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decided‘to have Li’l Abner marry Daisy Mae. Admittedly, this was
at the time when Senator MacCarthy was at the height of his power

and an almost hysterical fear was sweeping the nation. But Capp,
who had thrived for twenty years kidding hell out of all the lunacie
of American life, suddenly discovered that there were some thing
he no longer had the freedom to kid. (He had noted “the gradua
loss of our fifth freedom. Without it, the other four freedoms aren’
’much fun, because the fifth is the freedom to laugh at each other.”)

hen the comic writer loses this freedom, he invariably turns from

lbroad, topical satire on a national level to the more gentle forms of

‘hum’ot'r found in domestic life. (It’s significant, I think, that “Blondie’
li/s(}fhe most popular comic strip in America.) And if this restricting
- atmosphere continues, the comic must eventually turn in upon him
/self, and he becomes the butt of his own humor. This is what prob-
ably happened to classical comedy, and the decline in Anistophanes
/f:gmic power is probably more a matter of political freedom than i

§ of artistry. Aristophanes was the Will Rogers of the classical Greek -

4
‘ / theatre; unfortunately, he wasn’t able to be its Jack Benny as well.

The Saturnalian Pattern in

Shakespeate’'s Comedy™

C. L. BARBER

MESSENGER Your honour’s players, hearing your amendment,
" Are come to play a pleasant comedy. . . .
Brcear . .. Is mot a comonty a Christmas gambold or a tumbling
trick?
Laoy No, my good lord; it is more pleasing stuff.
Becear Whai, household stuff?
Lapy It is a kind of history.
Beccar Well, we'll see it. Come, madam wife, sit by my side and
let the world slip. We shall ne’er be younger.
—Induction to The Taming of the Shrew

Recent literature has accustomed us to the conscious use of mythical
and ritual prototypes as a means of organizing the life of our time
in the absence of a self-imposing tradition. Ulysses and The Waste
Land expressed life in a modern city by representing it as recapitu-
lating basic myths and rituals. Such creative ordering of experience
by earlier archetypes has involved, in our time, a kind of explicit
awareness of analogies not necessary in earlier periods, when tradi-
tional symbolic values came to the writer as a matter of course with
his themes and materials. Psychology and ethnology have developed
a corresponding set of generic names—“the Oedipus complex,” “the
fertility spirit,” “the rebirth archetype.” \In earlier cultures such pat-
—mber, “The Saturnalian Pattern in Shakespeare’s Comedy,” The
Sewanee Review, Vol. LIX, No. 4 (Autumn, 1951), pp. 593-611. The inter-
pretation outlined in this essay is more fully developed in C. L. Barber’s
Shakespeare’s Festive Comedy: a Study of Dramatic Form and its Relation fo

Social Custom, Princeton, 1959 (Meridian Paperback, 1962). [Footnotes in this
selection have been renumbered.]
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terns were implicit in particular observances and did not need to be
named. We have to name them, because for our cosmopolitan and
relativistic mentality no particular symbolism is any longer self-evident.
Our literary criticism is recognizing and describing in the writing of:
the past underlying configurations which earlier readers did not nee
to discriminate consciously. After the Nineteenth Century’s preoccup:
tion with the individual in society, with characters in drama, we are
récovering, about art at least, an awareness of the creative function:
of form. To explore patterns which drama has in common with

[ritual is one way to develop this awareness, to see how the role pr

( cedes the character, how the larger thythm of the whole action shapes:
nand indeed creates the parts:

icht’ Ifth

Love’s Labour’s Lost, 4 Midsum‘merl Nzght.s D?’r;iazrlzé ziictT:;Z fof
Night, but also in plays where there 1s relanveg Tth e dhat
ho?ida:.y, notably As You Like It, and He??ry IV. iovidf: go thar
described festive occasions, or was used in th?;': P e g o
adequate vocabulary than th?t t}cl)f axgys'o;ie:u:r;e ;;nre i att;_mdesf'i:

. « . L 1 . _ |
pgmttet}ileonf;ﬁdamy w:lalza ar((:)hetypef in English Renaissance cultureh fo; k
?h(? Pa’cti’cudes adopted about pleasure whenever people set out to hav |
ag\?\?d uainne‘ et hold of the spirit of Elizabethan holid.ays becal-zse they
had efo(xj'm. §El\/Ie:rzy England” was merry chiefly by Vlﬁli:th o‘::c 01;]5; ;z:n
munity observances of periodic sports .a?'ld feast days. rih tool o
in morris-dances, sword-dances, wassaﬂmgs, mock cere.m(JS disglﬁsmgs’
mer kings and queens and of 101:ds of misrule, murqz?lfﬁ,ozvs e
masques—and a bewildering variety of sports, games, il e
eants improvised on traditional models. Such p.astunes e e,
part of the celebration of a marriage, of the. wﬂagg w;l id,smnmer_eve,
mas, Shrove Tuesday, Hocktide, Mayday, Whitsunti e,f idsmmereve
Harvest-home, Hallow-¢’en, and the twelve days ) ;d o Chsies
season ending with Twelfth Night. Custom prescribed, o o

definitely, some ways of making merry at each occatsmrzi B e
feasts were not, as now, rare curiosities ’fo be observ;: og e e
in remote villages, but landmarks framm'g the lcyccsz f the your

Shakespeare’s casual references to the holidays always P
his audience is familiar with them:

ats is for the hand of an attorney . . .
::issaﬁ ;:;:Eegﬁzr Shrove Tuesday, 2 morris for May Day,
as the nail to his hole. . . .

