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Introduction

William Shakespeare wrote most of his works tow#nd end of the
sixteenth century, including tragedies, comedied listory plays. Nevertheless,
toward the last part of his career, in the firsangeof the seventeenth century, his
style changed, offering a range of plays whichediffom the traditional canon. It's
in this period thatMeasure for MeasurgFig.1) made its first appearance,
seemingly on the 26 December 1604, as part of the Christmas royal
entertainments, just shortly after the accessiothéothrone of England of King
James F.The following work deals precisely witleasure for Measure

The nature of this play is quite ambiguous, bec#ussnnot be listed among
the tragedies or the comedies, nor is it a higptey. So what? This dissertation is
going to try to throw some light on this question.

First of all, an introduction to the world of conyedand in particular
Shakespeare comedy, will make clear what the neatufes of this kind of play
are; furthermore, some considerations about theaed “problem plays” will be
the frame of reference for the object of this digg®n, which is an analysis of the
main characters and topics Measure for Measutealong with some comparisons
with other plays by Shakespeare, suchasletandAll's Well That Ends Well

Thus, in defining what kind of playleasure for Measures and what are its
sources, also what Shakespeare’s aim was and wehatahted his audience to
perceive, will become clear.

In the chapter that follows, the main characteestaken into consideration,
analyzing their behavior, their role and functiarthe play. The first section of the
third chapter focuses on the disguised Duke of Maervincentio, who decided to
leave his dukedom to Angelo, his Deputy, for a whih order to let him mend the
situation, which was getting out of hand. Inded@, Duke had been too lax with
his people up to that time and, as a consequenean® had become a city of

corruption and licentiousness. This topic leadmtesthe following section, which

! Kevin A. Quarmby,The Disguised Ruler in Shakespeare and His Contarips, Ashgate Publishing Ltd.,
Farnham: Surrey, 2012, p.105;
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Fig.1. Photo of the first page of Measure for Measure frorfacsimile edition (1996) of the First Folio
Shakespeare’s plays, published in 1623.




is dedicated to the character of Angelo; this mam feceived the hard task of
ruling Vienna when almost no rules existed any mBtegther on, another section is
dedicated to the women of this play, especialltheocharacter of the pure Isabella;
then, also there are: the sweet Mariana, Claudio&ress, namely Juliet and the
lecherous Mistress Overdone, a brothel keeper. d$teskction of the third chapter
focuses on the figures of the clowns and the way thffer from those we find in
Hamletor Twelfth Night

Eventually, we shall come to learn that this playsle is nothing but “a
failed happy ending”, because notwithstanding fhygasent status of solved things
through a series of marriages, the real truth st theyond these fictional
resolutions, there is something obscure, the glosmyificance of the play that
Shakespeare may have wanted to convey to his aaien

In the end some conclusions are drawn that focuthedisting of the play,

on its deep significance and its impact on the Beao audience.



1. The Genre of Comedy in Shakespeare’s Time

The first thing that comes to the mind when we tabbout comedy is
something that makes people laugh. Yet, this isemoiugh, because the question
that arises as a consequence is: what is it thaesnpeople laugh? Laughter is
generally caused by the familiarity of the situatithis means that the audience
identifies with the character and thinks: “What Wbu do in that situation?”. As

Penny Gay points out,

“the community recognises its own passion for dramad
laughs, not in contempt like the on stage audiernus, in
delighted acknowledgement of that irrational neeaihd of the
courage of the actors who would respond to it, eveat
absurdity that may involve®”

Another reason can be found in the situation incila snobbish character is taken
down, punished by making him look funny. In genenad laugh at people who are
in a difficult situation that the audience knowsl\we solved, and that makes them
look funny. These are examples of what Penny GHy ‘tasual comedy, that is,
the undermining of seriously intended speech wittdily incongruities or
indignity.” In her essay “Comedy as Idea and Pcactishe also refers to another
reason people laugh, namely the so called “autgjhter-producing mechanism?”,
that is set in motion “when a character mangling amsapplying the English
language tickles the collective funnybone becaddasodeparture from the norm”
(such as Constable Elbow’s malapropismblgasure for Measuje

However, apart from laughter, comedy is a narratoren based on some
precise expectations: notwithstanding the appardraljic beginning of the story
that is usually characterized by a situation obdisr, at the end, the denouement
has to bring happiness, at least among the mamacieas. Indeed, its happy ending
is precisely one of the fundamental features ilormary; many things can happen

during the unfolding of the plot; but whatever nfeappen, the result has always to

2 Penny GayThe Cambridge Introduction to Shakespeare’s Conse@i@mbridge University Press, 2008, p.3.
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be the same: at the end, the audience expect ayeiwfahappiness, at least for
some characters, generally achieved through marridgmily reconciliations,
and/or feasts. Marriage is very important for tla@y ending of comedy, since it
gives the idea that harmony has been achievedhanchildren begot as a result of
this union constitute the certainty that societil develop and grow.

This consideration leads to reflect on an intergspiaint: comedy does not
imply only laughter and happiness; comedies shawtitman life is nothing but a
farce and even if we can have the impression theiety has achieved a certain
order, in the end, people are naturally inclinedot@rturn that order by acting
stupidly.

In general, comedies are characterized by somd fe@tures that of course
can change from situation to situation: the leadmge of a comedy is clearly
love; people in love, but not only them, usuallystopid things, act foolishly and
often behave in a ridiculous way. The difficulusitions the characters have to face
are taken too seriously, showing how generally feeopact when in trouble; in
other words, people tend to cross their bridgesrieethey come to them. Another
feature of comedy is the caricature, that is “acdpson of a person or thing that
makes them seem ridiculous by exaggerating some¢heif characteristics”
Caricatures in comedies are a means to show aysdiaws.

The structure of comedy is based on three main mEmexposition,
complication and then resolution. Exposition is essary to show the audience
what is going to happen. The complication phase haracterized by the
development of the problems the characters wilehavface throughout the story;
this stage is generally the moment in which disoqglevails. At the end of the
play, all the problems are solved in the denoueroktite plot.

The three main models of comedy in England, befoek&peare’s theatre,
are something that is worth attention before mowmg@ghakespeare’s comedy in
particular. The first one is Roman comedy, thatuded the plays of Terence and

Plautus; their comedies were used in schools iera teach the Latin language.

% Oxford Advanced Learner's Dictionary of Currentdlish, edited by Sally Wehmeier, Oxford University
Press, 2005.
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Roman comedies were usually based on the love bativeo youths who, thanks
to their witty servants’ help, were able to stagdiier notwithstanding their vexed
fathers’ opposition. Some typical characters of Boncomedy are the boastful
soldier, the doctor and the nagging wife (modetd Bhakespeare later used in his
plays).

Later, in the sixteenth century, Italian comedy digved into two different
branches: theommedia eruditeand thecommedia dell’arte The first one was
conceived for the higher classes and for acadenvigte thecommedia dell’artes
not exactly a genre of drama, since the performaridie plot is not based on
written texts, but on sketches or scenarios; astemof fact, it is an improvised

comedy. These scenarios, Louise Clubb points out,

“memorialize several decades of experience in ttadian
professional theatre and demonstrate much of iigeraThey
attest to a continual mining of the kinds of fietimaterial also
used by Shakespeare and to a method of selectngpicing
and disposing stageworthy elements from a shaesttay.”

She then explains that the most common scenanastbado with:

“errors involving twins; the bed trick in a darkom; disguise of
sex or social condition in order to serve a belgveften
entailing carrying messages to a new love and bexprine
object of his or her affections; revelations of ntiy and
reunions of separated families; tricks to fleecesers and to
mock would-be seducers, presumptuous wooers andnéor
hunters; madness and pretended madness; suppasbd®de

Then, towards the end of the sixteenth centuryEimglish writer John Lily
starts to write literary plays intended for the oirhe critic Janette Dillon points
out that

* Louise George Clubb, “Italian stories on the stageAlexander Leggatt (ed.J;he Cambridge Companion to
Shakespearean Comedyambridge University Press, 2002, p.36.
® |bid., p.37.
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“it is with Lyly that the exploration of love andsieffects on
lovers begins. We find the musings of lovers onirtloavn
feelings, the mockery of their folly by others, tlareful
plotting of the game of love [...]. Lyly also antiaies
Shakespeare in providing witty minor characters witlulge in
extended repartee [...], wordplay and chop-lodic.”

At this point, as Penny Gay notices, “the stage ag set for
Shakespearean comedy.”

® Janette Dillon, “Elizabethan comedy”, Tine Cambridge Companion to Shakespearean Caroidyp.51.
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1.1. Shakespeare’s comedy

Shakespeare wrote his plays in the period betweeri$90s and the early
1600, carrying on the previous tradition of cometipugh introducing certain new

features. Gay Penny affirms that

“writers and owners of the theatres were enerdétieavailing
themselves of anything that could be adapted anddagell to
the audience?”

Of course, not everybody agreed with this decisfonjnstance, Sir Philip Sidney

complained in hig\pology for Poetryhat

“all their plays be neither right tragedies, naghti comedies,
mingling kings and clowns, not because the matiarasrieth it,
but thrust in clowns by head and shoulders, to plgyart in
majestical matters, with neither decency nor dismme so as
neither the admiration and commiseration, nor thghtr
sportfulness, is by their mongrel tragic-comedyagtzd.”

Here, Sidney is actually talking about decorum, what he did not understand is
that it was precisely those features that madeplings so popular and successful.
The same success could be found “in the English gataatradition of drama that
Shakespeare kneW'that included the Mystery and the Morality playke former
refer to the time when England was still Cathadliee latter date back to the late
fifteenth and early sixteenth century, when, alahgshe typical allegorical figures
that undertook religious and moral adventures, fifpgre of Vice became more
popular. Vice could have different names and asprcthe various plays and it
embodied “the attractive face of wrong-doitfy1t was and still is a fundamental

feature since it allows the audience to know whas going to do and how it is

" Gay, The Cambridge Introduction to Shakespeare’s Consedie, p.6.
8 Sir Philip Sidney,An Apology for Poetry (or The Defence of Poedfird Edition, R.W. Maslen (ed.),
Manchester University Press, 2002, p.112, 1-6.
iOGay,The Cambridge Introduction to Shakespeare’s Consedik, p.7.
Ibid., p.8.
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going to mock everyone. Clearly, it is witty andnoing, but in the end he it
discovered, thus making the audience learn sonmgetmamely that “however
clever or superior they think they are, ultimatglyodness and righteousness will
win.”** Examples of Vice in Shakespeare’s plays are Richarégo in Othello or
lachimo in Cymbeline All things considered, it is very likely that tHigure of
Vice highly influenced a typical Shakespearean attar, a figure that we can find
in almost all his plays, namely the clown, or tbecalled Shakespeare Fool.

First of all, it is important to make a distinctibbetween the different types
of fool existing on the Elizabethan stage: the sarvane of the most common
kinds of fool, owes his origins to Roman comedy amdhe sixteenth century’s
Commedia dell’ArteHe is a witty character, able to cunningly chahwais master
but also with other characters as well. Howeverjshphysically flawed and his
condition is not taken seriously enough, rathemsae merely comic. A double
example of this kind of fool is seenTime Comedy of Errorsramely in the figures
of the twin brothers Dromios: Dromio of Syracusel &romio of Ephesus. The
former is the clumsy servant of Antipholus of Syrse and the latter is the same
kind of bumbling servant of Antipholus of Ephesus.

Another kind of fool is the country clown, a figutkat comes from the
English native tradition. He is a good-natured boit sophisticated character; as
Penny Gay notices, “his view of the world is enireestricted to his local
activities.” Costard of.ove’s Labour’'s Losts an example of country clown. He is
arrested at the beginning of the play becausedugeill a rule the king introduced,
namely that men have to avoid women’s company fgeaa. While in prison he is
used by the courtiers who want to carry on thdati@nships; as a matter of fact,
helped by Moth the page and a country wench, Jafizerhe makes fun of the
courtiers by sending their love messages to thengvnwomen and by revealing
their secrets.

The non-rural worker has a merely comic role insteaén if his function is

another; indeed, his most important part in the Eahat of satirical commentator

" bid., p.8.
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of the life and behavior of the characters beloggio the upper class. Some
examples of this kind of fool are the Constabletlod village, like Elbow in
Measure for Measurethe pimp, like Pompey in the same play, and trevey
digger, as irHamlet

Finally, there is the Fool, a professional jestenp earns money thanks to
his jokes and songs. We usually find this kind béracter in castles, even if he

does not live in. Penny Gay says that

“His role is to deflate, through wit (at times obee, perhaps
deliberately so), the more pretentious attitudesthaise in
power.™?

