"72mostiy at night.iThe author
goes on sayiﬁg that on the twelfth night ( January 6),
the Lord of Miérule became the king of the Béan..

Furthermore, this custom was held not only at Christ-

mastime, but also at Shrovetide and at the harvest.
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These traditional celebrations seem to be
‘a veréion»of the Feast of Fools, as Barber points out.

'HIn creating Falstaff, Shakespeare fused thé'-
clown with the Lord of Misrule, wérking out
the saturnalian implications of both traditions.
In I Henry IV, holiday is balanced>everyday ;

and the doomsday of a battlé.73 o

Holiday would be the release from everyday's restrains
and everyday, the clarification, the whole week in

which one is expected to work. "Here, comedy and political

74

life are contrapuntal,” by contrast in the history

2 Henfy IV there is no~holiday, just everyday.
During the Renaissance, the Lord of Misrule
still existed( but during the reigns of Mary and
Elizabeth, of Edward VI and Henry VIII, the spirit
of comedy was,foréed to withdraw.
Although officially forbidden, the Lord
" of Misrule continued a}ive in people's‘mihds, as

for example, mock-majesty improvised in taverns,.
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“_as wasvaiready p@inted.out1inithé diécﬁsSion, Hal;' 
"and ‘his ;bacchic{ companion;’Fglstaff,
~C.L.Barber proceeds:
The morris-dance was'thorohéhiyﬁtraditional:
the dance typically included . ;_.,the hobby-

horse Maid Marian, who dressed himself up as

a woman and the fool, usually the leading

dancer;75

By this account, he who didp't-wapt.td be a Lord
éf Misrule_(in other wordé, a 'kill joy') was
mocked and flouted notva little..Here_wé éee, then)
the birth‘of satire and‘festive abuse.

There are great links between the holiday riﬁes
and Shakespea;e's,comedies, according to the critic
who defines "release in idylic comedies as“that which
transmute the_experience of the play into that of
a revel. As an instance of release wé may cite the

-point in As You Like It where Rosalind says to

Orlando: "COme”woo_me, woo me, for now I am in hol-



- idayihumour;,and like enough to-consént."
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76

"[Corhford,'in his Origins of Attic Comedy,

. __suggested invecation and abuse based on a vestig-

”ial_nétureéworship, "still précticed in the folly
of Elizabethan May—Game or Winter Rével."'77
'In&oca#ion' means comedy to be a spfing festival;
while ‘abuse' the license to do things that day
which are forbidden to others. -

In order to provokévreleasé, the same invqc—
atidn-abuse'appears in Shakespeare's festive comedies,
"where the poetry about the pleasu;es of nature and
the na#uralnéss of pleasuré serves to evoke bene-

78

ficent natural impulses." Through the pattern of

release and clarification, the festive comedy makes
us aware of the relationship between man and nature,

79

"the nature celebrated on holidays." C.L.Barber

affirms: "It is the present myth and laughter of the.
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- festive plays that feconcile feeling, without
‘recourse to sentimentality or cynicism, to the

clarification conveyed about nature's limitations."

80
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CHAPTER THREE |
THE FOOLS AND FOLLY IN HENRY IV, PART ONE

1 ﬁenfy IV is the story iﬁ whigh the
plans of Henry IV for a cruéadevare broken_off
by newé.of_rebelliéns in Wales aﬁd Scotland.
Henfy Percy, Hotqur, thevsonébf_the Earl of
Northumberland, is victorious over £he Scots
under - Douglas at Homildon. The king demands the
prisoners from the general,,buthOtspur refuses
to give them up unless Henry IV will rahsom his
kinsman, Edmund Mortimer, Earl of March,'who is
held prisoner by the Welsh. This the_kiné will
not do, for he fears Mortimer may claim the crown.
Then, Hotspur sends,his prisdnérs home without a
ransbm, and joins the plot of the Welsh and Scots
to ovefthrow ﬁenry Iv.

The Prince‘of Wales‘is a wild youth; his

favorite companion is Sir John Falstaff, whose-



main occupations are talking and drinking wine-

at the tavern in Eastcheap. Poins, one of Fal-

, stéff!s group, informs Hal that there are pilgrims

going to Canterbury "with rich offerings and traders

riding"* the next morning. In short, he invites
the Prince to be a thief, a purse taker. Harry

agrees and, disqguised, attacks Falstaff who, after

having fled, does not tell the truth, but rather

lies, telling Hal that he was attacked by eight
or nine robbers. When the Prince and his group
return to.London, their merriment is cut short

because of Hotspur's departure for the battlefield

in Shrewbury.

Furthermoré, the King wishes his son to

behave better as King-to-come. When Hal promises

" to be worthier of his position, he is entrusted

with the royal”forces. Before the battle, the King .

dfférs to pardon the rebels if'they will lay down

their arms, but his message is distorted before

51



it reaches Hotspur and the latter gives battle. The
rebels are defeated, Hotspur being slain by Hal. Fath-
er and son (Henry IV and Hal) then go to Wales to:
quell the insurrection there.
“When thou art king, let us be called thievés
of Diana's foresters, gentlemen of the shade,
and let men say we be men of good goverment,

being governed as the sea is, by_our noble-

and chaste mistress, the moon, under whose .

contenance we steal."25

If we consider the way in Whigh Félstaff loves,
but is unloved by Hal, we.might dare to affirm the
éarallel between Sir John and thé Prince on one hand,
-and between Shakespeare and his pétron, the‘thirq‘Earl
.of Southampton.

Francis G.Stokes_observes: fHenry Wriothesley becaqe
a patron of literature and the intimacy of his relations

with Shakespeare, who was some years his senior, is

26

beyond dispute."“ We find evidence in the fact that

Venus and Adonis (1593) and Lucrece (1594) are both

inscribed "To the Right Honourable Henry Wriothesley,

Eal



Earl of Southamptohrand,Baron 6#?Tichfiéi§.g27 in.déd;

»idation to'tﬁe 1étter Shakespeafé writes "What I havé;
- done isvyours§ whét I have to db'is youré; beingvpart
rin'all I héve devoted yours."ZSThé firét Wdrk,rela#ed
here is a study of female lust.and boyish ;oldness,
while £he second is the picture of maie lust and woman-
ly chastity.

Thé.most important evidence df thF parallel between.
Falstaff and Shakespéar hoWever are the Shakepearian
sonnets dedicated to Henry Wriothesley. The same tender-
._ness with which the author wrote for his patron is found
in Sir John Falstaff's attitﬁde towards Prince Hal; in
both cases, the poet'and the.clown were.not héard and

recognized.

Let's examine Sonnet XXVI:

"Lord of my love in whom in vassalage

Thy merit hath my duty stongly knit,

To Thee I send this written ambassage,

To witness duty, not to show my wit:

Duty so great,. which wit so poor as mine

May make seem bare, in wanting words to show it,
‘But that I hope some good conceit of thine
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'In thy soul's thoughts, all naked, will bestow it.
Till whatsoever star that guides my moving, ‘
Points on me graciously with fair aspect,

And puts apparelton my tatter'd loving,

To show me worthy of. thy sweet respeCt,

Then may I boast I do love thee; _ ' ‘

Till then not'to'ehow my head where thou mayst prove me."

Although he is the Earl's puppet-on-a-string, Shakespeare
doesn't mind it because of love. The same attitude is
found in Sir John's attitude towardsHal.

Love is my sin, and thy dear virtue hate,

Hate of my son, grounded on sinful loving:

Oh, but with mine compare thou thine own state,
And thou shalt find its merits not reproving,
Or, if it do, not from those lips of thine,
That have profaned their scarlet ornamente

And sealed false bonds of love as oft as mine,
Robb'd others' beds revenue of their rents.

Be it lawful I love thee as thou lovest those

Whom their eyes woo as mine importune thee

Root pity in thy heart, that when it grows

If thou dost seek to have what thou dost hide,
By self-example mayest be denied. (Sonnet CXLII)3O'

William Shakespeere had a great passion for his patron:
nevertheless, he is not loved in return, and neither is
Falstaff. Furthermore, the diffefenee in class between:
the poet-commoner and his poble patron is implied by

the social gap betweeh Falstaff -and the prince.