1 i cca-
The whole society observed the hohdays._Ehzabeth’s C(;;u‘t, ond 0ke :
sion, went a-maying; it always had a desu.mmer bonlre,h ar;eh()l df:
the ’Chxistmas season with high revels. So did. the noble 01;- ro‘,:
In the entertainments tendered Elizabeth during hez: summue P a;-
resses. traditional festive observances were developed in masque, P
2
eant or play.t ) . -
Stud)ip of the historical process by which holiday came to be. .
1 The most authoritative and complete summary of court ff;tslw;;es;gz %Iiza:
Chambers, The Elizabethan Stage, Oxford, .192‘3. Folk fes;{v; ?Sm o,
b t%m t;riod are treated with equal authority in The Me:’bze amoreg ;han e
ISOSan'IPhese two books, and especially the latter, E:ontn utefolkloﬁst an any
other: work by recent scholars to enable one who is not a

>
at Shakes peare’s drama from that pomt of view. Ghanlbﬂs hlI‘llself When he
fiIl.ZLl]) ame to rite about Sha‘kespeal e dld little or notlung with thIS pa‘t of

his immense knowledge.

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

This essay will attempt to describe a major pattern in Shakespeare’s:
gay comedy—the comedy before Hamlet and ‘the Pproblem plays. Proof
by citation will not be feasible within the limits of an article; and
I shall not be able to indicate in detail where my generalities do and
do not apply to particular plays. But Shakespeare is so familiar that

if I can express a notion of the dominant mode of organization of
the copnie

omiedy, the reader will be able to try it on the plays for him-
self. %};Shakespeare’s gay comedy is fundamentally saturnalian rather
than \‘satig:. It dramatizes pleasure as release from “hormal limitations,
and the jud\gfﬁents implicit in its humor primarily concern the relation
between man and nature, not relations between social classes or types,
The plays give form to feeling and knowledge by a movement whic
can be summarized in the formula: through release to clarification.
This pattern for organizing experience came to Shakespeare fro
many sources, both in social and artistic tradition. It
example, in the theatrical institution of clowning: the clown or Vice,
when Shakespeare started to write, was 2_recognized -anarchist who
made aberration obvious by carrying reléase to abs

urd extremes. The
- &ult of fools and folly, half social and half literary, embodied 2 similar
polarization of experience. One could formulate the saturnalian pat-
tern eﬁect/i,vely by referring first to these traditions: indeed, Shake-
speare’y fitst completely masterful comic scenes were written for the
clownsiil have chosen, however, first to approach the pattern of the
gay plays by looking at them in relation to
Elizabethan_ holidays. yThe festival occasion pro
“the organization of Hnp

appeared, for

the social rifyals of
vides a paradigm for
ulse and awareness not only of those comedies
where Shakespeare drew largely and directly on holiday motifs, like
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lated into comscious art leads through the occasional literature pro-
- duced for aristocratic entertainments,

s . . . SN ey SR e
Thatic_ Mnaterials, For this purpose, connections of details™57& 1655 im-
portant than the\ orrespondence between the whole comedy and the
whole festive occasion.} The holiday archetypes provide a way of talk-
ing about an underlying movement of feeling and awareness which
is not adequately expressed by any one thing in the Play, but is the
play. At this level, one cannot say just how far the analogies be-
tween ritual and art show an influence, and how far they reflect the
fact that a holiday occasion and a comedy are parallel manifestations
of the same pattern in our culture, of a basic way that we can

; polarize our human nature, moving through release to clarification.