An example of Fool isTwefth Nights Feste. He lives in the Countess Olivia’'s
household, since he was her dead father’s jesteis fbrobably middle aged, but
this does not prevent him from being witty in hi®ling and from singing like he
was used to do.

Another important feature of Shakespeare’s comedihé meta-theatrical
awareness. Indeed, Shakespeare wants his audeebeartin mind where they are,
namely in a theatre, and that what they are wadcisisomething fictional, namely
a comedy. He wants them to identify with the chemacof the play, but at the
same time he does not want his audience to losesitlges in the story, the aim
being that to remain meta-theatrically aware.

The structure of Shakespeare’s comedy is worth taiteas well, since it
can be a guide-line for almost all his comediesisltomposed of three main
moments: first, the opening scene, that must chielaudience’s attention and set
up the situation by anticipating what the storylwié about. Then, the third act
represents a sort of “pause”, where the developroktite story slows down, a
moment that allows the audience to make some teftecand considerations on
the major themes of the comedy they are watchimllly, the denouement is the

moment in which all misunderstandings are solvedarrilges or family

2 bid., p.9.
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reconciliations are celebrated and the bad punjsiash if not too cruelly, so that

their punishment makes the audience think aboutuaid possible redemption.
Once the main features of Shakespeare’s comedy haem shortly

explained, a particular kind of comedy will be taketo consideration, namely the

problem plays, works that are considered neittagyetlies nor exactly comedies.
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1.2. Introduction to the “Problem Plays”

Primarily, it is important to highlight that it wasot Shakespeare who
decided to call some of his plays “Problem Plays”.

In 1623, three of his “Romances” included in thestfiFolio (the first
collected edition of Shakespeare’s works) weresdiasl two as comedies, hamely
The Tempesand The Winter's Taleand one as a traged@ymbeline Later on,
other plays were added to these two groidpsilus and Cressidavas classified as
a tragedy, whil@ll's Well That Ends WelindMeasure for Measurerere included
among the comedies.

The term “Problem Play” did not appear until the efdthe nineteenth
century; it comes from the theatrical movementhaf 1890s that included figures
like the playwright, poet and theatre director Hlefibsen and the Irish playwright
George Bernard Shaw. In that period, William Witedrawrence, one of the major

critics of the problem plays, gave his definition:

“The essential characteristic of a problem plagkk it, is that a
perplexing and distressing complication in humafe lis
presented in a spirit of high seriousness.”

It is interesting to notice that only three of Slhakespeare’s plays are considered
problem plays. The Irish critic Edward Dowden, ie fireface to his work was the

first one to group them together:

“Twelfth Night resumes all the admirable humorous
characteristics of the group of comedies whichdtnpletes.
Then the change comeaill’'s Well That Ends Welk grave and
earnest;Measure for Measurés dark and bitter. [...JTroilus
and Cressidd...] was a last attempt to continue comedy made
when Shakespeare had ceased to be able to smibdlgeand

3 william Witherle Lawrence,Shakespeare’s Problem Comedliesv. ed, Penguin Shakespeare Library,
Harmondsworth, Middlesex: Penguin, 1969, p.21 (@uoh found in Vivian ThomasThe moral universe of
Shakespeare’s problem playdoom Helm, London & Sydney, 1987, p.4.)
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when he must be either ironical, or else take g dpassionate
and tragical view of life*

These three plays clearly constitute a significdr@nge from all that Shakespeare
wrote before. Dowden notices indeed that, in cehtnath the Romantic comedies,
something concerning mood and tone had changethities thatAll's Well That
Ends Wellis “grave and earnestMeasure for Measurédark and bitter” and
Troilus andCressida‘ironical”; thus, no wonder that they are conseateparticular
kinds of comedies.

In 1896, the English drama scholar Frederick SarBeas chooses to call
them problem plays (though he includddmletas well), borrowing the term from
Ibsen and Shaw’s modern theatre. His choice is fad®o main reasons: first of
all, he affirms that they are all difficult to ckfy, and then, they all have
something in common, namely an artificial societighwa rotten civilization. In
addition, they are different from all other Shalem@an plays; Boas’ observations
seem to be right, thus the question that ariseshg? What is that make them so
similar among themselves and so different fromatfiers? As Boas points out, it is
precisely the kind of society they have, their peaiatic nature, but also a “failed
happy ending”, such that the audience remains @egglat the end of the play.

Nevertheless, the critic Vivian Thomas believes Bads made a mistake in

puttingHamletin that group. She says that

“not only is the play manifestly a tragedy, butsita particular
kind of tragedy — the most popular kind of tragéaypccupy the
stages of Elizabethan and Jacobean England — angeve
tragedy. Hamlet has its share of problems but they are
effectively contained within the mode of tragedyeTgenuine
problem plays evade any such adequate classifictio

In addition, Thomas is not the only critic who widbulemoveHamlet from the

group of the problem plays. Notably, as we haveaaly seen, it was Lawrence

14 Edward DowdenShakspere: A Critical Study of his Mind and,Ahird edition, Routledge and Kegan Paul,
1875, p.vi. (Quotation found in Thomade moral universe of Shakespeare’s problem playsp.1).
!> Thomas;The moral universe of Shakespeare’s problem pkigsp.4.

~14 ~



who in 1930 gave a precise definition of what abpem play is from his point of
view, thus excluding a revenge tragedy likamlet his definition distinguishes the

problem plays from other kinds of drama,

“in that the theme is handled so as to arouse moélyinterest
or excitement, or pity or amusement, but to prolbe t
complicated interrelations of character and actinrg situation
admitting of different ethical interpretation®”

Then he adds:

“The term ‘problem play’, then, is particularly diskto apply to
those productions which clearly do not fall int@ ttategory of
tragedy, and yet are too serious and analytic tindi commonly
accepted conception of comedy. Indeed, when thielgmoplay
becomes tragedy, it is, | think, best consideredkuthat rubric;
at all events, there is no difficulty in so clagsify it.”*’

After commenting the nature of this kind of playwrance adds that they
are also much inferior to the other plays Shakespeaote. We could hardly
disagree with him, since it is true that the prablelays do not enjoy much
popularity in respect to the other plays.

Later on, in 1950, another critic supports Lawrenog&wy, namely the
British scholar Eustace Mandeville Wetenhall TillyaNevertheless, according to
his studies on Shakespeare’s problem plays, hdisués “plays” for “comedies”
and he also putdamletin the group again. Tillyard divides the four playt two
groups,Hamletand Troilus and Cressiddorm a group and/leasure for Measure
and All's Well That Ends Welanother one; the critic shows what he thinks the

difference between these two groups is:

“There are at least two kinds of problem child:sffirthe
genuinely abnormal child, whom no efforts will exng back

'8 awrence Shakespeare’s Problem Comedis, p.21
7 bid., p. 22.
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to normality; and second the child who is interggtiand
complex rather than abnormal: apt indeed to bechlem for
parents and teachers but destined to fulfillmenthie larger
scope of adult life. NowAll's Well andMeasure for Measurare
like the first problem child: there is somethingdically
schizophrenic about therAlamletandTroilus and Cressidare
like the second problem child, full of interest asamplexity but
divided within themselves only in the eyes of thede have
misjudged them. To put the difference in anothey,vitamlet
and Troilus and Cressidare problem plays because they deal
with and display interesting problemall’s Well and Measure
for Measurebecause thegre problems.*®

Yet, the critic Vivian Thomas thinks that, evenTiflyard says something
really interesting and probably true about the reawf these plays, he “fails to
establish a meaningful framework for analyzing tresta group®

After Tillyard, Lawrence and Dowden, more or lessyears later, also A.P.
Rossiter gives his opinion concerning the probldéayg though excludinglamlet
definitely and calling them “tragicomedies”. Desgpite decides to call them with
another name, he confirms some aspects thesel@agsin common: the presence
of rotten societies, for instance; the revelatibsmnething bad at a certain point of
the plot; he says also that cynicism is usuallypéctl feature; generally, he notices
that there is a kind of “shiftingness”, in othernds, “all the firm points are not
actually so firm° and all plays have to do with appearance opptseshlity.

In 1963, the Shakespeare’s scholar Ernest Scharideizes what the earlier
critics, as Boas and Tillyard, affirmed about thekbbem plays. First of all he
opposes Boas, who believes that these plays stawd problems; Schanzer states
that they cannot share moral problems, since thek b moral perplexity. In
addition, he highlights thaHamlet cannot be considered a problem play, as
Lawrence noticed before him, since it is one of biest examples of revenge
tragedy. Furthermore, Schanzer recognizes thatrdally difficult to label them in

a single group, due to the fact that they all harablems, but different problems;

'8 Eustace Mandeville Wetenhall TillyarShakespeare’s Problem Plag@hatto&Windus, London, 1964, p.4.
1 Thomas;The Moral Universe of Shakespeare’s Problem Plaijs p.7.
20 [|hi

Ibid., p.7.
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nevertheless, he also believes that his predese$sme been too unclear and
ambiguous, in particular Boas and Tillyard, in theé#finition of what a problem
play is. As a consequence, he tries to give a meise definition that can fit all

three plays, but that has not to do with genre:

“A play in which we find a concern with a moral ptem which
is central to it, presented in such a manner tleatwe unsure of
our moral bearings, so that uncertain and divisesgphonses to it
in the minds of the audience are possible or evebgble.*

The great difference of Schanzer in respect to pusvcriticism is the choice of
plays: indeed, on the basis of the definition heegj the three plays he considers
problem plays ar&leasure for MeasureéAntony and CleopatrandJulius Caesar
From his point of view, neithekll’'s Well That Ends Wehor Troilus and Cressida
can be considered to be problem plays. Therefaiear&er is not only rebuilding
the common definition of problem play, but he scatreating a new group.

Yet, he is not the only one who tries to changectirecept of what a problem
play is. Indeed, in 1983, the Canadian critic NahFrye, in his “The Myth of
Deliverance: Reflections on Shakespeare’s Problemedies”, tries to explain
why Measure for Measureand All's Well can be considered to be Romantic
comedies. In order to explain his view, he putsé¢heavo plays in opposition to
Troilus and Cressidawhich he defines an experimental play. From Huspof
view, Troilus and Cressidéacks deliverance and leaves a sense of frustratithe
end; on the contraryMeasure for Measurand All's Well achieve redemption,
offering a festive conclusion and a new societthatend of the story: this is what
he calls “the myth of deliverance”. According ta ltonsiderations, Frye might be
right, if he did not think thaMeasure for Measurend All's Wells endings
represent a happy ending. Most critics and alsati@mtive spectator/reader can see

that the finale of these two plays is absolutely a@enuine and unquestionable

! Ernest Schanzeffhe problem plays of Shakespeare: a study of J@assar, Measure for Measure and
Cleopatra Routledge & Kegan Paul, London, 1963, p.6.
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happy ending. As a matter of fact, we can easispme that neithévieasure for
Measurenor All's Well are Romantic comedies.

Vivian Thomas’s point of view is that the structwkthese plays is very
similar to a Romantic comedy, but the stories aased on completely different

worlds. Indeed, she notices,

“There is a distinct feeling that despite the ostiele harmony
that is achieved at the end of these plays themdesision which
precludes a whole-hearted belief in the joyful hetion.”*?

Thus, when the play’s performance is finished, tii@teon we are left with is not
of capitulation, but of “mental agitation and quesing”.

Notwithstanding the various ideas and reflectionsua the problem plays,
there are some important questions that remainekample, what the relation
between drama and life in these plays is; to wheare illusion and reality diverge;
or how it is possible to understand such an upspttnd. These questions can be
posed in regard to each of the plays classifiegpprablem plays:Measure for
Measure All's Well That Ends Weland Troilus and Cressidaln addition, there
are some features that undoubtedly link the thfekemm. Thus, it is worth looking
at them carefully.

First of all, while comedies end with a moment efivkrance and joy and
tragedies leave the audience with a sense of tlese three plays do not achieve
either. Thus, Vivian Thomas chooses the word “imgaity” to define the kind of
feeling the audience might experience at the erttiexfe plays. Indeed, we cannot
call their ending “happy ending”, because clearkg inot. In addition, it is such an
ambiguous finale that the audience is left reftegtion the characters, their
relationships and the institutions of their society

Talking about society, all three plays present sonagor problems about
their society. Vienna, for instance, has becomeitya where corruption and

licentiousness aboundioilus and Cressidaees the failure of both societies, the

22 Thomas;The Moral Universe of Shakespeare’s Problem Plaiys p.14.
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Greek and the Trojan; am&l's Well's society, represented by the French court, is
quite obsolete.