29



‘Sonnet LXXI tells us:

No longer mourn for me when I am dead 3
Than you shall he the sukly sullen: bell
— .. Give warning to the world that I am fled
From this vile world, with villest worms .to dwell
Nay, if you read this line, remember not '

The hand that_wrlt it: for I love;you so,

I that your sweet thoughts would beeforgot

If thinking on me then I should makevyou woe.
Ohiif, I say, you look upon this verse '
When vaerhaps'compounded am with clay,

Do not so much as my poor name rehearse

But let vyour love even my life decay;

Lest the wise world should look ipto_Your‘morn;

And mock you with me after‘I am gone.

Shakespeare, as well as Sir John, advised his patron‘
and the Prince of Waies not to mourn for'their death,
‘because, as a matfer of fact, ﬁeither'the fqrmer'nor
the.lattef wiil cry the death of e fool. More sonnets
‘demonstrating Shakespeare's "love" towagds the Earl of
Southampton (and very applicable from auther to Henry
Wriothesley) are those numbered: LXI, LVII, LXII, LXXVII,
XCII,éV,CXV,'and.CXVI.

Shakespeare's melancholy ovef,hie rejectioh by

Southampton may be reflected by Falstaff's sad end,
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when Hal (as Henry V) sends the old man to the fleet.

This occurs invZFHenry'IV.'Falstaff goes, not like a -
scapegoat but, simply in obedience to the orders of the
man he so dearly loves and who ‘has made him a puppet-~
on-a-string. An instance of Falstaff's loyalty to the
new-crowned King occurs, when in'paftz, the procession
6f the coronation streams out and there is a shout
~within the Abbey. Here Falstaff affirms:

"God save thy grace, King Hal, my royal Hal! 'God
save thee my sweet boy! _
King: My Lord Chief Justice, speak to that vain
man. ‘ .

C.Justice: Have you your wits? Know you what, 'tis
you speak? :

Falstaff: My King, my jove! I speak to thee my heart!
‘How ill white hairs become a fool and a jester!

I have long dream'd of such a kind of man,

So surfeit - swell'd, so old and so profane;

But being awake, I do despise my dream."32

The procession passes out of sight, but Falstaff and
his friends remain. It is not ‘the King who sends Fal-
staff to fleet, but the Lord Chief Justice: "Go, carry

Sir John Falstaff to the fleet; Take all of his company
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with him."33 The "Prince's'dog"veXClaims: "My Lérd,

34 powever he is cut short and taken away.

myvlord;f
Falstaff, then,.is'the-suprémesf syébqi of loyéiﬁy, 
a loyalty not fecogniéed‘by tﬁe one he so loﬁéd - King'
Henry V.

Prince Hal is bging educated'gccordinq the the
tradition of the "books of courtesy" in_order to be
the future King of Britian. We.don't think a; ail that
the prince is really secondary to the comic protagoniét,
Falstaff. Not even in the least:.we agree thaﬁ Falstaff
assumes.in the low plot the samelimportance'Hal assumes
in the high plot.

We will mention two authors, each favoring a pro-
tagonisf: Mr.G. Dover Wilson emphésizes the traditionéi,
historical theme of princely education, while Mr.William
Empson favors thevhumanity.and centrality of Falstaff.
Of course, as prince, Hal»shall_act.princelike; but

this gives him no right to treat Falstaff coldly and

without feeling, making of him simply a means for his
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popularity.
Prince: Well, come what it will, I'il'tarry at home.
Falstaff: By the Lord, I'll be a traitor then when

— .. thou art'king. . -
Prince: I care not.t

- ‘Disagreeing at times with Mr. Wilson, we affirm
that it is Falstaff, and not Hal, who links the low life
to the high life, the scenes at Eastcheap with those

5f Westminster, the tavern with the battlefield.

: !
Another point under discussion by the critics is

the prodigality fo the prince: it is machiavelism'towards
his father that drives him rather than aétual'tender—
ness. (The prince is waiting‘for the king's death to
imerge to uéurp his crown and thfbne, since the father,
ﬁenry IV, did this to the lawful.king, ﬁichard I1.)

"So please your Majesty, I would I could quit all
offences with as clear excuse, as well I an doubt-
less I can purge myself of many I am charged with-
al} yet such extenuation let me beg, as in reproof
of many tales devis'd which of the ear of greatness
needs hear by smiling pickthanks, and base news-
mongers, I may for some things true, wherein my
youth, hath faulty wander'd, and irregular, find
pardon on my true submission. I shall hereafter,

my trice gracious Lorxd, be more myself."2

“I kaow u



"I know you all, and will a whiie-hold the ﬁnyok'd

humour of idleness, yet herein I'll*imitate theVSun."
(This the prince states after Faisﬁafﬁ apd his companion
Poins havé left in Act Ohe, scene'ﬁwo( 32, —
It was aiféady'said ﬁhat Hal waé_bi@ing’hié time,
IWaithing for the right time»to emerge:

"T'11l so offehd to make bffense a skill, -

Redeeming time when men think least I will."4

This means that he's waiting for something which does
not belong to him. Falstaff calls the Machiavelian spifit,
Hal, a true pfince while he is in fact a false thief:

"why Hal,'tis my vocation Hal)?tis no sin for a man

to labour in his vocation_."5

In a sense,.Henry V, the Machiavel, is like most
of those of the court, pretending to be different from,
what they are. But Hal's pretense is quite the reverse
of theirs. Henry pretends to bg better than his son is,
nevértheless convinces nobody. On the other hand, Hal
pretends to be far worse and convinces everybody. "In

a bad time} one must protect oneself and one's purpose

3 -
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' conceals_one‘s'true.identity,"G-says he. Thus, the king-.
_to-come is the ablest actor ofjthe'whole court and. de-

;éiveé all. Réaily, he'ié a'royél”ébunteffeit'oh behalf'v

of tfuth, hbndr-and order.

William Hazlitt opens his criticism ofvl Henry IV
stating: “falstaff's wit'is an emanation of a fine con-
’stitution, an exuberance of good humor and good nature;
an overflowing of his love and lagghﬂer and good fellow—
ship; a giving vent to his heaft's ease and overcontent-
ment with himseif and others."’ This gent}eman,_based
-on Sir John Oldcastle of the British aristcracy, embbdies
zest for life and an entire moral irresponsibility, He
represents the spirit of ffeedom,.the spirit of comedy.

Sir John Falstaff's heart and vitality contrast
with Prince Hal's head, Falstaff's_cérpulence,_his eat-
ing and drinking, and later on, in his resurrection
from death, marké him as thé Adam,-the natural man who

never tried to be an "artificial" or "intellectual"
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fool; On‘thélqontréry, h¢ showsvmofe fidelity.to_the
prince th;ﬁaﬁYbody can imagine. He may even be'caiied
"the Prince;sjdog“,vas the critié W.H;Audeh points out.
Besideé hisxloyalty, as Lord of Misrule, he shows,the
exuberance Qf hié love for laughtér and.good'fellowship.
His tounge drops fatness, and "in the chambefs of his
brain it snores of meat and drink."8 Sir John's old
age and obesity gives him a melancholy fetrospective
quality. And the disparity between his inclinations‘and
his capaciﬁy for énjoyment; makeé him still more ludicrous.
Comparing Falstaff among the other fools in this
study, (Touchstone, Feste and Lear's Fool) we come to
the conclusion that he is the most natural of.all;
A fool is not an ariétocrat, while Sir John is it,
at least, a nominally one; yet his energyvand_speech
are the very opposite of formal manners; In function,
he is after all a fooi whbse exclusion from high society
isva sign of his vitality. Falstaff is "noble in'hame",

but."vital in function", we see this in a non-royal
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speech between him and Hal:

Princeiv"Out ye roge shall I be your Ostler?
Falstaff;AHang thyself.in thy own heir apparent
garters;'ifvi be ta'én, I'1l1 pgach_forkthis: I have
not baliéds made on you all, and suné‘to filthy
tunes, let a cup of sack be'my poison, when a jest5

is so forward, and afoot too I hate it."9
Arisotle defines éomedy "an artistic imitation of

10

men of moral bent" ", while to Conford it is a "sacri-

fice and a‘feast".ll_According to these twé concepts}
comedy suggests saturnélia, the upruIiness of the flesh

and its- vitatity; furthermore, it is peesided over a

Lord of Misrule, who, iﬁ.the play in diséussion, is

Sir John Falstaff. An example of.him as Ldrd of Misrule,
who‘presides over the inversion of order is the scene
in which the fool plays the king and thé fgture king
remains the_priﬁqe.