§

I Rerease anp CLARIFICATION IN THE Ipvrric Comepres

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

Come, woo me, woo me; for now I am in a

holiday humour, and like enough
to consent.

k\Sﬁch holiday humour is often

abetted by directly staging pastimes:
dances, songs,

masques, plays extempore, etc. But the fundamental
methgd/is to shape the loose narrative S0 that_”_"‘g_\ggn,t_s’_’__.\put ity per-
sons in the position_of _festive celebrants: if they do not seek holiday
it happens to them.\A tyrant duke forces Rosalind into disguise: but
her mock wooing with Orlando amounts to a Disguising,
val freedom from the decorum of her identity and her se
rule of Sir Toby is represented as personal
the pattern of the Twelfth Night occasion;
dict and Beatrice, while appropriate to their special characters, suggests
the customs of Easter Smacks and Hocktide abuse between the sexes,

Much of the poeiry and wit, however they may be occasioned by
events, is controlled in the economy of the

effect of 2 merry occasion where Nature reigns. :
F. M. Cornford, in The Origins of Attic Comedy, points to invoca-
tion and abuse as the basic gestures of a nature worship behind Aris-
tophanes’ union of poetry and railing. The two gestures were stil
of -Elizabethan Maygame, harvest-home, or
winter revel: invocation, for example, in the manifold spring gar-
landing customs, “gathering for Robin Hood”; abuse, in the customary
liicense to flout and fleer at what on other days céommanded respect.
g‘he. same double way of achieving release appears in Shakespeare’s

with carni-
x. The mis-
idiosyncracy, but it follows
the flyting match of Bene-

But _my _concern_here is to
describe the saturnalian pattern as it was finally worked out in dra-

67
Barber | THE SATURNALIAN PATTERN 3

festive plays. There the poetry about the ple:iures of nature h:;lz;il:;?
ke beneficent natural ;
naturalness of pleasure serves to evo : : e
i 1 d housewife Fortune from
and much of the wit, mocking the goo t o
il he ritual abuse of hostile spirits.
heel, acts to free the spirit as does t '

Z sat:lmalian attitude, assumed by a clear-cu.t gesture tox}nlra_rciehbserfcz%
brings with it an accession of ‘fw:mton”11 vitality. fin . 1: ;ajn?:ining
i§of wi occupied i

Freud’s analysis” of wit, the energy morma y 1

inhibition is freed for celebration. The holidays in ac.tua.'l‘hobservlax?::

were built around the enjoyment of vital plei;iezz in the msl:? ami

3 i ;1 inter, within-doors wa

love in out-of-door idleness; in the winter, 0 :

food and drink. But the celebrants also got somethllng for no(tihlfeg_

from festive liberty—the vitality-normally locked‘" up xrxtl i‘;”?b;% L

he visitation artic -

ct. BE. K. Chambers found among t. ; C

Zi:hop Grindal for the year 1576 instructions that the bishops determine

whether the ministers and churchwardens have suffered artll?lr 10r<:1 oé h:;:;;:
or summer lords and ladies, or any disguised persons, or o' ers, 1:; Christras
or at Maygames, or any morris dancers, or at any othter sﬁzz, o
reverently into the church or churchyard, and thef; Ié)t ” 3 . \
unseemly parts, with scofls, jests, wanton gestures, or ribald talk. . . .
hakespeare’s gay comedy is closer to Aris:cophanes’ than tolizzzyisoﬂ:hez
eat comic art because the matrix for 1t.s awareness { e I 1he
form of feeling of such saturnalian occasions as 'these.nc 1ﬂ " tzn g;
woré‘ring pompous Lamachus in The .Ackamzan: by mvc:f tbl the tangh
ble benefits of Bacchus and Aphr:?due, acts the szime e;sk e\; aII)ld o
e acars Malvono’; :Sizllno? }fc)y azoszdizs :;) é:Oncomita.nt to
: ] chieve e festive o
theT };zléizgfig;w%ramaﬁze: z heightened awareness” of the relation

process of translating festive experience into dran.aa invo.lved extt:indzi:ci

the sort of awareness traditionally associated with hohda)lr, an esae =

becoming conscious of holiday itself in a new way. 'I'h((;e1 p za..ys,t ;;1; o
5 i tural which gives scope and poin :

a_mockery of what is unna wh i nercivard or o

“sort © jest ed by dancers in the churchyar

sort of scoffs and jests shouted by ?

“the quaint mazes of the wanton green” And they include amother,

’ on holiday. The
between man and “nature”—the nature celebrated y ]

g

\

RN
Loy

W'/

o

\
: hich puts
complementary mockery of what is merely natural, a humor which p \‘1

iday i i ith i le.
holiday in perspective with life as a who : . ) ]
o'Il‘hey bufts Jfl the festive plays consistently exhibit bthel;'1 u?na’futrsl”
» j ion “ lood, of mirth,
ing kill-joys..©n an occasion “full of warm L,
nﬂaezs Zeb:;rgopreoichied with perverse satisfactions hlfe pride or greegr
to Zlet the world slip” and join the dance. Figures like Malvolio an

N

2 The Medieval Stage, Vol. 1, p. 181, note 2.
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368 THE CRITICISM OF COMEDY

Shylock embody the sort of kill-joy qualities which the disguised per-
sons would project on any of Griridal’s curates who would not suffer
them to enter the churchyard. \Cra,ven or inadequate people appear,
by virtue of the festive orientation, as would-be-revellers, comically

inadequate to hear the chimes at midnight. Pleasure..thus becomes the

touchstone for judgment of what bars it or is incapable of it. And
‘though in Shakespeare the judgment is ustally responsible—valid we
feel for everyday as well as holiday—it is the whirligig of impulse
that tries the characters. Behind the laughter at the butts there is
always a semse of solidarity about pleasure, a communion embracing
e merrymakers in the play, and the audience, who have gone on
holiday in going to a comedy.