Furthermore, the major theme of each one of thieses )s debated more or
less in the same crucial moment, namely in a soéttee second act. For instance,
Troilus and Cressida themes of value, worth and honour are discusseitie
second scene of the second act; the same struaffets the third scene of the
second act oAll's Well and finally, Measure for Measuig second scene of the
second act deals precisely with law and justice.

Another feature they all share is the relationdtgtween human behavior
and social institutions; in fact, the three plays all “concerned with authority,
hierarchy, decision-making with consequence ofdltecisions for the society as a
whole and for particular individuals”

Then, also the contrast between appearance, thaarvViVvhomas calls
“attractive exterior”, and reality, or “unattractivnterior”, is a fundamental feature
of these plays. For instance, at the beginninghefstory, Achilles tries to defeat
his enemy fairly, but after he understands thashet able to do it, he decides to
murder him; Bertram, who is a well-read and kindpshows his real nature by
behaving in a contemptible manner; Parolles acts strange manner not to show
he is nothing but a coward; and Angelo the Depaitgrecise and relentless judge,
finally shows to be a corrupt and depraved man.

In addition, these plays all “provoke a sense dgéacement”, to use Vivian
Thomas’ words; in other words, the audience hascdiffy identifying with the
characters because they are continually subjectedrty, paradox and deflation.

There is then a peculiarity concerning clowns: ot fahersites, Parolles and
Lucio are no fools or clowns, but “denigrators” \agian Thomas calls them, since
they make use of deception, have peculiar insights are liars and abusers, Iin
order to obtain what they want. Notwithstanding thajor role they play in each

story, they are and remain outsiders.

2 bid., p.15.
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A further point these plays have in common is apdrtant theme, namely
honour, that they all have to do with. Indeed, theg all concerned with honour, in

a sense or another. Vivian Thomas points out that

“the plays all invite a probing of this concept aimist on
separating its various strands.”

Furthermore, they are also all concerned with sexl women are seen as

symbols and sex objects:

“Love and lechery feature powerfully in all threéays and
provoke serious questions about sexual attractieral desire
and repression and the extent to which institutionght to
impinge on these fundamental human driv@s.”

They are also connected in different ways to thenthef disillusionment.
For instance, at the end of the play, Troilus’slidisionment has to do with both
love and war; the Countess and the King are dssihed by Bertram because he
shows not to deserve to take his father’s placd; Aamgelo is disillusioned about
his supposed virtue.

Vivian Thomas identifies a further similarity betwedhe three plays,
namely “a passionate desire to believe in totagnty: a wholeness and beauty in

life which cannot be tarnished”. However, she pouwuit,

“The audience may experience a severe sense fisiesnment
in all three plays while recognizing the force bé taspiration
for wholeness or purity in a flawed seng®.”

The matter of identity and kinship is something \&a @nd in all three plays
as well. InTroilus and Cressid&very character seems to exist because he os she i

related to someone else, or because he or shes™lbag#her identity, like in the

* |bid., p.17.
% |bid., p.18.
% |bid., p.19.
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case of Calchas. This mechanism works alsoAibs Well and Measure for
Measure All's Well, for instance, begins with a conversation about tiead
fathers who nevertheless live in the minds of peophe Countess has an adopted
child, Helena, who could be also her daughtersm-faarrying Bertram, who is
seen as a son by the King’'s eyesMeasure for Measuranstead, Isabella has to
save her brother by pleading for mercy to Angeth® Deputy; we also come to
learn that Mariana was deserted by Angelo becagisbrbther shipwrecked losing
her dowry; and Lucio refuses to recognize his somrder to avoid marrying a
prostitute, and so on.

Last but not leastyleasure for Measur@ll's Well andTroilus and Cressida
all have a peculiar language, characterized by ns@egches that are not merely

ambiguous, but even awkward:

“The verse occasionally exhibits a strain and aitan which
reflects the stress of conflicting emotions withive characters
who voice them

It is now clear that these three plays do shareesprablems that allow to
group them together. However, this work will takéoi consideration only one of
these so called problem plays; as a matter of faetfollowing chapter will partly
focus on the definition dleasure for Measurprecisely in terms of genre, in order
to decide if we can label it in some way, as a dankedy like some say, or as a
tragicomedy, or if we should merely accept the fézt it can be considered

nothing more than a problem play.

" |bid., p.21.
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2. Labeling Measure for Measure

Once an overview about the problem plays writterShgkespeare has been
given, it may be interesting to linger a little Ioitore onMeasure for Measute
classification, or at least on the various opiniohgritics about it. No doubt that
Measure for Measurés a problem play, since it cannot be classifigbee as a
comedy or as a tragedy. Indeed, generally speakingpmedy is a play that
presents some complications and difficulties attginning of the story, but at the
end they are all solved, there are marriages aomhodiations, allowing in this
way the achievement of the so called happy endmmgthe contrary, a tragedy
generally begins with a stable situation that cocapés with the unfolding of the
story until a tragic ending that involves death degartures.

Measure for Measurdoes not correspond to either of the two desomgti
this play’s beginning, and also its ending, migdthind the audience of a comedy:
an innocent boy is condemned to death by a rutllegsty; the condemned’s sister
tries to move the deputy, who agrees to save lahér's life only if she gives
herself to him. She refuses, but in the end, noliidg and a series of marriages
that make us think of the typical happy ending abanedy take place. Yet, this is
not a comedy, since the endMé&asure for Measuréeaves a series of doubts and
perplexities that have nothing to do with the happgling of traditional comedies.
For instance, the various marriages are not cdkdbras a consequence of love
(except for Claudio and Juliet perhaps), but they merely ordered by Duke
Vincentio. The Duke orders Angelo to marry Mariaaad Lucio to marry the
prostitute he got pregnant, something that Lucio gam@s to “pressing to death,
whipping, and hanging®®. Last but not least, he himself proposes to Isabelho
gives no answer in return, but whom we think shadtiaccept his proposal.

As a matter of fact, some critics considdeasure for Measuréo be a
tragicomedy. Kevin A. Quarmby, for instance, is aig¢hem. He also thinks that

the Elizabethan and Jacobean audience were welleawarthe traditional

8 William Shakespeardyleasure for measuresdited by Brian Gibbons, Cambridge University $8re2006,
V.1.514-515. Henceforward quotedMsasure
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Renaissance genre-system that included the formdragfedy, comedy and
tragicomedy Quarmby bases his theory of the genre-systemhertitie-page of
Ben Jonson’s FolidWorkes(1616). This frontispiece (Fig.2) shows the domina
figure of Tragicomoedidlanked by the personified figures of comedy aiadjedy,
who defiantly stare at each other. The personificabf tragicomedy wears the
traditional sock and tunic of comedy while holdittge sceptre and bearing the
crown, both elements of tragedy. Her sight is tfiemly and proudly pointed
towards the reader. Tragicomedy is also flankedtbgrawo minor figures: a satyr
and a shepherd. The satyr is portrayed with stadepanpipes, while the shepherd
is holding the typical crook of shepherds and & pipogether, they demonstrate
that tragicomedy finds its historical roots in k&l pastoral drama. In addition, the

satyr has also a second connotation that Quarmhytlsrpoints out:

“The ‘Satyr’ is also indicative, however, of a péatly English
etymological confusion between the licentious satypastoral
comedy and the dramatic mode of ‘satire’, whiclgioiated in
the Roman ‘medley’ poems and satiric dramas tldituied
vice, immorality or folly in an individual or sodye [...]

Jonson’s 1616 title-page suggests a primacy fortrdggcomic
form that recognizes these English and Italian @atons with
both the satire and pastoral mod&s.”

It is obvious, though, that this peculiar kind e&iha, namely tragicomedy,
was much debated and also strongly contested. Tedaden tragicomedy reached
its acme in the North of Italy, during the so cdllealianCinquecentpespecially in
the absolutist ducal courts. Indeed, the vernaardrpastoral comedy respectively
of Ariosto and Tasso were born precisely in the [Dioke of Ferrara, where also a
form of tragicomedy was developing. The first expents of tragicomedy have
been made by the courtier, playwright, diplomat prafessor of rhetoric Giovanni

Battista Guarini. Histragicomedia pastoraleivas written between 1580 and 1585.

29 Quarmby,The Disguised Ruleit., p.10.
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Fig.2. The personification of Tragicomedy, flankeg a satyr and a shepherd, on
frontispiece of Ben Jonson&¥orkes 1616.
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His play, entitledll Pastor Fidg was published in Venice in 1590, but not
performed until 1598.

Clearly enough, this was something that nobodyédvwa seen before and for
this reason it was much criticised. As a consegele@uarini felt the necessity of
publishing a manifesto for the new genre tragicomdd 1601 theCompendio
della Poesia Tragicomigacontaining a new edition df Pastor Fidq appeared.
Guarini’s attempt was to give a satisfactory défami of this “elusive” form of

drama. He stated that

“Tragicomedy is not made up of two entire plotse ari which
is a perfect tragedy and the other a perfect comddyr is it] a
tragic story vitiated with the lowliness of comedy a comic
fable contaminated with the deaths of tragedy.idlia] third
thing that [is] perfect of its kind®*

In other words, Guarini took something both froragedy and comedy; from
tragedy, he took “its danger but not its deathy fom comedy, “its laughter [...]
modest amusements, feigned difficulty [and] hapmwversal.®*> However,
Renaissance criticism considered this mixing okras a lack of decorum. Guarini
answered to this complaint by recalling Aristotl@kusion to tragicomedy in his
Poetics

What is interesting for us, for the labeling bfeasure for Measureis
Guarini’s insistence on a particular concept, ngméhat tragicomedy is
characterized, from his point of view, by a mixiafcomedy and tragedy, but in
particular by its taking from tragedy “its dange Imot its death”. In other words,
the characters of a tragicomedy are brought varysecto death, but in the end they
never die. This is exactly what happensMeasure for Measureespecially to

Claudio, Angelo and Barnardine.

0 Cfr. Ibid., p.10-12.

31 Giovanni Battista Guarini, “The Compendium of Ticmnic Poetry”, in Allan H. Gilbert (ed.).iterary
Criticism: Plato to DrydenWayne State University Press, Detroit, 1962, p.50

% bid., p. 511.

~ 25 ~



However, when Guarini’s tragicomedy arrived in Emnglan 1602, it was
nothing new for the Jacobean audience. Indeededsawme already explained in the
previous chapter, English playwrights were lookioganything that could appeal
to the audience, in this way upsetting the trad@lacanon of comedy and tragedy.
Therefore, they created a complete new genre thaesoe called tragicomedy,
like in Italy, and other simply referred to as gesh plays.

A twisting of the traditional canon of drama coulell upset someone.
Indeed, there were many people who disagreed highchoice. Among them there
was Sir Philips Sidney, who openly attacked the-bewn genre of tragicomedy in
his Defence of Poesi€l595), showing his dismay for a group of playattivere
neither tragedies nor comedies, but a contemptilipteng of the two.

It may be possible that a play likdeasure for Measures generally merely
classified as a problem play for this reason tonc¢es not everybody agrees in
labeling it as a tragicomedy.

NeverthelessMeasure for Measuréhas also been classified as a dark
comedy, or more specifically as a satirical come&lycording to the study of the
Shakespeare scholar Reginad A. Foakes, we can adlgtinction between dark
comedies and last playSleasure for Measuréelonging to the first group. After
the 1600, he notices,

“Shakespeare seems to have been much influencednblyto
have developed in his own way, new techniques and
possibilities for drama. [...] Shakespeare’s mosteexpental
plays at this time were the dark comedies, andrtam line of
development of his dramatic skills lay from thekeotigh the
late tragedies lik€€oriolanusand Antony and Cleopatr#o the

last plays.?®®

From Foakes’ point of view, the satirical elemehMzasure for Measures

characterized from the beginning of the play by pbever caused by the presence

% Reginald A. FoakesShakespeare: the Dark Comedies to the Last Playsn fSatire to Celebratign
Routledge Library Editions, London, 1971, p.4.
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of a clown, Pompey the pimp, and by a “corruptiogel of words”, Lucio. Foakes
points out that

“their liveliness, good humour, and freedom are ontignt in
establishing the tonality of the play’”

They appear on the stage for the first time in teeoed scene, together with

Mistress Overdone, a brothel keeper:

“MISTRESS OVERDONE: Why, here’s a change indeethm
commonwealth. What shall become of me?