‘Falstaff: "that thou art my son I have partly thy
mother's words, partly my own opinion, but chiefly
a villanous trick of thine eye and a foolish hang-
ing of thine nether lip, that dost warrent me. If
then thou be son to me, shall the son of England
prove a thief and take purses? Harry, yet there is
a virtuous man, whom I have often noted in_thy
company, but I koew not'his name.



vPrince: what manner of man and did it 1iké your
Majesty? A goodly, and partly i'faith, dnd a-cofp—
ulent, of a cheérful.look, a'pleaSing_eyefand a |
.mdst noble carriage; and as I think of his age,
fifty, or a birlady inclining to thrée score, and
now I remember me, if that man should be lewdly

éiven, he deceiveth me."12

This speech between Hal and Falstaff foreshadows, in

fact, the actual speech between King Henry and his son

Hal, which is speech number 2:

"I. know not whether God will have it so for some

displeasing service I have done, that in his secret
doom out of my blood, he;ll breed revengement and
‘a scourgé for'me: But thou dost iﬁ thy passages of
life, make me believe that thou art only mark'd for

the hot vengeance, and the rod of hea&en, to punish

'my-mistreadings. As thou art match'd withal, and

grafted to, accompany the greatness of thy blood

and hold their level with thy princely heart."13
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CHAPTER FOUR
AS YOU LIKE IT

- __ Scholars assign As You Like It to the year

1599: the plot is probobly derived from a work by

one of Shakéspeare's contemporaries, Thomas Lodge,

calles'Rosa}ynde, Euphues' Golden Legacyl which was
first printed in 1590.

Iﬁ the_comments-to follow we wil} attempt to.¢ombine
a summéry of t@e play'with.analysis.-In tﬁe first act_
we see that thevrightful.Duke of France, DukevSenior,
-has been forced.by his usurping younger brother, Fred-
erick, to ;eaVe for the Fofesf of Arden. Rosalind,
- daughter of the banishedvDuke, stays at court with Celia
her cousin (Fredrick's daughter) whom she appreciates
.dearly. Symbolic 6f the violence of the new regime,
a wrestler named Charlés has just maimed tﬁree challengers
and is about to take on a fourth. This is Orlando, the
son of Roland de Bois who is an ally of Duke Senior

and who shares his exile. To his embarassment, Duke
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FredefiCkxis fereed to proﬁeunce Qflando viéto#.in ﬁhe
sporf; but determihes to killﬁhefyeung-manby other
means:_Orlaﬁde determines to flee toethe Forest of Arden
to join the exiles. Rosalina.meanwhiie confesses her'

love for Orlando to Celia. The girls decide to leave

_for the forest too, wearing disguises. Rosalind passes

as a man ("Ganymede") while Celia masks as "Aliena",
the iost giri. Touchstone, the court fool of the old
Duke, decides to.accompany them in their exile.

'In the terms used by Northroph Frye, the play now
passes into its middle orvpurgatorial phasei the comic
confusion of the Green world where the divisions between
lovers and friends, forests and children, brother and
brother will'be'heightend, but_ultimetely resolved. ihe
forest., as the realm of natere, stands in contrast to
the. court with its artifieiality.and political .corruption.
It forms a "natural perspective"_from which_the cogr;_is

criticized: "Here the present is compared to its dis-
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2 Yet it is not'pfesented.

by Shakespeare as an earthly paradise: he continually

- reminds us that it is a place wheré life is hard and

where the winter winds blow fiercely; Yet.for éll of.'
this,»it seems to be better thaﬁ'the cburt, where other
kinds of Wwindé".destroy the soul mofe subtly.

In the forest Toﬁchstoﬁe, the critic of urban
corruption, encounters Jaques, the melancholy philos-
ophér who is attached to the court—iﬁ~exile of Duke
Senior. The two of them forﬁ'an interesting parallel
and contrast for ogr purposes.

"On the whole if in Tbuchsfoné there be much of

the philosopher in the fool, in Jaques there is

not less of the fool in the philosopher."3
In the association ofAthe'two, Shakespeare links the
fool with his seeming opposite, the thinker. When

Jaque overhears Touchsone engaged in his follu he is

filled with admiration and envy at the_freedom with
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vwhich the.fbol can critiéizé.ﬁhe evils of the world.
Jaques‘ﬁiéhés thét he tob»we?e‘a fooi, éndvhadvthe
‘fqélé liéense ﬁo:criticize;the 'sacred qows' of'a'cbr—:
rupt society. Thus we see that the natural'setting is
now a base for satirical thought. Touchstone is a court
fool who is not really at,home in natu?e and Jaques is
even less of a 'natural'. But both are critical of the
unnatural vices of court which-havevput‘them whefe they
: \
are, and both would prefer a revisédAand reconstituted
society where nature and‘custom are in ha;mony instead
of at odds.

The play provides in fact a}l shades of opinion
concerning #he pastofal ideal (an ideal very "courtlyf
in its inception). Amiens, an attendent of the banished
Duke, expresses an orthodox pastoralism when he sings:

- Under the Greenwood tree

-Who loves to lie with me,

And tune his very note
Unto the sweet bird's throat
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v Come hither,‘comejhither;_COme hither;'f'
Here shall he see | '
No ‘enemy B |
But winter and rough weather.?

-Jaques, on the other hand, is a bitter man of thought,
a puritan in fact who will remain outside the marriages
at the play's end. He asks Amiens for more song in
order to parody pastoral sentiment:

If it do come to pass

That any man turns ass

Leaving his wealth and ease

A stubborn will to please,

Ducdame,ducdame, ducdame;

Here shall he see

Gross’fools as he,

. And if he will come to Ami.s

jaques thinks that "all the world is a stage and all

the men and women merély players."6 His"cynicism
résembles Hamlet's melancholy in fact, .and its.meta—
physical overtones imply that life if the staff of
illusion: if life is a dream, it is a.black and farcical
one. His taste runs toward:the tragic, and in his

famous speech on the seven ages of man, we have the
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flesh is grass, that all splendor‘ends'in'mud and ashes.

In his scepticism, Jaque often seems merely moody and

perverse, howevgr( and the autho;ity that his meditations
often have in the reader's ear is not coﬁsistent. Touch-
stoneé's view of his situation.séems better balanced
in fact than that of Amiens ér of Jaques. While the
former is too gullible_and the latter too acidic,
Touchstone demonstrates that the foél can be intel-
legently resignea:

Aye, now I am in Arden; the more fool am I;

when I was at home, I was in a better place; but

travellers must be content.’

In the cérnival atmosphere'of the_play's central
(or 'gfeen world') seqtion masking is an important
adjunct to folly,.whoses workings leéd us back to Wisdom.
While the fool, Tduchstone remains detached by his crit-
ical wit, Rosalinqn(the real protagonist of the play)
is simultaneously in tpe action and béyond it by means '

of her disquise as Ganymede. We should remember the com-
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 plexity.of this;disguiée-invblves,:aécording’to Jan
.K¢tt, not two’but three levels:.“Rosélind" is rééily
aApgy_actqr pretendihg ﬁo be a giri_who is pretending

 to be a‘boy; Thus in one sense, if ldss of identity

liés at the heart of the comic experience,.Rosalind

- has lost her identity in the_foresﬁ. She.is part of the
genetal chaos, and perhaps her disguise is an indication
théf as‘a.young girl, still dedicated @osﬁ‘closely to
Celia and her father, she does'not‘haQe a clear idea
'ofvher sexualiréle. She shares, that is tq say, in the
whole atmosphere of folly that.must be experienced in the
Green world or dream world, but wh;ch is a stage in
Barber's devélopment "through release to'clarification."g
By the end of the élay, Rosalind will have Qvercbme her
ambivalence and be ready for mature marriage, a state
thch mirrors the larger pattern of reformed comic society.