While perverse hostility to pleasure is a subject for aggressive festive
abuse, h’;i_ghﬂown_,ﬂ_id_gaj_,igp_ is_critized too, by a benevolent ridicule
which sees it as a not_umnatural attempt to be more than natural.
It is unfortunate that Shakespeare’s _gay plays have come 't be known
as “the romantic comedies,” for ey almost always establish a hu-
morous perspective about the vein of hyperbole they borrow from
Renaissance romancei.‘?/\’ishful absolutes about love’s finality, cultivated
without reserve in corfventional Arcadia, are made fun of by suggesting
that love is not a matter of life and death, but of springtime, the

. -ionly pretty ring time. The lover’s conviction that he will love “for

j ever and a day” is seen as an illusion born of heady fecling, a

symptom of the festive moment:

Say “a day” without the “ever”. No, no, Orlando! Men are April when
they woo, December when they wed. Maids are May when they are maids, but
the sky changes when they are wives.

This sort of clarification about love, a recognition of the seasons, of
nature’s part in man, need not qualify the intensity of feeling in the
festive comedies: Rosalind when she says these lines is riding the full
tide of her passionate gayety. Where the conventional romances tried
to express intensity by elaborating hyperbole according to a “pretty,”
pseudo-theological system, the comedies express the power of love as
a compelling rhythm in man and nature. So the term “romantic com.
cdies” is misleading; “festive eomedies” would be a better name,
Shakespeare, to be sure, does not always transform his romantic plot
materials. In the Claudio-Hero business in Much Ado, for example,
the borrowed plot involved negative behavior on the basis of romantic
absolutes. The caskets story in The Merchant of Venice, again, is
romantic narrative which, though handled gayly and opulently, has
not been given a festive orientation: Fortune, not Nature, is the reign-
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ing goddess. Normally, however, as in Twelifth Nzgh_t,l hmi.zalvlzhiaclh
ters the emphasis when he employs romantic materia (:xm S ity
in his source control the mood, and are drawn_ out to : nltin’l,;;tj ey
of devotion, producing now pathos, now a'nmetyJ flovyds ptiment, e
felt on the stage, in the rhythm of stage tume, as mciden e e
by a prevailing mood of revel. What _wasM.sentunentalnszis{;é&«__tgi;;;
comes impulsive.extravagance. /And judgment, not comr

tematic wishful distortion, can observe with Touchstone how

; is mortal in
We that are true lovers run into strange capers; but as all is m

nature, so is all nature in love mortal in folly.

To turn on passionate experience and identify it Vtilth l:he }:Ohdi};
moment, as Rosalind does in insisting that the sky wﬂll.g a,xtng;fc_;,lr pthe
the momentin perspective with life as a wl?ole. “HO i ;y, Jor the
Elizabethsnsensibility, implied a contrast with everc}lf . g, en
brightness falls from the air. Occasions 'hke May—dayf an : eiv neer
Revels, with their cult of natural vitality, were maintaine Iy
civilization whose saddbrow view of ﬁfe.focusgd ;Iilg iit]::n]:n;)r acgﬁl o

icit in vitality. Zhe tolerant disillusion o
I:Ef::relzIEZwed );ature to have its day, all the more headlong d‘t;;:::sg
it was only one day. But the release 1of th‘;t. C;)lm;i;}iregva:u;;n ersiood

o be a temporary license, a irﬂr}ifsgg_c’f~ which inoplied rule, so th
:he acceptanfe ;_EY nature was ¢ quaﬁﬁed. \\ ohda')j aﬂit;lm:tzlz:sn?mysar;xisir
of folly were limited by the underlyin as_Sumptlon a !
man s only one part of him, the part that will fade. cted theme: Q].‘_ft

“How that a life was but a flower” was a two-side n re.sent
was usually a gambit preceding “And therefore take the p

time’ ; but it could also lead to the recogmtion that

so from hour to hour, we ripe and ripe, “\
And then, from hour to hour, we rot and rot . . .

e RVan . d
The second emphasis was implicit in the first; ')-éhl?‘h a}'c’cl’cucllfi t?:/vzut
nature predominated depended, not on alternative phlilo;sop h;sz ¢
WE ithi hythm. And because the T.

on where you-were within a it | because
recoonized in the comedies, sentimental falsification is not n.e‘c:;szzrg
in e;pressincr the ripening moment. It is indeed the presen’;1 moirth >