POMPEY: Come, fear not you: good counselors lacklmemts.
Though you change your place, you need not change
your trade. I'll be your tapster still. Courageeitd will
be pity taken on you, you that have worn your eyes
almost out of service, you will be consideréd.”

What Foakes considers primary about their presentas “not their nature as
sinners, or their licentiousness, but simply théality, their zest of life.”

Angelo’s harshness, Claudio’s sentence to death 8 he did not properly
commit and Isabella’s desire for more disciplingl aastraint in the order of St
Clare (“I speak not as desiring more, But ratheshivig a more strict restraint
Upon the sisterhood, the votarists of Saint Clafedre the elements against the
vitality of the characters of the underworld andytltonstitute the contrasts to the

natural unfolding of the comedy, making it a dammedy. Foakes fittingly

remarks:
“The juxtaposition of, on the one hand, freedommpwn
vitality, licence and lechery, against, on the othend,
Angelo’s urge to impose extreme penalties, andel&zb drive
to inflict on herself the maximum discipline andstraint,
provide the tonality of the play’”

* |bid., p.18.

> Measure |.2. 87-93.
% Measure 1.4.3-5.
3" FoakesShakespeare: the Dark Comedies to the Last Playst Satire to Celebratigreit., p.18.
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The tone ofMeasure for Measurés indeed characterized by a series of ironic
contrasts that have the power of mitigating thestest scenes of the play. For
instance, the second act starts with the trial ompey. This scene is quite
interesting and the audience should wonder whatsiggificance is. In fact,
Claudio, who was unjustly arrested, is not seehisntrial, but he is presented as
already sentenced. On the contrary, Pompey the pampb Froth, a foolish
gentleman, are judged by Angelo and Escalus. Taeests very funny and lively
indeed: Pompey provided a mistress for Froth,liman being precisely Elbow’s
wife, who anyway was much inclined in granting lfeerours. In addition, while
Claudio is immediately sentenced to death, Elbownéerely sent away with a
warning, since his story is so well told that Essatannot detain him. In fact, the

whole scene is presented so comically that evenli&ssaamused:

“ELBOW: [...] Prove this, thou wicked Hannibal, odllhave
mine action of battery on thee.

ESCALUS: If he took you a box o’th’ear, you migtave your
action of slander too.

ELBOW: Marry, | thank your good worship for it. Whas't
your worship’s pleasure | shall do with this wicked
caitiff?

ESCALUS: Truly, officer, because he hath some aésnin
him that thou wouldst discover, if thou couldst, hem
continue in his courses till thou knowst what tlaeg.”®

Elbow’s malapropisms in presenting Froth and Pompsy “two notorious
benefactors® instead of malefactors, together with Pompey’ditgbin “turning
the evidence, filibustering, and introducing so mircelevance that all sense gets

»40

lost™" and Escalus’ amusement, are all elements thatilcotdrto the mitigation of

the following scene.

%8 Measure 11.1.152-160.
% Ipid., 11.1.47.
0 FoakesShakespeare: the Dark Comedies to the Last Playst 8atire to Celebratigreit., p.19.
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Indeed, after Pompey’s trial, the atmosphere besodaker. As Foakes

notices,

“Shakespeare changes the key, so to speak, endothing
earnestness of Angelo and Isabella with religiaisuring.”*

Isabella begs Angelo to be merciful with her brotheparing his life; so, she

humbly asks him:

“let it be his fault,
And not my brother*

In order to do this, she appeals to God; neversseldngelo does not seem to be
moved at all. On the contrary, he feels a strangerdmlly powerful attraction for
the pure Isabella; however, his feeling has nothingo with love or tenderness,
what he feels is exclusively lust. Angelo is amaaed “temporary disgusted” of
his feelings as well.

Still, the entire sequence is again tempered bypite¥ious one. Foakes

remarks that

“if Pompey’s licence in sexual matters needs todstrained, at
least his instinct as “a poor fellow that would elivseems
healthier than Angelo’s and Isabella’s shrinkingnfr the
demands of the flesi®

There is also another figure in the play that tetedbring about a certain
degree of havoc, namely Lucio. During the meetiapeen Angelo and Isabella,
for instance, he stays behind, suggesting to IEalvahat to say, like a sort of
Mephistopheles. Though, he is not doing this bechesks interested in virtue or
he wants to save Claudio, but because this amursgesia merely would like to see

Angelo won over by Isabella’s rhetoric and eloquenc

“LIbid., p.20.
*>Measure 11.2.36-37.
3 FoakesShakespeare: the Dark Comedies to the Last Playst 8atire to Celebratigrzit., p.20.
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The ironical contrasts continues. For instance, Aaigdirmness in applying
the law with Claudio is followed by his outragequreposal to Isabella to commit
the same sin for which her brother has to die.dBabs absolute in her answer,

considering her chastity more important than hethar’s life:

“Then Isabel live chaste, and brother die:
More than our brother is our chastif{/.”

However, after her brother begs her to give hergelngelo so that his life be
spared, her answer is even harsher and, in a ssinsdrremovably rejects her
brother:

“Take my defiance,
Die, perish. Might but my bending down
Reprieve thee from thy fate, it should proceed.
I'll pray a thousand prayers for thy death,
No word to save theé”

In other words, both Angelo and Isabella are offbee, they do not have a sense
of proportion, either of humour.

In the third act, another character starts megsiimgs up, namely the Duke,
disguised as a friar. He represents a further aletmat upsets the comedy as it
should be.

“Thou hast nor youth nor age,

But as it were an after-dinner’s sleep,

Dreaming on both: for all thy blessed youth
Becomes as aged and doth beg the alms

Of palsied eld; and when thou art old and rich,
Thou hast neither heat, affection, limb, nor beauty
To make thy riches pleasant. What's yet in this
That bears the name of lifé*®”

4 Measure 11.4.185-186.
*bid., 111.1.143-147.
4 bid., I11.1.32-39.
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Here the Duke is talking to Claudio in order to woce him that to die is better

than living a life of afflictions and disease. ldgeech is splendidly rhetorical and

“it strikes plangently a chord to which all humarirys
respond, and [...] echoes Christian homilies on taty of this
world, and on the art of dying welf”

However, as Lever notices in his introductiorMeasure for Measureghe Duke’s
account of the human condition “eliminates its i@l aspect, and is essentially
materialist and pagaff’

Claudio’s reaction to the Duke’s speech is dedecibk does not want to
die. Nevertheless, he is not playing the part efdbward just because he wants to
live and begs his sister to save him; Claudio Idfesand for him life is love; yet,
his thought strongly contrasts with both Angelothifl austerity” and Isabella’s
“frigid chastity”. In addition, Claudio is frightexa of death and dreads what comes

after. As Foakes remarks,

“to be absolute for life in this way is as perves® to be
absolute for death in the Duke’s way.”

At this point of the story, it seems that therengs solution to the various
conflicts and contrasts established until now. HeeeDuke appears again, leaving
behind his poetic speeches and turning to prosthisnway tempering again the
atmosphere of the previous scene. With the entrahéariana and her role in the
story, a happy outcome seems to be assured.

The third act seems to convey precisely this mesdagtact, Pompey is
again conducted to jail as a bawd, this time indbmpany of Mistress Overdone.
The prison represents Measure for Measura centre of life and remains also the
centre of action until the denouement of the pfathie fifth act. Therefore, we see

Pompey in prison, who is a cheerful bawd who tleemiously, becomes a cheerful

" FoakesShakespeare: the Dark Comedies to the Last Playst 8Satire to Celebratigreit., p.22.
“8See J.W. Lever's Introduction Measure for MeasuréThe Arden Shakespeare, London, 1965, p. Ixxxvii.
9 FoakesShakespeare: the Dark Comedies to the Last Playst 8atire to Celebratigreit., p.23.
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hangman. There, we find also Lucio, who makes fuRarhpey and then slanders
the Duke disguised as a friar. From his conversatwth Lucio, even the Duke
seems more human, appearing “a man of flesh, subjecommon lusts and
desires®®. Another character we find in prison is BarnardiBarnardine is a
prisoner sentenced to death, thus he is in the gasigon of Claudio. Though, his
crime is much worse, since he is said to have maddgsomeone. We do not know
much about his story, but it is not necessary lier function he has in this play.
Barnardine stands indeed for life in prison, siheenas been in jail for nine years,
already sentenced to death but still not execdtkd.reason is that every time he is

to be taken to the block, he simply refuses. Theddtodescribes him as:

“A man that apprehends death no more dreadfully dsita
drunken sleep: careless, reckless, and fearlesghaf's past,
present, or to come: insensible of mortality andpeéeately
mortal.”®*

Whatever his behavior is, his intent seems cleastay alive. In this sense, he is
very similar to Claudio, loving life almost despedg. Apparently, he is not
frightened of death, but refusing to prepare hifnfieelit, he succeeds in not being

executed. Once more, Foakes points out:

“Again, it is the urge to live, not the resolutifor death, that
carries through the play’s actiorf.”

The final act is almost surrealistic; everythingeiplained, everything is
solved. Apparently. First of all, we come to learhat the meaning of the title is;
when Angelo is discovered for his crime, the Dukademns him, coming back to

poetry:

“An Angelo for Claudio, death for death;
Haste still pays haste, and leisure answers leisure

*0|bid., p.24.
*' Measure IV.2.125-128.
*2 FoakesShakespeare: the Dark Comedies to the Last Playst Satire to Celebratigreit., p.26.
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Like doth quit like, and measure still for meastite.

Though, the story does not end here. Mariana, hdjyeldabella’s support, begs
the Duke to spare her new husband’s life. So Ange&pared, Claudio appears to
be still alive, Barnardine is spared as well, luhad Claudio eventually get
married and the Duke proposes to Isabella, who iremsilent as if she were
petrified. The only one to be really punished isciby and not because he
impregnated a prostitute and then abandoned hérbdrause he slandered the
Duke. Thus, the so called happy ending seems to be \athighe bad are
punished in a way or another, reconciliations amagrimges take place; still, there is
something that leaves the audience, or the regdée perplexed; the marriages
are an example, since none of them, except peffoagSlaudio and Juliet’s, are
celebrated for love. In addition, the serious issag this play, such as law and

mercy, chastity and honour and so on, are

“bound in by the action as a whole, and subduedthsy

intractable nature of life at large, by the ineggble sense of a
desire for survival, and by excitement in livindnat breezy
pleasure exhibited in the lovemakers, lechers, sfoahd

clowns.®

Therefore Measure for Measurappears not to be a comedy in the traditionalesens
of the term, because of the feeling of perplexitg Aewilderment that it leaves us
at the end. Some gaps remain, such as that betpgearance and reality, act and
belief, justice and mercy. As a matter of fact,igt difficult to say whether
Barnardine deserved to be freed or not; we caneoidd whether Mariana and
Angelo’s marriage is a reward or a punishment;D&e’s proposal to Isabella is
upsetting as well, like her silent response. Thasethe reasons for which Foakes,
and other critics with him, decided to lalb&tasure for Measuras a dark comedy.

Some critics, like Lever for instance, even regatdas “limited in its

> Measure V.1.402-404.
% See 3.3. “Comic characters”.
% FoakesShakespeare: the Dark Comedies to the Last Playst Satire to Celebratigrzit., p.29-30.
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achievemenf®, since “the ‘incarnation’ of ideas, principlegliefs is not at all
points consistent and completg.”

Whatever we call it: dark comedy, problem play mgicomedy Measure
for Measurepresents upsetting and contrasting issues thabdeaize it. Topics
like justice and mercy, honour and virtue, corraptiand slander, religion and
licentiousness, are strongly perceivable in theypthough a real answer to the
guestions it poses is not given; in this way thdience is left with a sense of
bewilderment and perplexity that Shakespeare mag hanted to leave. As one of
his experimental playdMleasure for Measurés for some critics a failure, but it

might also be that this was exactly the messagkeSpaare wanted to convey.

%% |bid., p.30.
*" See Lever’s Introduction teleasure for Measureit., p. xciii.
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2.2. Sources

The major sources fdvleasure for Measurare to be found in the ancient
European folk-tales with their ethical and emotiostaince. These tales tell stories
about corrupt magistrates, disguised rulers, dulbsti bed-mates and so on.