In another sense however Rosalind is even more

than Touchstone in control of her folly and an instigator
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of actioﬁs wﬁi¢h she.undersﬁands er."OVerpeers". ﬁosalind:
~is thueia "Toﬁchstohe“.who brings others eo a reali-
getiop'of the?fetrue worth and neture. Likevthe fool

- she induces the comic acahhaESisvof those who live in the
delusion of‘their wisdom. In Bertrand Evens' terms, she
"over‘peers" the other characte?s; she does not confuse
herself with her mask, but.sees things as they are. Yet
others cannot see through her mask. One of Shakespeafe's
most lively heroins, she ie the unseen seer, the master
of the revels~which she has-eet into movement.

She feteins this superio£ity; for example, in the
scenes with Orlando who is clearly .less mature and know-
iné.thah she is. She is in effect.testing‘her future
loﬁer when she pretends to be:herself. Orlando thinks
he is kissing and courting Ganymede as a rehearsal for

real, hetrosexual love and does not realize that the

mock-situation is in fact the real one. We shall see the

same charade of sex—chenges in Twelfth Night later on
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and there too we may read ot as a sign of the inhibitions
and_narcissism of the young lovers in whom love is in

. ) . . . . ‘_ IR 9 )
a state of “frozen immobility awaiting a spring thaw."

Through a series of'miraculous evenfs the evil
duo of the play - Duke Frederick and Orléndo’é brother,
Oliver - experience sudden convérsions, and the way is
_finally cleard for the reconstituted'societyjpf Duke
Senior to arise amid a series o0f marriages. Rosalind dropé
her transfsexual disguise and weds Oflando who has
proved himself worthy.of this cleyer girl. Celia is
Qartioned off to Oliver. Silvius and Phebe, the past-
orals are married and even Touchstone is drawn into
the‘biological flux when he marrieévAudrey.-All receive.
the benediction of buke Fréderick (the opposite of the

original senex iratus):

Wedding is great June's crown:
O blessed bond of board -and bed!
'tis Hymen peoples' every town;
High wedlock then be honored:

- Honor, high honor, and renoﬁnA

to Hymen, god of every town.lo_
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We must make some exception to this happy'finale

however in the case of Jagques, thecdour, sceptical man.

‘Like Malvolio in Twelfth Night, this égfiténiéaibthinker )
is left outside the pattern of marriages'and almost
outside the redeemed society. Jaques elgéts to: stay

in the woods with the now self-exiled Duke Senior.‘His
~place is with the tragic and the alienated. And there

is a trace of his final melancholy even in the union of
.Touchstone and Audrey. The fool is ﬁot to be strictly
separated from the satirical and ;@eptical thinker, as
yevhaﬁe seen. As Jaques has identified with and envied
Touchstone, so the latter shows his. dhtéllectual de-
tachment in the disillusioned and fealistié manner in
which he accepts Audrey. Tbuchstone seems to fondly
patronize her as a poor but necessary thing and to

look at marriage in the chilly»liéht.of St.Pauls advice:-
it is_"beﬁtef to mafry thaﬁ to burn:" Thus even Touchstohe,

surely one of Shakespeare's jollier creations, we
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fiﬁd-sighifiQént links with thé disillusioned and
§céptical mind of tragedy which stands outside the'
cycliéal getfing ahd beget;ing‘of:the life—process,
fathervappalled after all by the physical Qorld. We
shall see thevtendéncY'evén more eXaéger;ted in the
cha;acter oﬁvFeste, Shakespeare's las£ fQol within the
comic genre. "Oh that I were a fool! I am éhbitious.

11 says Jaqﬁes in epvy of Touchstone.

for a métlgy coat "
But Jaques wants not fhe festivity of comedy so much as
freedom to punish folly with the.string of satiré like
Hamlet, who uses madness as a mask to assail the éor—
ruption of_the sane court, Shékespeare's mature fools
grow away from the simple cglebration of. nature toward

the realization that there may be'something_"rottoh" at

the heart of things which laughter cannot exorcise.
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' CHAPTER FIVE
TWELFTH NIGHT S o

" In this chapter, I will study Feste, the court-

fool of'Twelfth Night, in relationship to his enviroment.

Twelfth Night, .or What You Will, was pfobobly
written for the performance on the twelfth night, that
is, the last night éf Christmas holiday, January 6th,
1601; morever, it was first printed iﬁ the first Folio,
where it occupies pages 255-7 in the division of comedigs.
The plot may be summarized és follows: Viola ahd Sebastian,
twin brother and sister( are shipwfecked_and'throyn ashore
at different places on the coast of’Illyria, each
be;ieving the other is drowned. Viqla disguises herself:
as a boy, (Cesario) and becomes the page of Orsino, the
Duke of the island. She falls in love with him. However,
;; wants to mafry Countess Olivia and sends 'Cesario'
to persuade the l;d?,to wea.him..But Olivia falls in

love with the page, instead. Meanwhile, exploring the
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town, Sebastian is followed by the sea—captain'who res-
cued him, Antonio. Antonio appears before Viola, whom

bec takes for Sebastian, and is arrested by Orsino's

~ officers. Later on, Olivia persuades Viola's brother to

marry the Countess,'thinking that she is 'Cesario', and
at last, when brother and sister are together, the mistakes

are explained and Viola marriés Duke Orsino, while

Sebastian becomes 0Olivia's hushand.

\

In the 'low' plot, Sir Toby éelch, Olivia's uncle,
Sir Andrew Aqucheeck and her m;id Maria play ajtrick on
the Countess' steward, Malvolio. They sénd.him a letter
which he thinks to be a loveletter from Olivia; in it
he is told to dress and act in a strange.way to gaiﬁ‘her
love. When he appears as was recomménded, he is treated
as a madman, and mugh fun is made of him by the foolish
wisemgn,»Feste, who is Olivia's clown.

As a clown, Feste (whose name suggests féte -
feast) should embody the carnival gpirit. Yet, Feste

is not :eally'the representative of fantasy and holiday,
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but of remdrseiéés and Strictly_counted time. It is
he who makes us feel and face the world beyond holiday.

Feste is a different kind of festive spirit, and his

- name seems rathér ironic.

Festé is the professional jester invCountess Olivia'é
household. As a clown, hig mainvfunction is to juggle. with
jwords until everthing, including the truth, is upside
down and ihsidé out. Feste not only Jjests, but perceives

_ v b |
and states the fact of his jesting: "A senfence is but
a cheveril glove to a goqd wit; how quickly the wrong side
may be turned outward."l Furthermore, his ﬁumor»is intel-
lectual rather than comic: "he is not Oliyia's fool,
but her corrupter of words."? Wifh.what quicknéss of
brainvhe pretends to misunde?stand 'Cesario's' question:
"Dost thou liVe by th labor?/ No, sir, I live by the
church."3 For these and otﬁer reasons, Viola is'right in .
saying to Feste: fThis fellow is wisg enough to.play

a fool."4
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‘The clown may turn his foolery into mimicry of .
anybody or anything. 1In fact, Festes fooling is a
pretense. G.Santayana affirms, in his article "The
Comic Mask",

"for the actor is able to revert from those
assumed attitudes to his natural self; whilst
his models have no natural self save that imit-
able attitude and can never disown it, so that

the fool feels himself superior as universal

.satirist, to all actual men, and the belabours
' 5

at them unmercifully." ‘
" In the section on Carnival traditions, we mentioned
the clown. But we shoula.now observe that_clowning
is connected with the use of the mask..Feste is the
only professional among a crowa of amateurs;.he clowns
for a living. He never commits the émateur's mistake
of confusing his personality with his mask;'Mentally,
he is not é fool: "Lady, no cuccullus non facit monachum, "

that's as much as to say "I swear no motley inrsmy brain,"6

he tells his mistress Olivia. He wears the mask of folly
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. rather to hide his'ionely apprehension'ofvtruth‘be?ind

illusion. Although he may have deliberately chosen his

role, society’determines its conditions; now that he is

- QroWing o0ld, (he had already jested for Olivia's father)
‘his 1life is becoming difficult. Olivia spurns him: "Go

" to, you're a dry fool. I'll no more of you; besides,

you grow dishonest."7 Again she explainsj "Now you see,
$ir, how your fooling grows old and people dislike it.n8

Sir Toby Belch's niece seems to imply that people of her

own generation don't have the same sense of humor which

the previous gemeration had.