= - . 3 .
Jaughter of the festive plays—the unmedmtf: experience they glv: of
natire’s beneficence—which reconciles feeling, ww;thout» re;ourgture’s
sentimentality or cynicism, to the knowledge they convey ol matures
limitations. ) ’
o i;:amwing the parallel between holiday and Shakespearg s comedy;
it has been hard to avoid talking as though Shakespeare were
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primitive who began with nothing but festival custom and invented
a comedy to express it. Actually, of course, he started work with
theatrical and literary resources already highly developed. This tradi-
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i ' happenings. The whole
morously recognized as mental, not actual happ ; gh T
action in the magic wood is presented as a release of shaping

i i ination.
which leads to clarification about the tricks of strong Imaginati B

ive humor S
; ; awake, thanks to_2 pervasive hur :
tion was complex, and included folk themes and conventions along _(W,E..Wamh "éﬁ:ﬁ}r?a‘m‘~b}l i e taret'a'ké fa:z:lcy literally, whether exhibited
with the practice of classically trained innovators like Lyly, Kyd, and _399}{5_}118 dgli_l_s_ws 'F."-I;CE!}CY 0:_’ in Bottom’s mechanical dramatics. It
Marlowe. Shakespeare, though perfectly aware of unsophisticated forms in love, or i e e banity of Titania, Oberon and their jester
like the morality and the jig, from the outset wrote plays which pre- is part of the aristocratic urbanity i \

Sy
. i rfect y
Puck to intimate in their own lines that they do not exist. So pe L}\‘\‘\“’

sented a marrative more or less in the round. In comedy, he began . Iy possible m the
> : an expression and understanding of folk cult was only p T

with cultivated models—Plautus for The Comedy of Errors, and lit-

-

5,
2,

PAS

;Ci‘x\“'f
g

-~ express holiday pastimes as three-dimensional drama

erary romance for the Two Gentlemen of Verona; he worked out a
consistently festive pattern for his comedy only after these preliminary
experiments.

In his third early comedy, Love’s Labour’s Lost, instead of drama-
tizing a borrowed plot, he built his slight story around an _elegant
aristocratic entertainment. In doing so he sketched, in thin and over-
fanciful lines, ‘the_holiday -sequence-of - release. and. clarification which

" serious play, his first comic masterpiecé; Has~ 5 Frucial place in his
idevel-opment. To make a dramatic epithalamium, he expresses with

</ full imaginative resonance the experience of the traditional summer
¥

H holidays. He thus finds his way back to a native festival tradition
remarkably similar to that behind Aristophanes- at the start of the
literary tradition of comedy. And in expré&ifig the native holiday,

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

n 4 Midsum-
mer Night'’s Dream, the expressive significance j?popuar cult is kept,

A combination of Participation and detachment v%})s/ necessary to

while its literal, magical significance is mocked.y'The lovers, like folk
celebrants on the eve of May-day, “run gadding to the wood over-
night.” In the woods they take leave of Judgment, immersed in irra-
tional impulse under the influence of a Summer Lord and Lady who
preside over the cleanly wantonness of nature. Oberon and Titania
enter the great chamber to bring the blessings of fertility to the bridal
couples, as country gods, half English and half Ovid, would bring their
powers in fribute when Elizabeth-was entertained, and as the group of
folk celebrants making their quéte- would “bring in summer” to the
village and manor house. Instcad of garlands of flowers, Shakespeare
uses poetry about “the rose distil’d” and “field-dew consecrate.” The
game is translated into dramatic and poetic_gttion, the personifica-
tions of pageantry into dramatic personalities. JBut the magical events
of holiday, when they are understood as human experience, are hu-

v . e " - . P — __.__/
comes mto ifs own.in 4 M idsummer Night’s Dream. This myach Thore