When Shakespeare wrokdeasure for Measuteit is probable that he had
already read the Italianovelle of Boccaccio and his followers. In fact, seven of
thesenovelle provide the main sources for various plays by $bp&are; for
instance, he used Bandello as a sourcevioch Ado About Nothingl598) and
Romeo and Juliefl595); Ser Giovanni is a source fohe Merchant of Venice
(1597); Othello (probably written in 1603), likdeasure for Measurehas Giraldi
Cinthio as major source, adl’'s Well What Ends Wellpossibly written in 1603
as well) uses Boccaccio. Still, from J.W. Lever'smpaf view, it is quite difficult
to draw a clear line between “distinct fictionalisces and a wide, alluvial tract of
literary and historical influences in which thelaas orientated>®

The chief source favleasure for Measures therefore G.B. Giraldi Cinthio’s
Hecatommithi(1565), Part lIDécada 8 Novella § that tells the story of a corrupt
magistrate and his infamous proposal. Neverthethese are also some interesting
historical parallels that could be earlier thantfim; just to give an example for
what concerns the story of the corrupt magistiagger notices an analogy with an
account found in a private letter from Vienna (1p4vitten by a Hungarian
student, Joseph Macarius. In his letter, Josepls &dout the conduct of a Spanish
count or captain, whose name we do not know, nelanikh the time of Ferdinand
Gonzaga, Duke of Mantua and Monferrat. Shortlyraftee story was translated
into a neo-Senecan verse tragedy written by ClaRdeillet, calledPhilanira
(1556 in Latin, 1563 in French). Throughout the esxith and seventeenth
centuries, the story was rewritten in prose moss tbnce, with some differences
each time. The synopsis of that story is essentadlyollows: a man is in prison,

waiting to be executed because he committed a murdet blood. His wife asks

%8 See Lever’s Introduction teleasure for Measureit., p.xxxv.
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the magistrate for mercy, but what she is aske@turn is quite difficult to accept
for her. The magistrate’s proposal is very simplewill spare her husband’s life if
she gives herself to the magistrate. Reluctantdbtgrminate in her desire to save
her husband, she agrees and lies with the magistdanetheless, the magistrate
does not keep his word and orders to execute tkenar. Overwhelmed by grief,
shame and anger, the woman decides to complailmetoruler of the country
directly. The magistrate is judged and punished ohouble way: he has to marry
the widow in order to restore her lost honour afterdhat, he has to be executed
for his crime.

Clearly enough, the story has been changed thragtsodiverse versions,
adding and changing something here or there. Shakes probably knew more of
these versions and took the cue for the charaatenr of his protagonists. Lever
thinks that Lupton’s version, in particular, could b source for Shakespeare’s

Measure for Measure

“The lengthy dialogues between the Gentlewoman #red
Judge contain several verbal parallels to Isalsetigbates with
Angelo in ILii and ILiv. The Gentlewoman’'s pleandch the
Judge’s replies, more developed than in any otbadering,
follow broadly the same course. Lupton’s time-scheshthree
days is repeated, and his one-day intervals betwesch
interview and the assignation correspond with therated
‘tomorrows’ of the play, including the dramaticaynomalous
‘tomorrow’ proposed by Angelo in ILiv [...]. The ‘prie dore’

through which the woman passed to her secret et@owith

the Judge is a further detail paralleled in Angglastructions to
Isabella [...].*°

However, Cinthio remains the major source for owbfem play, whose
story, though, is not very different from the poais versions; in fact, the main
changes are the status of the heroine, from witster of the condemned, and the
crime committed by the magistrate, from murder @dustion of a virgin, in this

way giving the plot a more romantic and human toutdherefore, it would be

9 |bid., p.xxxviii.

~ 36 ~



interesting to make a comparison between the fdldleasure forMeasureand
Cinthio’s Novellag in order to define how similar they are and inaivtihey actually
differ.

To begin with, Cinthio’s fifthnovellais set in Innsbruck, not in Vienna like
Measure for Measurand one of the main characters is Juriste, thévalgnt of
Shakespeare’s Angelo. Juriste, a close friend ddeimperor of Rome, Maximian,
is sent to rule Innsbruck. Maximian’s advice, thoug not to offend justice in
Innsbruck, since if that happened Juriste couldhope for forgiveness. However,
even if very proud of the office his friend bestawen him, Juriste is not a man
who “rightly knows himself®®, like Angelo in a sense, who did not think his
response to Isabella’s speech would be so pruidsiertheless, Juriste does his
job well for a long time in Innsbruck, differentiyom Angelo who does not give
the impression of being a good ruler at all. Stifie day, Juriste orders to execute a
young man, Vico, because accused of having ragad. & he sixteen-year-old boy
has a sister, like Claudio iMeasure for Measurewho promptly goes in the
presence of Juriste in order to ask him to be méraiith her brother. The girl's
name is Epitia, a beautiful eighteen-year-old githva sweet voice, an eloguence
that can be compared to Isabella’s and who hassésiied philosophy. She says to
Juriste that her brother is very young, he hasetbez a whole life to live ahead,;
she also pleads that he is in love with the ginvihenged and that he will marry her
for sure. Finally, she tells Juriste that anywag ldaw is written in order to arouse
fear rather than to be strictly applied and in pca¢ he should be merciful with
Vico. Notwithstanding Epitia’s ability in develognher thought, Juriste is struck
only by her beauty. He says to her that he wiledéie execution, but actually he
is determined to satisfy his lust. Like IsabellaMeasure for Measutrehe young
girl goes to her brother, who is now in prison amdo begs her to insist with
Juriste. Once Epitia and Juriste meet again, he ler that Vico will die, unless
she gives herself to him. Like Isabella, she ansteiseven if she dearly loves her

brother, her honour is even more important to heriste promises to marry Epitia

%0 See Brian Gibbons’ Introduction Measure cit., p.7.
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if she accepts and he concludes that she has idedby the next day. As a
consequence, she goes to her brother and tellschbe prepared for death, since
she cannot accept Juriste’s proposal. Like Claugmtia’s brother tries to move
her by talking about their brotherly love, theioddl kinship and by assuring her
that Juriste will marry her because she is paditylpretty and talented. Therefore,
Epitia decides to accept. From this point on, Shada®’'sMeasure for Measure
departs from Cinthio’s story; in fact, the next dapitia goes to tell Juriste her
decision and as a consequence, he promises hehebretill be spared.
Notwithstanding what he says to the naive Epiteiote fulfilling his appetite with
her, he gives order to execute her brother. Thémexning, he tells her she can go
home, where her brother will be sent shortly after.a coffin, with his head
placed at the feet of his body. Epitia is therefosgchologically destroyed, having
lost both her brother and her virtue. Now she waetseenge and so, recalling
Maximian’s reputation for justice, decides to sdgrgo to Rome to talk directly
with the Emperor. While telling her story, she breaown and cries, her eyes
filling with tears, so that Maximian is moved tdypiAs a matter of fact, Juriste is
summoned to explain what has happened. His reasahat he was simply
applying the law, acting according to justice. Epiteplies that Juriste committed
two sins, while her brother committed only one.isterdoes not want to die, he
shows to be contrite for what he has done, thusitWiar decides he has to marry
Epitia in order to restore her honour, but shorttgrahe also orders that Juriste be
executed because this is what he did to the yourig grother. Unexpectedly,
Epitia, who was so angry with Juriste just a few reata before, begs now for
mercy; Juriste is her husband now, therefore shenataaccept to lose him.
Maximian is moved by her kindness again and sodeéscto spare Juriste’s life.
Juriste and Epitia live henceforward “happily eaéter”.

Through Cinthio’'s major changes to the previous ivess the story has
become a comedy, leaving behind the tragic ploh wg sad ending; indeed, by
combining mercy with justice and arranging a maeisather than proceeding with

bloodshed, it has been possible to achieve thetitnaal happy ending. Clearly
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enough, the parallel between Cinthio’'s story aM@asure for Measures
undeniable; the first scene bfeasure for Measurgor instance, probably comes
from the opening dialogue between the two frieddsiste and the Emperor, when

Maximian decides to send his friend to rule Innskrior a certain period of time:

“piul lieto dell'ufficio... che buon conoscitore di séesso.*

Another analogy between the two plays is to be domnEpitia’'s words when she

shouts against the infamous proposal of Juriste,

“la vita di mio Fratello mi € molto cara, ma vieuptaro mié
I'honor mio™?,

that echo Isabella’s

“More than our brother is our chastit§?”

Anyway, there are other twoovelle by Cinthio that are worth attention:
namelynovella52, that tells the story of a governor who wantblkckmail the
wife of a merchant but fails in his attempt andsdienfessing his sin; ambvella
56, that tells instead the story of a tailor’'s wifbo is similarly pressed by a judge;
the woman goes to the duke in order to complain ted judge is therefore
condemned. In botmovelle there is a woman who, unlike Epitia but like
Shakespeare’s Isabella, resists the uncomely patgos

In 1573 Cinthio wrote another version of the staydrama calledEpitia,
published posthumous in 1583: in this version faifws a sister, Angela, who at
the end asks for mercy for her brother; in addjt@mthio adds a man in the prison
who disobeys Juriste’s order to behead Epitia’s Hamot spares his life and

substitutes his head with that of a murderer. B8y is even more similar to

®1 See Lever’s Introduction tMeasure for Measurecit., p.xxxix. For the English version see Levdieasure
for Measure Appendix I, p.155.

%2 |bid., p.xl.

® Measure 11.4.186.
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Shakespeare’Bleasure for Measurean regard to the substituted head that permits
to save the heroine’s brother, the addition ofdharacter of Angela, who can be
compared to Shakespeare’s Mariana and the dialogiweeen Angelo and Escalus
at the beginning of the second act, which parallesdiscussion between Cinthio’s
Podesta and his Secretary. It is also importamake into consideration Cinthio’s
play as a whole; indeed, the way law and justiee tegated, the happy ending
achieved notwithstanding the tragic beginning (andt only), and the
characterization of the protagonists Bpitia, make it the nearest version to
Shakespeare’s play.

Nonetheless, Cinthio’s is not the only possiblerseufor Shakespeare’s
problem play. Another source fdvleasure for Measureould well be George
Whetstone’s version of Epitia’s storyhe Right Excellent and Famous Historye of
Promos and Cassandrél578), apparently very close to Shakespeare’y, [@ta
least for what concerns the general structure. gttve¢ adds to Cinthio’'sovella
a “tone of Puritan authoritarianism”, as Brian Gibb points out. What caught
Shakespeare’s attention was probably Whetstone'y wfa dramatizing and
arranging the narrative; thus, no wonder that sahéleasure for Measuie
scenes are highly influenced Byomos andCassandralndeed, as Brian Gibbons

suggests,

“in accepting the structural conventions of Englistage
comedy of the time, Whetstone transmits the effects
counterpoint between the main plot concerning nchiracters
and sub-plots of trickery and low comedy, so the tomic
episodes not infrequently give an ironically caliceflection of
events in the main plof?

An example of this device is the sexual proposalafmia, a courtesan who,
supported by her servant Rosko (a sort of equivdderPompey), tries to bribe the
corrupt magistrate Phallax with sexual favourss tlscene parallels Promos’

proposal to Cassandra, namely that he will sparéoteher and marry her if she

% See Brian Gibbons’ Introduction Measure cit., p.10.
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surrendered herself to him. In addition, Promoscbynmanding the execution of
Andrugio, who is Cassandra’s brother, is applyindaa that was previously
eliminated by a merciful magistrate. Andrugio, likdaudio and Vico, has not
committed rape, since he is in love with his paried is also planning to marry
her. Shakespeare follows Whetstone’s story aldhansubstitution of the head of
the condemned, which is changed by a merciful rjafBill, at a certain point,
Shakespeare’s story departs frttromos and Cassandraince once his life is
spared, Andrugio disguises himself as a hermitladds in the forest; only when
he comes to know that his sister is in trouble beidks to come back. Instead,
Shakespeare removed the wanderings of Andrugio isguse, since they
seemingly distract the attention from the main essuYet, this is not the only
difference: Shakespeare also decided to simplify setting of his play and
eliminated some of Whetstone’s minor characters to@ddition, Polina, who is
Andrugio’s beloved, is represented by JulietMeasure for Measurewith the
difference that Claudio’s partner is pregnant at lbleginning of the play already;
thus, if Claudio died, his child would be fathedesinless Angelo changed his
mind.