It is important to emphasize a point, which has
already been mentioned and this>point is,Jan Kot's:

"A fool who is recognized for a fool, who has
accepted the fact that he's only a jester in the
service of the prince(in our case, of Olivia's)
ceases to be a clown. But his assumption is that
every man is a fool; and the greatest fool is he

who does not know he is a fool."9

This ironically fits Olivia herself.

Feste is able to penatrate the mask of all the
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characters in Twelfth Night -'and, yet, he succeeds in

retainihg his own. He'seeé ﬁhrough the disgﬁises Qf
society because he ié ébové and beyon& it;'he succeeds 
in keeping his own mask fbr hé is above and beyond‘it;
he' succeeds 1in keeping his owp mask for he is a pur-
veyor of illusion, after ali,.an actor, whose main function
is not to be himself.

Earlier we observed the folldwing points:
a) "The fools are conspicuously classless, or at very
least difficult to place in‘the social hierérchies."lO
Although, like Fesﬁel they may haunt the hoﬁSes of‘the
mighty, they are neither of the upﬁerclass nor distinctly
of anyvothér;
b) "The fbols are a law unto themselves; that is,
they so speak what they think; they're expected, even
| 11

incited to do so, and yet they can be punished for it ."

Feste is not punished, just warned by Maria that he will
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be hanged for being a truant. He repliés: "Many a-

good hanging prevents a bad marriage.";z_The ¢critic

Edward Arnoldraffirms.thatﬁ

"this ironic right to speak is often referred to

as the fool's license and it's usually assumed
that it is a tradition and not a palpable real-

ity. Whether or not the artist's license has
created a fool's license -~ depicting something’
that did not exist, but was well known as a

tradition or whether some fools did possess a

written license is not known.“l3

Feste's highly omniscient character: as soon as
he is presénted in the play, Maria's secret is no secret
for him anymore. He chastizes his lady in the sense of
showing Olivia the artificiality of her mour?ing her
deéd brother: "The mor; fool, madonna, to mourn fof

14 He-certainiy realizes

your brother's soul in heaven."
that her mourning is an excuse for not accepting Duke
Orsino, who "loves" her, or, rather is in love with

the idea of being in love. As a élown, Feste's philos-

ophy demands that he show‘the truth and abolish myths.



That is what he does with_Oréinb, Duke of Illyrié:f

| "Now.the melanéhdly god protect thee, and the tailor
. make.thy doublet'changeable tafetta,.for my .mind is

 very opal.“ls Thé clqwn clains that as changeablé in

color as opal might be, so changeable in love and -behavior
ié he,vthe Duge. We see O;éino‘s folly in his opening
speech:

vamusic be the food of love, p%ay on;

Give me excess of it, that surfeiting,

The appetite may sicken and so die.

% Enough! no nore.1°

 Listening to music, it seems that Orsino want: to cap-
ture a moment of intense delight he had in the past.

17

"That strain again."”’ Since he concludes the re-cap-

ture to be impossible, the Duke replies: "I£ had a dy-
ing fall."lBLIt looks like as if Orsino is wrabped in
colored paper and cannot distinguish between actual
and delifious love. This‘"being in love with the idea

of being in love" is rather a fixed idea of being in love

with the idea of being in love. Reason is necessary for
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love tq’suéceed}‘however reason;ng is»Someth;ng impos-
sible for Oréiﬁo. Indged, hé'§ changeable,.fqr, Qp one
hand, he is:invlovebwith Countess Olivia, while five
minutes:later, hiskheart belongs to Viola. Asva matter
of fact, there is a separatioh between those two loveé.
of the Duke: a bridge of selffcéntradiction and self-

destruction.

- Proof of Feste's omniscience in Twelfth Night
is the fact that he foresees Malvolio's fate:
Malvolio:"infirmity, that decays the wise,

. doth ever make the better fool.

Feste:God send you, sir,” a speady infirmity,

for the better increasing of your folly."19

‘Even though Feste kqows the mésks of all éharacters,
he never discévered Viola's; Shakespeare implies with
this that Viola as 'Cesario' is wholly in the truth and
knows exactly who she is.

The third character%stic of the court-fool, -
according to Enid Weiéford, is fthat despite aﬁ assumed

simplicity,_his-utterances are'unsimp.le."20 We may see
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this when Sir Toby Belch and:AndreW'Aquecheeck are eat-

ing in Olivia's house, and Feste,lﬁhé jester, appears.
Sir Andfew anouﬁcés: "Here comes the fool, i'faith," .
but Feste replies: "Did you never see a picture of we
three?"zl, meaning that all three are fools. How fool-
ish are Countess Olivia's wuncle énd his companion not
fo see the clown's wisdom, which proves them to be ex-
amples'of foolish wisemenm, in Erasmian nomenclature.
Feste's philosophy'is that everybody'is a fool énd, as
we have bften observed, the gfeatest fool is he who does
not realize ﬁis,foqlishpess.

Sir AndrewAAquecheek might stand for Sir Toby's
parrot, sincelhe repeats his words and imitates him, with-
out even understandipg ‘what he says. He is too.far below
Féste to apprehend the depth of the jester's wisdom,
which - is the fruit of bitterness, of pretending to be
what he is not in order to survive.

Sir Toby calls Feste an ass; later on, towards



nthe_end of £he_éiéy, when ﬁéstly all thevcharaéteré have
beén unmaskéd, Feste( in a language.of grief aﬁd/sorrow,‘
tells Duke Orsino thaf he doeé what heuaoeﬁ forfhis pro-
fession, and not because he likesvit.»
"Marry sir, they"praise me and make én_éSs

of me; now my foes tell me plainly I am an ass;

so that by my foes, sir, I profit in the know-

ledge of myself, and by my friends I am abused."22

Viola, disgu;sed as 'Cesario', thinks of Feéte
as the merryvfellow who makes his livingvby playing
tricks on others, and, so, doeSn't care for anything.
However, he does care for something, as he himself replies.
By speaking in superficial terms, he.implies a."QeéQ
structure" Only hé has the gift of wisdom, for wisdqm.
is something that just concerns him after all: He is the.:
one who, unseen, sees almost everything.

Furthermore, Feste's statements to Sebastian
"I am afraid thié éréat lubbér,-the world, will prove

23

a cockney"“~ and "The whirgling of.time brings in his

24

revenges"“" show that if the actual fool saw life with
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the eyes'of.thouwise fool, ﬁhey would haVe understood
the:méaniné of nis words.:Since ﬁhey'do not,'they are
__'buts' and we iaugh‘ét then rather than with them. Age-

‘ ohéeck and his'ffiends were unable‘to understand the

fact that the fool's heaft can suffér‘even'wnile clowning.

The fourth charaoteristic of the_court—fools,

‘according to Welsford, is that *"they express a with-

drawl syndrome."25 Their involvement in Fhe action, incidents
and tensions of the play is peripheral. Bdward Arnold
says: "this‘posture'is}implicitly comprehended on the
rooding of the play, but becomes ekplicit when they're

26 The withdrawl syndrome suggests that the

experienced;f
fool may represent the author himself, (Shakespeare), for:
a) "the fool was an entertainer; so was Shakespeare;27

b) the fool, as part of his professional function, lived

- in and helped to sustain a world of il;usion; so did
Shakespeare, as a dramatist, 'is the greatest examplar of
ﬁhe way in which the artist uées il}usion in the name

of reality."28



There are two characters in Twelfth Night who

are contraries to each other: FeSte,fthévwise fobl, and

“Malvolio, the foolish wise man: Feste is Olivia's jester

and the aim of his profession is to provide entertainment.

On the other hand, Malvolio represents the Puritanism
which was beginning to flourish at the time the play in

discussion was written. As 'a puritan, Malvolio is strict

" in morals and regards fun and pleasure as sinful. For

example, when the trio-Feste, Sir Andrew Aquecheek and
Sir Toby Belch are singing and drinking unﬁil late,
Malyolio's intg?vention is unsympéthetic. Mal&olio, who.
Vdespises folly, such.as-the fooling of Sir Toby Belch
and Aﬁdrew Aqucheeck and the commenﬁs of Feste, himself
émerées as a fool in his solemnity:

"My masters you are mad, or what are you? Have

' you no wit, no manner, no honesty, but to gabble
like =tinkers at this time of night? Do you make
an alehouse of my lady's house, that ye gquéak
out your'coziersf catches‘without any mitigation
or remorse of voice? Is there no respect of '

' place, persons, nor time in you."29

-+ 90
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Becausé Mal&olio,,onvone band?:speaks in'thé name of'dec—‘-

orum;- he ;efuses;_onvthe other hand, to see ﬁhiﬁgs in

- the way that good%hqured society incites him to see.'