moment when it was still in the blood but no lor{ger i1'1 t1t11<1a b;r:;l;
Shakespeare never miade another play fromdpastlmes usl : heiCh e
I i i for feeling and awarenes
direct fashion. ButYthe pattern for gz 58
derived from the holiday occasion in 4 Mzd:umml:r ng}its g:;ﬁ::
fomi ization 1 ent co:
becomes the dominant mode of.orggnization in subsequ Comectes
until the period of the problem plays.y/The 1reIat;;Jn :;w-/eex:h " e
i games i usingly reflected in g
comedy and naive folk games is am pasase
3 hich I have used as an epigrap
from The Taming of the Shrew W ' grap™
i is asked with mock ceremony wh
When the bemused tinker Sly is as _ . e
« nd to mirth and merriment,
he will hear a comedy to “frame your mix ;
his response reflects his ignorant notion that a comfady is so,r,nf;_I 501;:
of holiday game—a Christmas gambold or a tumblli{lgdtng .histoiy .
i “it 1 1 tuff . . . 2 kind o .
rrected with: *“it is more pleasmg' stuff : '
giakespeare is neither primitive nor primitivist; he enjoys making g?xx;{:
of the inadequacy of Sly’s folk notions of entertainment. Bv.l_‘cI1 :h ‘
attitudes and motifs are still present, as a matter fc)f Ctta'u;;;e) Olﬁ‘ e
ist’ i < hat even Sly is not entir
dramatist’s cultivated work, so t ‘ t ¢ o e
it 1 ind of history, it is the kin t
k about comedy. Though it is algn, . s nd -
E‘lj;esa the mind to mirth. So it functions like a Christmas ia;xBTI)i
""ITO_fE;; includes gamggié;' and even, in the case of 4s Y(;;z. ; fida’.
a tumbling trick. Though Sly has never seen a c0fne62r, is ho 131
mottoes show that he knows in what spirit to tak'e e: let .the wo:;h
Tip7 “we shall ne're be younger.” Prince Hal, in his fest1viyy01;h %,
“ga’ﬁ’d the world aside and bid it pass.” Feste sings that “Youth’s
a stuff will not endure.”

v
IT. ReLEASE AND CLARIFICATION IN THE CLOWNING AND IN Henry

The part of Shakespeare’s earliest work where his mature Ipattil;r;s
of comedy first appear clearly is, as I have suggfested, fthe ﬂ:ﬁv:\fnﬁde;
i i rm for
1 he did not find a satisfactory comic fo : t ‘hole
ﬁghoiﬁtﬂ A Midsummer Night’s Dream, the clovs'/ns part is sa_iifzi;:
for;’ from the outset. Here the theatrical conventions with wh% ﬂmel:
started writing already provided a congenial saturnalian organiza

S
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of experience, and Shakespeare at once began working out its larger
implications. Tt was of course a practice, going back as far as the
Second Shepherd’s Play, for the clowns to present.a burlesque version

of actions perfornsed seriously by their betters. Wagner’s conjuring in

“Dr. Faustus is an obvious example. In the drama Just before Shake-
speare began writing, there are great many parallels of this sort
between ‘th ow. comedy-and~—-the.-_maerggg'gnj One suspects that
they .often resulted from the Initiative of the clown performer; he was,
as Sid;l/eps’éﬁd, thrust in “by head and shoulders to play a part in
- {majestical matters” —and the handiest part to play was a Jow take-off
of what the high people were doing. Thoughv__"Sidney objected that
the procedure was “w,i,t,igoug.!.#&?ﬂxm s

properly controlled, had an artistic fbg-ic which Shakespeare was quick
to develop.

At the simplest level, the clowns were ‘fo/ﬂ;,/as one of the aristocrats
remarks in Love’s Labour's Lost:

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

Impulses which run counter to decency and decorum, and the clari.
fication about limits which comes from going beyond the limit. Shake-
Speare used this movement from release to clarification with masterfy]
control in clown episodes as early as Henry VI, Part II. The scenes
/Sc/)hthe Jack Cade rebellion in that history are an astonishingly con-
/Sistent expression of anarchy by clowning: ing i

urnalia, ignorantly undertaken in earnest;

Cade’s pmotto is: “then are we in order when W€ are most out of

on the rest of the action. * !

In creating Falstaff, Shakespeare fused the clown’s part with that
of a festive celebrant, a Lord of Misrule, and worked out the sat-

urnalian implications of both traditions more drastically and more
_

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

%See C. L. Barber, “The Use of Comedy in 4s ¥y, ou Like It Philological
Quarterly, Vo, XX, No, 4 (October, 1942),

_,,(;Iggggun;_’n’_k‘such burlesque, when
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(8} a ere ei e I(!y”l(: I)ays he hl].'ﬂ'lOI Of
C mple}dy than nyVVh Se. If i1} tl'l

i om a reigning
 perspective can be described as a looking outwafd gc s o
. ? tiie momernt to the work-a-day world 'beyond,. in © o pare o
‘ ;’S y I Vidhe relation of comic and serious action ca
" Henr g

. doomsday.
: : t everyday and A
: holiday is_.balanced agains YA ST
bi Saymgdﬂlirip/fgsgéqlmpulses and awareness ex?luded by f:hzsuzg ' };
T 5‘- Sg:oemZn of political life, so that the_ comic .and tflimzther,ﬁwl
ﬁe contrapuntal, each Conveying”"'t'}}'e'"{rome&_hlmmfa;s{{"_"-Jr'ize 4
The issue, 50 far as it concerhs Prince hHa’ , historical material
? the non-

- in our key terms. As the itk
quite tadeg;:]t::s);e:;e in The Famous Victories of Henr;lz t;zl;z f:}}: ﬂle
C}?me rircl’ce was cast in the traditional role of the Pr(f;gasar?xe ’general
;ise c{:i'sreputable companions functioned 1as terzlztzrzeullw; Shakespeare )