Anyway, the similarities betweeAromos and Cassandrand Measure for

Measureare various and Gibbons highlights them, implytimat

“Whetstone’s visualization, in terms of Elizabethstaging, of
these episodes of city life, prison and the Royalr§ could
well have influenced Shakespeare and may inditegtekind of
detail with whichMeasure for Measutg setting was realized in
performance in 1604°°

Furthermore, for what concerns the narrative, Whets decides to use
elements of surprise and melodramatic thrill, sdwngt that clearly caught
Shakespeare’s attention, especially now that it vgmadually turning to
tragicomedy. Another feature we find ltomos and Cassandr#éhat Shakespeare

replicated, is the use of soliloquies, such as Aaigein particular those after the

% |bid., p.10.
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encounter with Isabella. The soliloquy is used bthbauthors to show the inner
struggles of the main characters. Furthermore, &pmare adopted the sub-plot
Whetstone created for his play, substituting thartesan Lamia with Mistress
Overdone, her servant Losko with Pompey the pimpaalting a series of comic
characters like Constable Elbow and Froth, Abhor¢be executioner and
Barnardine, who shares the same fate as Claudio.

It is clear therefore that Shakespeare knew tlag pefore writingMeasure
for Measure so we may ask whether there are any events thaghbt him to write
a play based on Whetstone’s story exactly in 168341 Clearly, the accession of
King James | in 1603 may well be an answer to ¢usstion. Shakespeare was
aware that the new monarch was interested in #radbk of justice and temperance
in rulers (his workBasilikon Doronwitnesses this interest), thus his response to
James I's tastes seems to have been predissdigure for MeasuréAs a matter of
fact, many critics think that Shakespeare creaked figure of Duke Vincentio
modeling him on the personality of King JafffeAs a consequence, alBasilikon
Doron (Fig.3), a treatise on government that gives adabeut how to be an
efficient ruler, can be considered as a possihliecsoof inspiration foMeasure for
Measure For sure, he was influenced by James I's booleaat for what concerns
two issues. One, as Lever notices, is the “duty udérs to display virtue in

action’®’

and the other one is the concept of temperancéther Aristotelian
mean®®, Anyway, a more detailed comparison between Dukeahtio and King
James | of England, together with a discussion atimipossible allusions to the
new English monarch iMeasure for Measurewill be taken into consideration
further on in this dissertation in the section datkd to the disguised ruler.
Furthermore, if we consideBasilikon Doron as a possible source of
inspiration for Measure for Measurewe should accordingly consider Niccolo
Machiavelli's The Prince(1532, translated into English in 1640) as welhisT

treatise on government, of course, could well leakend of source foBasilikon

% See 3.1. “The Disguised Ruler”.
®” See Lever's Introduction teleasure for Measureit., p.xIviii.
% |bid., p.xlix.
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Fig.3. James Basilikon Doron Frontispiece.




Doron too. Like James I, Machiavelli wrote Hiince in order to give a model to
follow, without being too abstract, but rather ggyipractical advice. His goal is
very clear already at the beginning of his workgsiit is dedicated to Lorenzo di
Piero de’ Medici, Duke of Urbino and ruler of Flace in Machiavelli’s time. The
major themes he deals with are statecraft, goocwndl hatred, free will, virtue and
human nature; it is also considered one of the nmgbrtant works of modern
political philosophy. Thus, the main aim of the basko suggest how to obtain
and keep political power. It can be divided intaurfanain sections: in the first
section the different kinds of states are discusiesl second part of the treatise
analyses the various armies existing and thensasaadiscussion about the conduct
a prince should adopt as military leader; in thedtlsection, Machiavelli explains
how a ruler should be and behave; and finally, iseusses the disastrous political
situation of Italy in his time. What is interestimdpout Machiavelli’s treatise for
what concernd/leasure for Measures precisely the discussion about the character
and personality the Prince should have to be censitian efficient ruler: from
Machiavelli’s point of view, it is better for a rid to be stingy and strict with his
subjects, rather than being too lax and thus lee vand crime penetrate the
kingdom; instead of being merciful, and considened enough determined and
powerful, it is more convenient to behave cruellyruler should also have the
possibility of breaking the promises he made ifdteg them meant acting against
the state’s interest; as a consequence, a ruldrtraigo deceive his subjects if this
is done for their own sake; Machiavelli firmly bales that it is important for the
ruler not to be hated or despised by his subjsatse the love of the people is the
best defence ever; last but not least, a princelldhchoose wise counselors and
avoid adulators. Anywaylhe Princewill be taken into consideration again when
the character of the Duke is to be analyzed irfdahewing chapter.

Furthermore, the interests of the new king probaldyle Shakespeare think
about another work by Whetstone, namAlyirrour for Magistrates of Cyties
(1584). This time Whetstone concentrated his atierdn the corruption in the city

of London, in particular the situation concernin@tbels and gambling. He also
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compared London’s corruption to Rome, in particudrthe time of Emperor

Severus. Indeed;he Image of Governan¢&541) by Sir Thomas Elyot describes
Severus’ reform concerning corruption and expldiret he sometimes disguised
himself and walked among his subjects in ordetseove them, their behavior and

in particular his officers’ conduct. Severus, Elgbserves,

“vsed many tymes to disguise hym selfe in dyverausige
facions, as sometime in the habite of a scholghdbsophie ...
oftentimes like a marchaunt ... And ... woulde one Haynte
one parte of the citee, an other day an other parte see the
state of the people, with the industrie or neglagef theym
that were officers®

This work can also be considered a model for theadherization of the disguised
ruler, a figure we find in many Elizabethan comediesreafter. Thus, it seems
quite acceptable to believe that Shakespeare fothmel model for the
characterization of his disguised rulers, in pattc the “Duke of dark corner$”
of Measure for Measuren these accounts. Apparently, he was also tedme to
use the story of the disguised ruler as frame pltely inHenry IV, where Prince
Hal, the future Henry V, disguised himself to olvgehis people and his officers,
just like Emperor Severus.

Therefore, the figure of the disguised ruler sloWwcame quite popular on
the Elizabethan and then on the Jacobean stager @tbeplays written by
contemporaries of Shakespeare can be seen as sadirrespiration forMeasure
for Measureas well, namelyThe PhoenixFig.4) by Thomas Middleton anthe
Malcontent(Fig.5) by the dramatist and satirist John Mars@early enough, they
are both concerned with the figure of the disguisddr who walks among his

subjects in order to control them.

% Sir Thomas ElyotThe Image of Governancg541, quotation in LevelMeasure for Measureit., p.xliv-xlv.
" Measure IV.3.148.
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Fig.4.James I, possibly the "phoenix" Middleton had imdhifrom an engraving in John Spe
A Prospect of the Most FamoParts of the World1631
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Fig.5. Mark Doerr and Adrian LaTourelle playing Mable and Mendozalbe Malcontentin Theaterkos
Angeles.
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It is not certain if Middleton’s comedy was writtbefore or afteMeasure
for Measure nevertheless, there are many points suggestisgedrlier. The main
analogy between the two plays can be traced infithme plot: like Duke
Vincentio, the Duke of Ferrara, protagonist die Phoenixconfesses that, for
what concerns corruption, he has been too lax Wwith subjects for the last
seventeen years. His son, Prince Phoenix, who dhaké his father’'s place soon,
is suggested to go abroad for a journey, in digsgna to be recognized, in order to
see the world and its people; actually, he dedid@smain in his father’s kingdom,
still in disguise, in order to study people’s bebavvices and costumes. In this
way, he witnesses and takes part in a series ajrmmitrigue plots. It is interesting
to notice that Phoenix’ soliloquies send “a somimaral meditation on what he
observes”. At a certain point of the story, Phoemii some courtiers organize a
plot with some courtiers against his father the §ukith the aim of overthrowing
his power. During the final trial, Phoenix revedis true identity and confesses
what happened; when he is going to be arrestedsaime officers are “exposed by
a document Phoenix had already handed to the Dukie’s scene is clearly
characterized by great tension and has also mainyspga common withMeasure

for Measure Nevertheless, Brian Gibbons underlines that

“Shakespeare interiorises within his Duke eleméh&d in the
Middleton play are mainly of narrative consequertbe: figure
of authority is distinct from the disguised observeho is
young and whose schemes are wittily contrived &s@rmve his
moral integrity, maintaining a distance from themswovhat
compromised mature Duke. The ironic tone of theodiae
conceals that corruption is inevitable, through theright
maintenance of law is vindicated; but despite #woss nature
of some of the issues, this play is more exubetiaam might
have been expected if Middleton were respondiniyléasure
for Measure.”

> See Brian Gibbons’ Introduction Measure cit., p.16.
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However, there are some differences between theptayps as well; for
example, for what concerns the dramatic styléeasure for Measuig is
apparently much more complicated.

On the other hand, it is sure that Marstofte Malcontenis earlier than
Shakespeare’s problem play. At the beginning of #hery, the protagonist
Malevole, is already in disguise, thus the audieleeens about his true identity
only later, when he explains it in a soliloquy. ldealso involved in a number of

plots, like Phoenix. Brian Gibbons notices that ireMalcontent

“As in Shakespeare’s version the action placessstren
characters’ attitudes to sex as a guide to thermahand social
condition and psychological motivatiof?”

The main themes of this play are courtly ambitigmariny and flattery. In
fact, Altofronto is a deposed duke, who has disgiibimself as Malevole, a
discontented ruler, because he wants to try toiroldies lost kingdom again.
Malevole, taking part in some plots of his courttaeks its corruption and
decadence. It is not so difficult to see a paralligh the court of King James | and
the immorality of his courtiers in this play. Stidnce he comes back to power at
the end of the play, Malevole refuses to punishdaelly his enemies and he also
recovers Ferneze, Aurelia and Pietro to virtue. difference withMeasure for
Measurelies precisely here: indeed, this so called “hagpyging” is achieved
through a popular insurrection against his enenot, thanks to the fact that
Malevole has taken part in some of the major pbtsis court.

The main similarity withMeasure for Measurés traceable in the major
technical aspects, namely the language, the steuaind the narrative of the play.
We have to bear in mind that Shakespeare’s comphagtors acquired Marston’s
play, and as a consequence, it was subjected te sdranges before being
performed by the King’s Men. Clearly enough, Shakese may well have been

involved in the process of change before perforniihg Malcontentt the Globe.

2 bid., p.17.
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Therefore, no wonder that there are some echoehi®fptay in Measure for

Measure Brian Gibbons describes pointedly some of thesdasities:

“The verb ‘touze’ [...] is used only once by ShakesmgenMM
5.1.307. The proverb ‘there goes but a pair of ishbatween
us’, only once used by ShakespeaMM( 1.2.23), in The
Malcontent]...]. For references to the ‘burr’ and ‘serpigo’ in
MM 4.3.165 and 3.1.31, comparEhe Malcontent2.3 in
successive lines, 31 and 32. Isabella’s phrasehdasy/Middle
of the night' (4.1.31/2) is parallel to Marston’'selNdoza in
2.5.88, ‘the immodest waist of night'>

Furthermore, some traits bfeasure for Measurean remind the audience of
another play, namely Ben JohnsorBgjanus Like The Malcontentand The
Phoenix alsoSejanuswvas performed by the King’s Men at the end of 160
Shakespeare playing a part in it. For what concehes plot, like Angelo is
confused by the letters he receives about thedonting return of the Duke, also
Sejanus, an ambitious soldier, friend to the Romerperor Tiberius, is quite
surprised by the letters the latter sends him,ihgathe general scheme “directly to
the catastrophe”, as Brian Gibbons points out. Ddikeentio praises Angelo, in
particular his honour, before destroying it comglietin Johnson’s play, Tiberius
does the same thing through a letter. In additiba,trial scene of Sejanus has a
structure that resembles very much the revelatmene (5.1) ofMeasure for
Measure

There is then an anonymous play (which is sometimatsbuted to
Shakespeare for its inclusion in his Apocryfhavhose publication date we do not
know either, but whose plot can be well comparei¢asure for Measurenamely

Fair Em. Kevin A. Quarmby affirms that

“although not a direct source fdteasure for Measurd-air Em
nevertheless contextualizes the Duke’s protestatiomhile

3 bid., p.17.
" Quarmby,The Disguised Ruleit., p.108.
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demonstrating the conventionality of his subsequisguised
actions.”