" He was cOnsidéred'mad, not in clinical termé, however,
but in thé sense that he didn't folldw the perscriptioné
of society. This is what the quotation implies. We might
sau- that Malvolio, because‘of this fact, is.inprisbned
in the Dark Rdom, which stands for his c%osed'self.

It is Feste's job to purge Mal&olio from his
puritanical ideas, from‘his 'self-love' as Mrs.Helen
b'Neil puts it. He attempts Malvolio's catharsis under
the mask of Sir Topaz. (The topaz'was.a jewel thought to
cur¢ mad people.) The clown enters the Dark House to
purge Countess Olivia's'steward; Malvolio canpdt see the
jester because of the darkness; besides, Festes is a
master in the manaéement of his voice. He baits Malvolio

vunmercifully:

Feste (singing):"Hey Robin, jolly Robin. Tell me
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how thou lady does.
Malvolio: Fool™°

Feste "My lady is unklnd perdy.

':Malvollo Fool'31

Feste:"Alas! Why is she so?
" Malvolio: Fool, I sayi"v32

Feste fails to purge Malvolio;.for:the strict
rules of Puritaniém will néver allow Malvolib‘to release
his true self.,Mré.Helen O;Neil affirms: "Malvolio is ;o
sick of self-love thét'his sﬁfferings cannot refprm it."33
With.this charactef,‘Shakespeére suggests the limits of
comedy : hé seems to te2l us that comedy is neither written
for all people; nor can it solve all their problems.

The fool here fails to perform his function and the fool-
ish wiée man does not accept thé lesson of comedy: "I'll
revenge on all the pack of you'"34

It has been suggested that Feste, as a kin@ of
Socrates figure, is arrelic from tﬂe_past: he's old énd

1s no longer esteemed by his employer; he does not'réaily‘

act, but just comments on the action rather fatalistically: |
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"But when I came uhto my beds,";
With hey, ho, the wind and the rain;

With toss-pots still had drunken heads,
For the rain, it rained every day."35

H_Thégéh“ﬁis cbnsdious philosophy'is Erasmain,_bis.éoul
is weary and scepﬁical.

Feste is a kind of chameleon -.he adjusts himself
according to the setting. Nobody likes him, and this fact
makes him realize that he has to look out fbr himself.
Therefore, he does not show affegtibn for anybo@y: his
liking for Maria ddesn't amou§t to fondness; he ehjoys
singing and drinkiné with Sir Andrew, but he hates
drunkenness; hié attitdde towards strangers is extremely
‘cool,Ahe is not even attracted by Viola.

- His attitude, then, seems tQ fit a Qithdrawl
syndrome, forlthis fool, (Shakespeare, we suggest) , does
- nothing to improve other characters; he just states facfs
as a cool-reasoned outsider;’who eﬁters a situation,.which
'has nothing tp do with hiﬁ-peréonally.» Hé_sees the wald;

and reasons about it without any private emotional involvement.
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-As_é'prdfeSSional jester, Feste is given to song
and.music, even though he might not be fond of merri-
. ment any more. From song po‘song} Feste's lyrics show
"a deepening philosophicalrmelaﬁcholy..He is an extreme
example of the intellectual fool who:has_lost his sim-
,plevroots in nature. He is melancholy because he is in-
tellectual; therefore he makes so many wise observatiohs
about life, observations which the 'natural' .is un-
: _ _ ‘
able to think of!
- Each of Feste's songs is magnificiantly suitable
to the occasion it is sung:
"O mistress mine'where are you roaming?
O stay and hear'!your true love's coming,
That can sing both high and low,

Trip no further, pretty sweetting,

Journeys end in lovers meeting,

36111,111,33—38)

Every wise man's son doth.know."
According to Mrs.Helen‘O'Neil, this song foreshadows
the happy ending of the play: "journeys end in lovers

' meeting." On the other hand, when'Feéte sings this tune,

sir Toby Belch and Andrew Aquecheeck listen to him; the



former embodies the carnivaifSpirit_and'the other,

actual unrealized foolishness. This song is an irony

towards Sir Andrew,'whOSe"love for Countess Olivia -
is a mere bubble. LadyvOlivia would never love such
an idiot! Furthermore, the songs of a'drunkard could
never be masterpeices! In this respect, Sir Toby Belch's
neice knew her place. In his second song, also sung to
Sir Toby Belch and Andrew Aquecheek,

"What is love? 'Tis not hereafter;

Present myrth hath present laughter;

What's to come is still unsure.

In delay there lies no plenty;

Then come kiss me, sweet and twenty,
w37 (11,111,41-46)

Youth's a stuff will not endure.v
Feste's change of character begins; thatvis; his view
of fact starts being philosophical{ Here, he makes us
- aware bf the similarity'between love and comedy. For
comedy, time is the condition of present existence;
_moreover, comedy is immersed in £ime,.in the and and
now. The same happené with 1Qve,~aﬁd it is Feste who

affirms:
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v“Whatiis‘love? T'is not_héreafterj
Present myrth hath present laughter;

Youth's a stuff'will not'endure..",37

“The'criticers.O'Neil agrees with this Shakespearian
fool, warning those who wait too long. She illustrates

this point, the'theme'oficarpe diem, by examplifying

Olivia who wasted her uouth in self-imposed seclusion.

Feste's third song is dedicated to Orsino, Duke
of Illyria. It represents an invitation to death due
to unrequired love. Therefore it shows the pattern of

deepening melancholy._As Mrs.0'Neil affirms: "The mood

of this song 1is based upon the convention,'but it 1is
exactly what the Duke calls the food of love:"

- "Come away, come away, death,
And in sad’cYpress let me be laid;
Fly away, fly away breath; |
I am slain by a fair maid.
My shroud of white, stuck all with vyou,
o prepare it; ' |
My part of death, no oné_so true

' Did share it. .

Not a flower, not a flower sweet,

on my black coffin let there be strewn;

Not a friend, not a friena.greet

My poor_corse,,where my‘bones shall be throwﬁ;
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A thousand thousand sights to save,
‘Lay me O! where ' - o
sad true lover'néver finds my grave,

TO'weep there."39(II;iv,49-64)u

Feéte%s iéSt song isvtheusaQ'sOng of Hdﬁaniéy:.the.
clown'realizes Mankinds'cycle'of life - infancy, youth,
old age and deéth. He does not judge, but éim?ly states
 his thoughts;.In the last stanza of Feste's final song
we sﬁggest that_the_jeSter is like Shakespeare himself,
for there afe7indications that the planright will turn 
.from the comic genre now toward the‘darkér'world of
tragedies. The last ballad goeé like this:

"When that I Qas and a 1it£le tiny bby,
With hey, ho, the wind and the rain;

A foolish thing was but a toy,

Forvthe rain it raineth every day.

But when I came to man's éstate,

With hey, ho, the wind and the rain;

'Gainst knaves and thieves men shut their gate,

For the rain it raineth every day.

But when I came, alas, to wive,
~With hey, ho, the wind and the rain;
By swaggering , could I never thieve,

For the rain it raineth every day.
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‘But when I came unto my beds, A
With hey, ho, the wind and the rain; ’;”

- With toss-pots still had drunken heads;_

For the rain it raineth every day.

A great while ago the world begun,
With hey, ho, the wind and the rain;
But that's all ?one, our play is done,

And we ll strive to please you. every day. "40

(V I, 369 389)

ers.O'Neil‘interprets Feste's last song as follows:

"When he wes a tiny boy he knew very well that
foolish things were unimportant. But he grew'
up to become a clown and felt the sadness of.
being rejected along with the knaves and thieves.
Later, Feste got married, but it was an un-
happy experience for him. To be a clown,'he
‘had to associate with drunkards (like Sir
Toby)-, probobly'far into the night, when he
should have been home with his wife.(This is
a hint to prove his marriage was unhappy) .