M ]

: the Vice of the morality plays. siuple moral
f{iihls? I;hZS‘E;;;"H: but he shifts the emphasis away 11'1’011;11131;1? good or
tenzs YThe issue, in his hands, is not WhE&-ler o d: whether the
bad, bt whether his holiday will become his everyday, whether the

) - 3 1 O! ]

. f Misrule, delightful in Its ma .
mterreé,"ﬂ: mtl:: 21122&&0 reign of a f::vorite dominating a dissolute
o

; is that for
Eiio 1I;.I’s secret, which he confides ea.rly to jche audlence,. 18
hm;g ; alstaff is me;ely a pastime, to be dismissed in due course:

-

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

i but 2 fine |
The prince’s sports, accordingly, express not dlslslolu;eizsas | i onethor
xcess of vitality—*as full of spirit as the mont oh " ZN o e
) ith a capacity for looking at the world_ as thoug A rhythm}
;Vcl)wn His energy is controlled by an inclusive awarerflelss ;)m e syt
1 wfzich he is living: despite appeararnces, he wll L Tt caught
i take which undid Richard II, who lived saturnalia
mistake
up with him in earnest and he became

a mockery king of snow
Standing before the sun of Bolingbroke. .

i “Dooms-
During the battle of Shrewsbury, wher.L m‘ ‘Hotspu.r’siflzrisgn oo
day is near,” Hal dismisses Falstaff with “What, is

and dally now?”

i easily dismissed. Hal’s prodigal’s role *.
Db CourS;zFezlsZgl;s arnlithic;tely 1}1’1 terms of the ?oﬁdaylgeveryd;); \\
ot o _Summa formula derived from words current in Sha esp'ear. : .‘
anmh‘?sm-dBUt ;Z for the whole effect produced by the.dy'x}llam;;a :lila /
Worlf ; 02; SZ?;:Jus statement and comic counter-statement in the
terplay

i
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could 1 i
coutd cg;g:? H;ls power of dramatic statement, in developing satyr
: ¥> had reached to primitive and fundamental mbodes of

tried ic it i i
e ,b ::iv;ctedbof Sins notorious in the village during the last ye
: €d or buried to sionifi .
serlbed 1. Ty poned 10 gmf{}a‘new start. In other ceremonies de.
fe_Golden Bough, mockery kings appear as recognizable

substitutes f TS, i
€s lfor real kings, stand tria] in their stead, and carry a '
2 way

the evil i i i
i ;,t of their realms into exile or death. One such scapegoat £

e - - re
Tt ;li iofuli be in space and time from Shakespeare isglihej
' 9 the Years, who enjoyed, until very recently ’at least

what i i i

i OVI;: tl}lllée(;[) e;t]r:])f;ﬂe hcol]ectmg ‘bad uck by shaking a black yak’s

repronate, T Itle, (§ mounted the temple steps and ridiculed the

o pemative ¢ Grand Lama, proclaiming heresies like “What
¢ through the five senses is no llusion. All you teach ?s

“Can honor take
; - - - What is honor? 3 s that e
iz;or? h‘?f}}lla,t is that honor? air” And Hal’:V ci;fal Y,hatll? thatfword
! - And <pulsion -
pgg;l; in tt}:l ! izhoffended humanitafian nineteenth-cen\tﬁry cr;azhs“ wFapI
ight of these analogies to carry out an in‘iﬁeﬁ&af pa t‘
a -
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committed. But the skeptical and opportunistic attitude has been
projected also in Falstaff, who carries it to comically delightful and
degraded extremes. In turning on Falstaff as a scapegoat, in the
same way that the villagers turned on their Mardi Ggas, the Prince
can free himself of the sins, “the bad luck,” of his father’s reign,
to become a king in whom chivalry and the sense of divine ordi-

. nation are restored.®

The use of analogies like the scapegoat rituals can be misleading,
or merely amusing, if the pattern is not rigorously related to the
imaginative process in the play. Janet Spens, a student of Gilbert
Murray’s, wrote in 1916 a brief study which attempted to establish
the presence of ritual patterns in Shakespeare’s work.” Although she
throws out some brilliant suggestions, her method for the mmost part
consists of leaping intuitively from folklore to the plots of the plays,
via the hypothesis of lost intermediary folk plays. But the plots, ab-
stracted from the concrete emphasis of their dramatic realization, can
be adjusted to square with an almost unlimited range of analogies.
Miss Spens argues, for example, that because Antonio in The Mer-
chant of Venice is enigmatically detached from personal concerns, and