Fair Emis a play that combines two stories that go orepeshdently in alternate
scenes; the two plots are similar but at the same they contrast each other. The
one plot tells the story of a man, William the Coarpr, who falls in love with the
portrait of a woman he sees on the shield of theghess of Lubeck at a
tournament. He therefore decides to look, in disgufor that girl and when he
finds her, he truly falls in love. The girl is Mana, the Swedish princess, already
betrothed to the Danish marquis Lubeck and helthwaagpt his court. Nevertheless,
Mariana is not interested in William, since shefasthful to her betrothed.
Meanwhile, Blanch, princess of Denmark, is realtypressed by the disguised
William, falling in love with him. As a matter oatt, Mariana and Blanch arrange
a plot in which William goes away with Blanch thing she is Mariana. Here
things complicate, since Blanch is the king’s ddagland as a consequence, King
Zweno wants to save her; at last, the true idemitghe lady is revealed, and
William finally accepts to marry Blanch; Marianadahubeck are left to their
happiness.

The second plot of this story sees Em, the fair deugbf Sir Thomas
Goddard, who is disguised as a miller from Manarestooed by three men: Lord
Valingford, Mountney and Manvile. Her favouriteN&anvile; thus, in order to get
rid of the other two, she pretends to be blind Wwidlingford and to be deaf with
Mountney. Nevertheless, Manvile is not a faithfthnmand as a consequence he
loses both the women he wooed; in the end, Em mnsatoed Valingford, since he
is the only one to be sincere and loyal to her.

Eventually, the two plots unite, with William revoly Goddard’'s
banishment and Em making William understand thateswiriuous women really
exist, conviction that leads him to marry Blanch.

The similarity between thiéair Em andMeasure for Measures undeniable;

Quarmby rightly points out that

” Ibid., p.108.
~51 ~



“Like the solemnly performed nuptials in Fair Emglesnn
obligation overshadows the Duke’s offer to therdillsabella in
Measure for Measure: ‘What’s mine is yours, and twhagours
is mine’ [...]. This standard husband’'s pledge cosigjgest
equality in marriage, but to the very end this darsmachina
duke manipulates Isabell&®”

All considered, the two plays apparently share shme “failed happy ending”,
since the marriages are not conceived as the awmahing of a love story.

Last but not least, the obvious references to tideBiave to be taken into
consideration as well. It is clear tHdeasure for Measures a play that has to do
with religious and moral issues, thus it is noficifit to believe that Shakespeare
took inspiration from the Bible too. It is enoughthink about the title of the play,
that is recalled in the fifth act, in a scene inickhDuke Vincentio echoes a

particular passage of the Bible:

“The very mercy of the law cries out

Most audible, even from his proper tongue:

An Angelo for Claudio, death for death;

Haste still pays haste, and leisure answers leisure
Like doth quit like, and measure still for meastire.

The reference is here to the Old Testament and ttiennaf justice — “an eye for

an eye and a tooth for a tooth” — but also to asags we find in the New

Testament:
“Judge not, that ye be not judged. For with whalggment ye
judge, ye shall be judged, and with what measure ryete, it
shall be measured to you agdth”

% |bid., p.111.

" Measure V.1.400-404.
8 Matthew, 7.1-2.
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This reference is taken from the “Sermon on the Mbtinat has to do with issues
concerning retribution, justice and mercy, pregisbe topics with whicitMeasure
for Measureis concerned.

All in all, the sources that Shakespeare couldehzhosen foMeasure for
Measureare various and of different nature. For surepteefvriting it, he read
both his contemporaries and previous authors, bul$o used his own works, as
we can see from the wide range of references tplhis, such aklamletto give
an example. It is widely known that the Englishyplaght had a great repertoire
behind him and that he was well acquainted with br@ad literary and cultural
background of his own timMi& A discussion about Shakespeare’s readings ihaot
topic of this dissertation, but it will be enough $ay that Shakespeare’'s use of
language and the various references to contemparatypast works, to his own
plays, to historical and religious anecdotes, vatnthe greatness and keenness of
the English playwright in writing a complex andrigtiing play such aMeasure

for Measure

™ For further information about Shakespeare’s regalisee Leonard Barkan’s essay “What did Shakespeare
read?” in Margreta De Grazia and Stanley Wells, €de Cambridge companion to Shakespe&ambridge
University Press, 2001.
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3. The Characters

Once a possible classification fsteasure for Measurbas been given and
its major sources have been taken into consideratie main themes of the play
are what the reader/audience really cares aboet.nT&in characters, their nature,
their behaviour and also the dialogues in whicly thee involved, especially the
soliloquies and the monologues, are the best reptatsves of the major topics of
Measure for MeasureAs a matter of fact, the best way to explain wihat main
themes are is to look carefully at the most impurharacters of this so called

problem play.

3.1. The Disguised Ruler

Notwithstanding the moderate attention giverMeasure for Measuredue
to the difficulty in classifying it and to the vatis problems connected, Duke
Vincentio is one of the most interesting characteal the Shakespearean plays.

From the very beginning of the play, his actionsnseather ambiguous and
questionable. In the first act his desire to lehigreign to someone else is not
really convincing, since his intentions are nottguilear. The first question that
arises is why he is doing this, and the answer giga birth to two different
interpretations of the Duke.

From one point of view, his decision depicts himaasattentive and sensible
ruler, who worries for his subjects and for thiagen decides to withdraw for a
certain period of time, at the same time stayingroorder to give them support
and advice.

On the other hand he manipulates his subjects i®rotwvn aims, taking
advantage of the situation, namely his “divine” govand consequent absolutism.
This interpretation of the Duke has been widely ussed and expanded, and it is

considered the most viable.
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Hence, it might be useful to ask some importantstjoes. What makes a
good ruler? Is it better to be virtuous and metctdu to strictly apply the law,
dispensing justice even when this implies taking life of the sinners? Should a
man have the power to decide who can live and wa® to die? What was
Shakespeare’s point of view about this? Clearlg itjuite impossible to find an
absolutely correct answer to these questions dride aame time, we cannot know
what Shakespeare really thought and meant by ogeatich a character. However,
there are certain clues that throw some light anifisue.

The discussion about the sourcesM#asure for Measurén the previous
chapter can be a good starting point. In fact, Gdtl Prince(Fig.6) andBasilikon
Doron are two treatises on government that try to belguies to follow by an
efficient ruler.

During the Middle Age and the early Renaissance ittem of a good
monarch was that of a man with certain virtueshsagsincerity, devotion and love
toward his subjects. In Shakespeare’s time, pebpped that James | would be
such a ruler, probably because the end of the di@ueen Elizabeth | had created
some concern, since she did not have children aoted to name a successor until
her death. With a new male monarch, the English lpesimnply hoped for less
trouble and a ruler who would love them.

However, when Machiavelli wrote his treatise, huditical ideas were quite
different, but not entirely so; yet, the plays bé ttime seemed to convey another
message. Richard Il of the homonymous play by 8bkjp&are is nothing but a
tyrant, giving the idea that the political thougbt Machiavelli was freely
misinterpreted. Just to give an example, Sir WdRaleigh described the Italian
humanist's prince as “too light, inconstant, hacdjel, effeminate, fearful and

dastardly®, even if this is not what is written Fhe Prince

% Walter Raleigh,The Works of Sir Walter Raleigh, Kt., Volume Okford University press, London, 1829,
p.15.
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Fig. 6, Niccold Machiavellill Principe, original manuscript, 1513.
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Indeed, Machiavelli never wrote about cruelty atkleness, his political idea
simply implicating that a monarch should be pregdoedeceive his subjects if this
was the best solution for them; the difficulty lies the questionwhendoes it
happen that the best thing to do is to act immgPalllachiavelli insists to say that
the good prince should be religious minded in respehis subjects, but this does
not mean he has to be religious, in other wordsamemake false promises to them.

The essence of his political thought is that a gaasharch should bboth
loved and feared, and here lies the second obstacéehieve both is a challenge,
because in a certain sense the two conflict. Asadtem of fact, Machiavelli
suggests that if the ruler cannot obtain boths safer for him to be feared rather
than to be only loved. Indeed, a monarch who ig tmed, is not respected
as one who is feared, because it is a well knoven tfaat being too kind and
permissive only leads to transgression of the ruddsthat point the good ruler,
Machiavelli quickly adds, “ought to inspire fearsaoch a way that, if he does not
win love, he avoids hatred” The right balance has to be attained, because to be
feared should not mean to be hated, as Richavdasl

What is really difficult to understand is whethemmt this is the right way to
behave, in other words if a deceitful action canabeolution for being a good
monarch. Maybe also for this reason Machiavellilbesn misinterpreted.

Notwithstanding this misinterpretation, the Italianmanist has been widely
studied and clearly there is a reason for thisfact, it seemed that, in a certain
way, his political idea works. A striking examplanc be precisely found in
Measure for Measurdn the character of Duke Vincentio, who seem&dovery
near the figure of the Prince.

Indeed, the critcs Kamps and Rdlesee an analogy between the
Machiavellian view that rulers should not behaved @onsequently be seen as
tyrants, and the Duke’s decision to put Angelordsrim ruler of Vienna with the

aim of reestablishing order and justice. The exgdiorks for the Duke, because

#1 Niccold Macchiavelli,The Prince 1532, translated into English by William K. Mantti, Sterling Publishing
Co., Inc., New York, 2008, ch.xvii, p.158.

* lvo Kamps, and Karen Raber (ed.), William Shakesnédeasure for Measure, Texts and ConteRsston,
2004, p.134.
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he succeeds in reaffirming his authority and at ghene time he is eventually
perceived as a just and merciful ruler by his stibjeStill, a question remains: is
the Duke’s a good strategy? Sadly enough, the damains, the play does not
give a response and neither the ultimate silencsaifella when she is asked to
marry the Duke is a helpful clue. As a matter aftfahe answer can only be
subjective.

In the same wayBasilikon Doron a handbook written by King James | of
England specifically for his son, Henry, in 1598yexs topics which are basically
the same ashe Princés. Like Machiavelli, King James offers some adwicehow
to be an efficient monarch. His theory is thatregkis a sort of actor
who plays on stage and as a consequence the paaplad him, namely his
subjects, will judge him and his actions. HoweVi&e an actor, he tends to show
only his public persona, leaving his inner virtidden. This is why he has to use
his exterior behavior to show his inward benevobllisposition. The main virtues
of a good king, James | asserts, are wisdom, ksslaed wariness, he has to be
firm in his decisions and he should not changerhisl too often.

The good king described by James | resembles onlyam the Duke of
Measure for Measureor at least, less than Machiavelli’s Prince daes;true that
Duke Vincentio acts as if he was in a play, his @My, since he performs the part
of the friar in order to control (or to manipulatdi?s subjects. He does not reveal
his plot to anybody, maintaining the complete colngff the situation and, at the
end, once he decides to reveal himself, he sucaeedppearing a benevolent,
merciful and just ruler, supposedly his inner teedf. Nevertheless, it is highly
doubtful that his intentions may have been completad solely good. Yet, this is
not only why the Duke departs from the “good kiraf”Basilikon Doron In fact,
all the virtues James | talks about appear nobteespond to the actions of Duke
Vincentio.

At first glance, the Duke may seem wise, since & ‘on Angelo imposed

the office’® in order to reestablish order and discipline ienfia. But most critics

8 Measure 1.3.41.
~ 58~



seem to believe that the Duke acts only for his gake: he knows that probably
Angelo will not be a good ruler when he says t@aiFfihomas the words “Hence
shall we see, If power change purpose, what ounseebe®*. Apparently his only
aim is that of giving his subjects a man to hatettst he can return as a sort of
savior, a God-like figure who solves the problemd actually reestablishes order.
Essentially, hés manipulating his people.

Further on, James | does not suggest deception asludion, while
Machiavelli does. As we have seen in the previdwepter, Shakespeare probably
read bothBasilikon Doronand The Princeand, specifically, the first one was of
particular importance for him, since it was writtey the king of England just a
few years befor®deasure for Measureas performed at Whitehall. It is impossible
to know what Shakespeare had in mind when he ad¢hgcharacter of the Duke;
the question can rather be whether he wanted tseptiae new king, namely James
I, or not.

James | became king of England in 1603, after a wohed ruled the
country for more than forty years. Elizabeth | wagreat queen but her decision
not to marry and have children and not to namecaessor provoked a state of
anxiety that, theoretically, James | could avoid.@Amatter of fact, once he became
king, James had the great task of not disappoitiied=nglish.