In the lat verse, Feste begins to philo-

sophize. We remember that he is an old man,

' towards the end of his career. He realizes

that life is not perfect and the world is so
old that it is futile to try to change it now.
The wind and rain are reminders of haxsh real-

ity so different from the "make-believe" of

. the play. But Feste will not persue these.mel-

ancholy thoughts It does not matter; the play

is over, and there is pleasure to be had; if

not in life, at least in the theatre."?l



_Finishing.éhapter’v,.Qe'dare td say that as the
twelfth'night, Janﬁafy Sth,‘mankg ﬁﬁ%end 6f:C§£ist§as‘
celebrations, this is_Shakespéaré's faréwe}l'fohwit.
Moreover, it is the_enﬁ of Merfy England, of the.brigh£ .
“day of the Tudor:houses, Where hospitélity and.entertain—
ment were so-predominant.’itvforesees the era of fiour—

‘ishing Puritanism, which caused the -theatres po'be closed.

ForvPaui: Chapter Five: Mrs. Helen O'Neill

We surely agree with Mrs.O'Neill's_stateménts
concerning Feste's last song. It épncerns.Mankind's
éeriod of life: during childhood, serious_things Qr
proslems unimportant to us; when we grow up podrly,
nobody likes us. As old people,'thé "make-believe"
world is certainly more pleasant than the harsh one.
And being.so, dream is more agreeable to our eyeé than

reality, although if it is only illusory. .
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CHAPTER . SIX

KING LEAR

.The Tragedy-qf King Lear was fifstberformed'iﬁ
1608, based On‘models Qhose origins musi'be sought er
in the dim wdrla'of qeltic legend or the eveh more -
remote world of naturg—myths. The story.is,first-pre-
sent in literature ih Geoffrey.of Monmonths latin |

history of England, Historia Britonum,l composed .around

1130. Shakespeare's play was evidently composed between
1605 and 1606.

l.:The sub plot of the Earl of Gio#cester and his two
sons was certainly based on Sir Philiip Sidney's_Arcadia,2
a collection of romances in the pésﬁorial style (1590).
Yet there are:many_innovations and changes that Shakes-
" peare's imagination added toAhis"modeis: for example
Lear's madness, Cordelia's hanging; and- her father's

‘death. In the subplot, Edgar's madness seems to have

been Shakespeare's invention.



104

fhé.élot.of ﬁhe_@lay may be summafiZQd as folioWs:
King>Leaf onBfitian,Ifééling»thé'bﬁfden ofvhis years,
_decidés to divide his kingdom'amdng his thfee daﬁghters.,
He télis Goneril, Regdn.and Cordelia that their sharé;
of the inheritgnce Wili depend on their love for him,
and he asks each for a testeﬁoﬁy of this lovg. The
two elder daugh%ers, Goneril and Regah, protest thaf
theif love is beyond their power to express and that
they havé no joy.in life besides his love. Thé yqunger
daughter Cbrdelia replies, However: "i cannot heave my
-heart into my,mouth: I love yourlmajesty_accdfding to
my‘bond, no more ngr less."3 The angry Lear then de-
cides to divide the third (and largest) pért he had
reserved fér Cordelia amohg her two sisters. The Earl
of Kent, who speak; in Cordelia's defense, is banished
from Court, though he returns digguised to serve old
Lear. The King of France marries Cordelia even though

she is disinherited, while Goneril marries the Duke of



Albany and Regan, the Duke of Cornwall.

'-_After alshOrt period,.thé‘bld king finds out that

. his.oldest daughters are abusing their power, and he

' realizes his “foolishness in dividing his kinddom and

giving away his possessions. Driven te distraction by

the ingfatitude of his daughters who refuse to support

his retinue and insult him, he goes off into the stormy

night aécompanied'by his fool and-the-garlvof Kent.
On the heath, they take refuge from the storm in a

hovel, where they"find Edgaf, the legitimate son of

the Earl of Gloucester. Edgar has had to flee for his

life from the treachery of his.brother, the bastard

Edmund. For his own safety, Edgar has assumed the dis-.

guise of 4 beggar, "Mad Tom".
After scenes in which Lear touches the dépth of
his madness, Edgar meets his father Gloucester wander-

ing on the heath and cares for the old man, who has

bbeen blinded, without revealing his identity to his

father. Edgar agrees to lead Gloucester to Dover, .

10
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whefé ﬁﬁe Kingﬁof'Franéé-ahd'Cordelié'éréklanding'with"
an army'£0 put Lear on>theﬁthrone‘agaiﬁ. Meéﬁﬁhiie-Leér
”tQ§,>yithvthe aid'of the buké of.Kéﬁt, has';eééhed

' Dovér and rejoins Cordelia'in:thé F;ench camp.'Leér
-Seems_tb have regaingd-his sanity through the agency
of the Fool, Edgar, and Ken£,'but just as the play
seems to be taking a happy course, the French army
loseé the battle against Edmunds forces and fathei

and daughter,areAmade prisoners.

The play ends in a series of deaths: Regan is pois-
oned by Goneril, who loves Edmund, the former's husband.
Goneril then kills herself after Edmund is slain by
his half—brdther Edgar in single combat. Edgar describes
how Gloucester's heart 'burst‘itselff_when the latter
discovers that 'Mad Tom' is really hié loyal son.

Then Lear's heart also bursts when he sees thg body of
Cordelia'whobhas‘beenvmurdered by Edmund's order.
Folly has sever§lvfacés in this piay and the fool

is mirrored by other characters who share his function.



(é’ We havé Learvhimself, thé_foéish'wise—mah th
doéé notvfealizé that love cannot be meésgred. He_
mu5£ be'éufged of:his egotiéﬁ anavpriae_by.the ggenté
of folly.

(5) Principle among‘thése is Lear's fool -who from
the'beginning wérné_the king of his mistake. From
behind the mask-of'hié profession (he.isvan official
_court-jester) he imglies that it is Leaf th is the
real fool. In the scenes on the héath; the fool height-
ens the sense df chaos With his topsy-turvey humor
which is ultimétély intended to p&bduée Catﬁartic
effects in the king.

(c) Edgar, disgquised as'Mad Tom.carrigé the deliber-
ate dislocatioﬁ of Lear's'already aislocated mind
stiil further from the fool. Edgar performs the same
function later, sfill.disguised; with his own father,
Gloucester. Like‘Lgar, Gloucestgr'has been blind to .

the real nature of love and has favored the false -

love of Edmund, who like Goneril is purely machiavillain.
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'Léar,has_fuied fo: mahy y§érs"aﬁdw#ﬁe'ﬁébit éf
pbwer hés‘ﬁérdend-his»ﬁeért;_Thbuéh'he'wants‘tp give i
 up the qfficé of kiﬁg; he does not wantvto sufreﬁdef
his.poWér to comménd( and believe”that he cén commaﬁd.
love. Thislselfish blindness constitutes.his tragic
flaw, fdr which he must be puhishéd by the fates.
But as his nemeék reﬁurns ﬁo him‘in the pathetic
vsceneé Qf exélusion.and exposure on the heath we begin
to feel that uniyer;al justice is in trﬁth'being car-
ried too far, and that it méy be a devil and not a
god ét all who i; distributing this justice.

It is when he goes mad on the héath thaﬁ'Lear sees

himself truiy as a "poor, forked creature" who has

real links with others of his bird - a fool among fools.