6 The old king, about to die, says
all the soil of the achievement goes
With me into the earth.

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

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

But an extended treatment is necessary to show how the scapegoat pattern is
concretely symbolized. Shakespeare’s culture did not afford general terms for the
sacrificial part of it, so that there are no summary passages for quotation. L. C.
Knights, in discussing Henry IV, Part I in Determinations (ed. F. R. Leavis,
London, 1934) [See in this collection p. 186.], acutely explored a number of
imaginative connections between Falstaff’s counterfeiting and the king’s. He
concludes that Falstaff, himself corrupt, completely undercuts irrational honor
in Hotspur and hollow majesty in Bolingbreke, so that the play is a drastic
satire on the institutions of war and government. “Thus ever did rebellion find
rebuke” is to be taken with ironic scorn by the audience. This is an anachron-
istic, philosophical-anarchist interpretation which Shakespeare’s heroic lines
simply cannot admit. But the only way to avoid it, once one has faced the
fact that Falstaff’s role acts on the historical part, is to recognize that in the
irrational rhythm of the whole action, misrule works to consolidate rule.

7 An Essay on Shakespeare’s Relation to Tradition, Oxford, 1916.
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because in accepting the ijrospect of death at Shylock’s hands he .

says “I am the tainted wether of the flock,” he “is” the Scapegoat.
To be sure, at a very general level there is a partial analogy to

Scapegoat rituals, since Antonio is undertaking to bear the consequence -

of Bassanio’s extravagance; and perhaps the pound of flesh motif
goeﬁ%_g}?back ultimately, through the tangle of legend and story tradition,
o/, : ing
if we go after them by catching at fragments of narrative; and one
ycan understand, on that basis, the impulse to give up the whole
“approach as hopelessly capricious. :
The case is altered, however, if attention is focused, not on this
Jor that group of people in this or that story, but on the roles the
Persons are given in the play. When we are concerned to describe
. dramatic form‘themg{_‘}ﬂ;h_r‘x__zm%f“ m{ﬁg’*d1ag»‘%n_g,naxgza£e_gqsi in the audience
which is focused through complementary roles in the fable and m-
plemented by concrete patterns of language and gesture—then the
form of rituals is relevant to the form of the plays as a yé,rallel ex-

directions suggested by the saturnalian customs and sensibility of his
% time. The pattern_ of all. clowning involves, moment jgy,_moment,__th\e‘
! same ‘movement from_ Participation to rejection that appears at large

e
iy

“"hi’”s'aﬁggoat ritual: the clown expresses our dbéi"_r;a_‘p;t;i:npﬁlse or
us; but he undercuts hﬁﬁéelf, or is \undercut " from outside, so that
~We' can divert sympathy to laughtel;.)l'n Henry IV Shakéspeare de-
‘veloped a scapegoat’s role for Falstaff which writes this movement
/\l large. In other words, Falstaff’s Part in the story is a manifestation
’Lof,«thesnme@wnmgo he.saturnalian form itself.
The sort of interpretation I have proposed in outline here does

not focus on the way the comedies imitate characteristics of actual

ritual; if it were, it would not perform its function. To express the
underlying rhythm his comedy had in common with holiday, Shake-
speare did not simply stage mummings; he found in the social life
of his time the stuff for “a kind of history.” We, can see in the
Saint George plays how cryptic and arbitrary action/derived from rit-
ual becomes when it is merely a fossil remnan:YIn a self-conscious
culture, the heritage of cult is kept alive by aft which makes it
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i ist gives the
relevant as a mode of perception ancﬁl expression. Theioz;r:as;f g;::vle][s1 e
ritual pattern aesthetic actuality by dlscovem_lg ?fpr:ssHe Srw o the
fragmentary and incomplete gestures of clally1 e. e Tl these
ges?ures by making them moments in the complete a

art form. The form gives life meaning.

1 i 1ousness of
8 One can watch this process, carried fou::r“r t:nsr;til fa(; nxzov.iiimthzorgic;ge e
T u];::sstozlt‘lizairsligf Igfttllfen ssa?:urnalia.n pattern, though wha:;e 13:3 r;:o-
o Ulﬂ’{-WLfJOYCSe shameful by everyday standerds that a.m1.tse.1:|:u:ntth conaberrant
et o ti}}lmso He casts Bloom as a clown and d.rama}nzesh ] em:t crrant
ShOf:k 01'1 ‘? at in. his responses during the past day by haviog ::n e
sories of scam at roles. Exemplars of the pattern taken from con I:m xy e
i SC?_?-PP&go ith ar;:hetypes as diverse as the hu.ntmg t?f the wr oo, St
Ste SYnfngze ?Aud the sacrifice of the Messiah. See in parncu}ar' pag::ﬁety L
zgzp}}eﬁzdefg Eibrary edition), where Joyce Fa;t;gne; a;:; a;;g::g]:nf yaricty of
i i 1 equiv: 3 C
te?;ltaic:rfaarf};rk!:f :;:zgzn;anlsl?:l?;i L;l; C}?Sdingl egotism followed by anxiety and
re

counterwishes for punishment.