I am a very foolish old man.
...And to deal plainly,
I fear I am not in my rijight mind.4
Through madness Lear finally catches sight of other -

peoplé's sufferings - the Duke of Gloucester's, for

example:
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 Let the superfluous and dieted man - |
That slaves of your ordinance, o | ' -
" That will not see ' : - | |
Because he doth not feel, feel your power quickly;
So distribution should under excess, - -.
'And each man have enough.5
When he regains his sanity, which he can only do through
" the tonic:experience of folly, he can finally prop--
erly value Cordelia's love, and tell the false from
the true. Unfortunately, it is a little late: ‘when
he sees Cordelia dead, he seéms to confuse her with
the fool:
And'my poor fool is hanged,
no, no, no life! - .
Why should a'dog, a horse, a rat have life,
And the no breath at all?®
The fool in King Lear is different from the rest
of Shakespeare's fools: Shakespeafe made him one of
those kindly creatures who, having once received an
 idea into their brain, are incapable of parting with

it. His mental activity consists in going over the same

srring, sometimes with ingenuity, sometimes bitterly,



110

:buﬁ;AIWaYS'cglqplated; ih'his érief_févaordeliafs 
baniéhﬁenﬁ, tﬁe.Fool aimést férgeﬁsihis rSlé and
m359§ ué ;eade?s_beiigﬁe_tﬁat uﬁ§eru§ vei}»df-hﬁmor,- 
B he_ié:deeéiy serious;

On the other hand, the-Fool makéé the folly of
Lear thé“aim of hié humor : his wo#ds arevnotvsimply
wordé/ buf_advice whicﬁ'has.deep siénifigance. When.
immédiately after Goneril's cruel séeeéh to the King,

. . |
thé Fool breéks out, "Out went theféahdle and we were
left dafkling,“7 the light of the moral wqud has
ceased‘to shine, and the darkness groWs relentlessly.
As the King descends into madpéss howéver, th? Fool
guides and directs the formef's folly: hg_jests in
order to cheer Lear up. In a similar wéy, he expresées
his devotion to Léar in the scene of,the Storm, where
his theme.is that those who are fools in the eyes of
the world arer justified by a.higher pOwer; It is im-

portant:xo to observe however that the fool has his



placé’in the tragédy onlyfas-ldng‘as the King'is'able_1
to perceive the fool's truth. There is n@}longerfv

-need or room for the Fool after the King actually

goes mad. At this point the Foolxvanishes, saying,

"I'll go to bed at noon."8 This sudden withdrawl of -
the:Fool, together with the fact that (unlike Shakes-

peare's other fools) he is'nameless suggests that he

is like something inside of Lear himself,‘an alter-ego.

Lear: Who is it that can tell me who I am? 

Fool: Lear's shadow.9

At the moment that Lear crosses into insanity, the
Fool is replaced by 'Mad Tom': his.;atharsislhas
sucCeedea only tod well and he vanishes forewith
from the action.‘

What G.Wilson Knight calls the 'ﬁear-UniVerse‘
is o6ne in which.disorder has both comic and tragic
dimensions. Thus the chaosjof the storm which reveals
a derangement of logic which is at the heart of the

Fool's joking. In the storm of metaphsical evil and

11;



.~ in the fdlly which imitates it, the high is made low
amd the low is exalted. Whether wé.Weepfor laugh at

the-inversion of the universe seems uncertain. In his

i]Eliiabethan Wdrld Picture, E.M.?illyardvdiscusses the
chain of being. which the Eiizabethan believed tracéd
-.as heirarch;cal’orde£ from God and the angels down

to anim;ls/ plants, and minerals, He:presents tﬁe
schemeiﬁhereby the order of the'extern§l, naﬁural
ﬁﬁiverse was exactly réflected in the arrangemeht

Qf the society. Thus the-brdef that descended . from
qu to the minerals correspbnds to the heirarchy

of King, nqbility, commons, dan-tQ the:fool and
beggar, who are the lowest oé thé human social scale.
The humor of the'fool, turning as it does upon the
inversion of this fixed copventional pattern, carries
with it a suggestion of déemonic chaos which is not

so inappropriate in a tragedy as it might first seem.
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Early in this thesis we stated thdt,incoqgruity,
which seems to lie at the heart of all joking, is
not exclusively a trait of the comie. In King'Léar

' we see it may as easily elicit tragic‘reactiOns.
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 CONCLUSION

‘The subject of folly in fénaissanCe‘literature,

is a vast one, which we have attempted to limit by

- foucussing on four repreéentitive_Shakespearean plays

and by concenﬁratiné on.the relatiqnéhip between the
fool and the madman. Ip our discussion of the plays
we have emphasized.the 'ﬁatural' and 'artificial’
cohpOnentS-in the fools and tracedjalsﬁectrumfrom

the mdre natural (Sir John Falstaff) to the intel-

lectual court fools of As. You Like It,_ATQelfth
Night and Kiﬁg,Lear;

Draﬁing chiefiy on the anthropélogical critics
who derive from CambrideFSchoql of Clasgical Anthro-
pology (Welsford, Barber, Frye énd Gilbert,Mﬁrray)
we have shown that in the Renaissance and medieval
world,‘madness was associated with inspiration: "the
lunatic, the love;daﬁd the poet are of imagination

all compact." We have seen that under the mask of



'“V11611i

folly;'the Foolvof Shakéépéa;e;s'drahas presents'é ii¥,

' highef.visionfdf truth which uﬁde£;ﬁts the}fixed éndv 
_dqgméficfconventionsdfTsécietygﬁa réminds_us of .'f - ;.,
our link with_na#u:e.

Let us go back now and try £Q answér the'questiqns
we posed in Chapter One, pa;t'one.

We have found thét it‘is indeed possible forbthe‘

fool‘tb functiqn outside of cbmedy, in the plays of his-
torical and tragic genre. Just as the factvof ;ncon—
gruity can be<alt¢rnately tfagic and comic, so the
elemenﬁ; of trage&y can oveflap and mix in Shakespearé's
‘rendering of the ﬁool. The fool always is marginal
to the aCtién and Shows a téndency to withdraw: a fact
that can have both comic and tragic‘signifigance.
Indeed we notiée,ﬁhat iﬁ Lear, élthough ;he protag-
‘inist dies, his catharsis py the,fool_seems to -have
succeeded. Qn the 6ther hand,'the coﬁedies paradox-
ically often show a}catharsis thaF-;s incomplete

(Falstaff, Jaques, Mal?olio), So tragedy is hidden



in the heér£ of.comédy, and‘viée-vérsa;ﬁi

Tépicél in?ersioh and mésking aré, wé‘have seen, -
':thevmeans by which the.fool:seéks;to indgéé thg_géth- 
arsis of the deluded 'fdolish.wiéeman‘. Iﬁ is Fhfoﬁgh
thelcarnival étmospheréof.cothSiQn‘and lost identity

that the comedies move toward their 'saturhalian"end:

" a through release to clarification", as Barber states.

Comic action begins in an 'unredeemed' society where
‘people's true faces are really masks. To get rid of
the inner,'unconscious mask that inhibits higher con-

sciousness, the fool puts on an artificial mask, and

urges the others to do likewise. Thus the 'Green World'

(to use Frye's»termf .is a world both and morg
natural than thé everyday society'With which comedy
begins. 'Natural' and 'artificial’ traits mihgle and
are confusedviﬁ the_fool - and we see even that ad-
amic man Falstaff can offer stiff satiric criticisms
of society and perform:the qfficial function of the

court fool when he changes places-with Hal in The

17
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TaVe#n Scené-- ”

. Fihally_we'ﬁant td eﬁéhasizélfhe'seed anmélanchéiy
thég,liesniﬁ the-héart o?_every”féogmand }inks‘him tq
‘ thé figure‘of»the melan;ﬁoly; ?ﬁiiéséphicalvand-écept—
ical man who Seems to be his oppositer'Despite his
great heart, Faistaff‘is rebuffed.and‘sent to ﬁhe fleét
once*he has serVéd the purposes.: ﬁis Machi;vellian
Masfer requires of him, Lears ﬁooliinduces; through

. .

tonic treatment of.madness, a clarity‘in the mind of
the‘bld king who sees that he - and all men - are
really fools. But>the fool disappears ana ghe king
dies. Like 0ld Falstaff, the court fools of As You
Like It show sighs’of_age and'WOrld—weaginess. Touch— 
stone ofteh‘sounds like‘Jaques, who enviés him, and
though this fool mé;:ies at the end of the play,_he

sees this 'resolution' cynically and naturalistically.

In Twelfth Night, Feste is old and weary of his job:

he looks forward to retirement and scorns his 'mérry'

companions. At the¢end of the play he remains alone,
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. singingvsadly:gf the wiﬁé and thé?;aiﬁIWhiie his
'patient'.Malvélio_feméinS'unpurgedjandvstiil bitf  
“EérlYi?uritani051,rIn the heartvdfj‘be's é?ape';'
the_poét thh Keats fouﬁd thé tés#é of melanéholy;

so it is ‘with Shakespeare's fools.
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