James ¥ (Fig.7) was born in 1566, a son of Mary, QueenSobts and
Henry, Lord Darnley. After the death of his parefitis father murdered and his
mother beheaded by the same Elizabeth |), somesfigoch as the poet, dramatist
and humanist George Buchanan, tried to instillhe young James the political
thought that “the king is beholden to the peoplehis power®®; however, once he
ascended the throne, he made clear that he didetietvve in this, rather he thought
that kings have a divine right to rule and a conset|absolute power.

As a man, he was interested in poetry and he hadedisposition for

learning, he was good at writing both poetry arabpr(especially political

84 H
Ibid., 1.3.55.

8 Cfr. John Butler, “The Life of King James | of Hagd”, Luminarium 22 Mar 2003, [19 Mar 2013],
<http://www.luminarium.org/sevenlit/james/jamesbimb

86 H
Ibid.
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Fig. 7, Nicholas HilliardPortrait of James | King of Englan®val, 1603-1609.
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Fig. 8, Mark Rylance as the Duke Measure for Measurat the Globe, London, 2004. His costt
consciously reminds the audience of the traditiomelge of James | in contemporary portraiture
Fig. 7).
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philosophy, since he was interested especialljhénjustification of divine right).
He also appreciated the plays, but was particufaryg of the masque, a love he
shared with his wife Anne of Denmark. Soon, heizedlthat literature could be an
effective propaganda, “books, masques, sermonspkays [...] were the media
which could best disseminate his views of kingsaimqm impress upon a large
number of people its power and majestyHowever, as a king he did not seem to
be much successful; critics tend to say that he avggaceful monarch but he
actually did not enjoy much popularity in Englai@early enough, the hopes the
English bestowed on him were not deceived but nefthifiled. This is one of the
reasons why the Duke iNeasure for Measures often associated with King
James. The Duke is not all that bad after all, btheasame time he does not act for
the sake of his subjects.

The parallelism between Duke Vincentio and King Jamleas been widely
discussed, producing different opinions on the enafthe debate has compared the
two from various points of view and, as a resudine critics see a caricature of
James in the figure of the Duke, while others cléuat a connection between the
two rulers is not possible.

For example, in 1987, the scholar Harold Bloom rtgub an interesting

comment of Herbert Weil, Jr., who voices his positabout this issue:

“To interpret the Duke as a tribute to James |, tlees ideal
Renaissance ruler, or as an allegorical figure Poovidence
requires that we ignore his angry and wonderfullynly reactions
to Lucio.”®

Well is here referring to the second scene of theltact, precisely the
moment of the quarrel between the Duke (disguisedl faiar) and Lucio. The latter
wants to praise the Duke as a ruler but also asm wpposing him to the cruel

Angelo. Nevertheless, he says something that pes/tthe wrath of the Duke: “He

87 [1h;

Ibid.
8 Herbert Weil, Jr., “Form And Contexts ieasure for Measute in William Shakespeare’s Measure for
Measure: Modern Critical Interpretationsedited by Harold Bloom, Chelsea House Publishiesy York,
1987, p.71-72.
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had some feeling of the sport , he knew the senaoe that instructed him to
mercy.”®® . What he wants to say is that the Duke knowswhmen just like he
does, namely very well, and this state of thingads him to understand, and thus
forgive, certain sins like the one committed by di@. Sadly enough, the Duke
does not react well to this statement, rather Karigered by the sexual allusioff.”
As a consequence, Vincentio starts a praise of difnthat soon becomes
exaggerated, showing to have lost all self-contds. calls himself “a scholar, a
statesman, and a soldié€f,"and Weil has declared not to believe this desorifio
be a reliable characterization of him or of James |

The same scene is commented in 2004 by Kamps aner,Rabo, on the
contrary, see an intentional compliment to Jamethénwords of the Duke when,
discussing with Lucio, he portrays himself as ahtdar” and also Melvin Seiden
asserts that he sees in him more a philosopherahang? in fact, James | was
considered both a philosopher and a scfbdlar

According to Kamps and Raber’s essay, this is hetanly similarity with
King James; indeed, the Duke says he loves hiestshput he does “not like to
stage [himself] to their eye¥" just like King James, who often declared to lbise
people but was actually well aware that kings #ee dctors on a stage, in the sight
of all the audience-subjects who are ready to jutigen. Seemingly, “the Duke’s
distaste of displaying himself in public displayders to James’s well-known fear
of crowds and large assembli€s.’Another association they point out is the
disguise of the Duke, which recalls James’s grahdfaJames V of Scotland, who
moved among his people masked. The two critics edtadso another interesting
parallelism dealing with anxiety produced on théjsats: according to a study

made by Stephen Greenblatt on a fake executiomentd®y King James in 1603 as

% Measure 111.2.104-105.

% Herbert Weil, Jr., “Form And Contexts Measure for Measutein Bloom’s Measure for Measureit., p.71.

I Measure 111.2.126.

92 Cfr. Melvin SeidenMeasure for measure: casuistry and artistfjne Catholic University of America Press,
Washington D.C., 1990, p.21.

% Cfr., Kamps and RabeFexts and Contextsit., p.125-126.

% Measure 1.1.68.

% Kamps and RabeTexts and Contextsit., p.125.
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a result of an apparently treasonous plot agaimst Raber and Kamps observed
that

“by putting the condemned and the onlookers throagfake
execution, the king raised their anxiety and apgnsion to a
fever pitch, and, after holding them in this stafiefear and
torment for a couple of hours, he was also the tagho removed
that fear and anxiety to the relief of aif”

The same conduct is adopted by the Duke, who usgeléio raise anxiety
in his subjects and similarly, at the end of theeyptoes not reveal that he managed
to save Claudio’s life from beheading, instead ayisg it to Isabella, who is
suffering for this loss. What is more, the Dukedcsing deliberately, since he tells
us that he “will keep her ignorant of her good take her heavenly comforts of
despair when it is least expectéd.'With this explanation the Duke is saying that
his behavior is necessary and, as Brian Gibbonstpaiut, it “offers virtually a
playwright’s view of the supreme importance of sig® reversal from despair to
comfort.”®® Still, it should be in the ruler’s interest taasish a balance between
the anxiety and the mercy he affords his subjects.

Despite these examples, Kamps and Raber admit stikimg differences
between James and the Duke. James | got marridd gaung with Anne of
Denmark (even though there are some doubts abswgeluality) while the Duke
has always been a bachelor. As far as marriaganisecned, James | thought that a
king should marry a woman of his same social clagde the Duke, at the end of
the play, proposes to Isabella, who is nothingabtdtommoner *

In his political treatiseBasilikon Doron James teaches his son that intended
murder is an unforgivable crime; on the contrahge Duke forgives Barnardine
unconditionally. A further difference can be tragedheir language: James uses a

plain language, while the Duke’s speeches are goitic and rich, but this is quite

% |bid., p.136-137.

" Measure IV.3.100-102.

% See Brian Gibbons’ footnote Measure p.173.
% Kamps and RabeTexts and Contextsit., p.126.
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understandable since we must bear in mind that §hakespeare’s hand that is
writing.

All considered, the Jacobean audience probably sawe links between
their new king and the protagonist of the playpdiscause the playwright and the
monarch dealt with similar topics, namely politicales, at a distance of a few
years,Basilikon Doronbeing published in 1599 arMeasure for Measurenaking
its first appearance at Whitehall in 1604 beforagkiames I. As a matter of fact, it
is possible that Shakespeare read James’s treatis¢his is not so sure; what is
more, Kamps and Raber remind us that James’sqablileas on the “divine right
of kings, absolutism, royal prerogative, and resisé theory, are hardly
original.™® In fact, there were many treatises circulatingShrekespeare’s time,
that dealt with these issues, thus, he could head any of these (namely writings
of historians such as Holinshed or Plutarch, palitiand religious thinkers like
Cicero, Erasmus and Machiavelli of course). Thiwiteessed also by his previous
plays, which deal with these issues as well. Am@xa is Henry V, where we find
another disguised ruler, but we’ll talk about thigher on.

In the same year (2004), another critic, Andrew fi¢ddl tries to be
objective about this parallelism. From his poinwvadw the most striking similarity
is “their confidence in their own powers to estsibliorder and proper
government.®® At the same time, he does not see a caricatudamgs | in the
conduct of a man who leaves all his responsillitte a deputy and who
manipulates his subjects, making them believe ls®mimseone else in order to find
out what they think about him, all this before feswy the situation he created by
himself at the end of the play.

Nevertheless, the slanders that the Duke is bowndhear during his
conversation with Lucio can be linked to the rumaalveut James’s sexuality, with
the difference that Duke Vincentio was told to h&seme feeling of the sporf?

while James | was thought to be homosexual beaaiutbe attentions he reserved

100 |
Ibid., p.126.
101 Andrew Hadfield, “The reality of Jacobean PoliticShakespeare and Renaissance Polifidsomson Ed.,
London, 2004, p.190.
%2 Measure 111.2.104.
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for his favourite§’®. Another detail, that also Kamps and Raber notiégedhe
Duke’s reclusiveness that can be related to “Janeadislike of public
performance’®* in other words, he sees in both of them a tendemwt to stay in
public, before the eyes of everyone, eyes thatrebsenurmur and judge.

As far as sexual liberty and restraint are conagrhadfield asserts that they
act the same way, for him the parallelism lies it common inability to
understand the real ills of their court. The Dukieks to be meting out true justice
when he obliges Lucio to marry a prostitute; yetuse Hadfield’s words, “he is
just punishing one of his courtiers for the singisf courts” and as a consequence,
he is not tackling the real problem. On the othandy James’s court is not so
different, as Francis Osborne asserts in his dagun, where he compares it to a
giant brothel.

Hadfield concludes his reasoning with a considemathbout the kind of
literature whichMeasure for Measurbelongs to, namely what he calls “mirrors for
princes literature.” What he wants to say is thhemwat the beginning of the play
the Duke passes his powers over to a deputy, insndeat his way of ruling has
become ineffective and he cannot do anything tongédhings. Hadfield sees the
last years of Elizabeth’s reign mirrored in thisldee and, notwithstanding the
expectation the subjects could have, James wasdidarbe much like Elizabeth,
namely a moody and quick-tempered ruler. Seemirgglg, of the greatest fears in
Measure for Measurss that the sudden change of a ruler will not cleatigngs at
all.

In 2012 another critic, Kevin A. Quarmby, gives b@nion in regard to the
relationship between the Shakespearean characterthen historical monarch.
Quarmby is well aware that there are many critidso Wirmly believe in the
parallelism of the Duke and James and many othbosde not see a connection at
all; yet, he notices that more often than not Skp&are is thought to offer a

negative version of King James.

193 Eor further information about this subject, see/8ithony Weldon,The court and character of King James
(London, 1650) and Francis Osborfieaditionall Memoyres on the Raigne of King Jarflesndon, 1658).
194 Hadfield, “The reality of Jacobean Politics”, ¢j1.190.
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From Quarmby’s point of view there are two passagesre there can be a
real allusion to the new king of EnglandMeasure for MeasureThe first one is
at the very beginning of the play, when the Dukmigglnot liking to show himself
publicly, a parallelism we have already seen pmgsiyp The second allusion to
King James is probably traceable in Angelo’s speeahcerning his physical

reaction to Isabella:

“So play the foolish throngs with one that swoons,
Come all to help him and so stop the air

By which he should revive; and even so

The general subject to a well-wished king

Quit their own part and in obsequious fondness
Crowd to his presence, where their untaught love
Must needs appear offenct”™

In this passage, Quarmby and also Brian Gibbonsentitat Angelo shows
the same attitude to crowds that both the Duke, sm@mingly James, displayed.
However, the striking reference to King James se@nbe in line 27, where
Angelo refers to a “well-wished king”. Neverthedesvhile Gibbons thinks it can
truly be an allusion to the “visit of King Jamesttee Royal Exchange in March
1604, intending to watch the merchants unobsef&dQuarmby thinks that
Angelo’s “King” does not necessarily correspondtiie English monarch, since
this can rather be a metaphor for Angelo’s “incolble lust and unexpected
passion .’

Notwithstanding the broad criticism about the DalseJames theory, this is
not a topic that was taken into consideration affitst appeareance of the play, but
only half a century later. The first one to talk abda was Tyrwhitt, who in 1766
claimed that Shakespeare’s intention was that aifsimg the new king; yet, this
assertion seemed nothing but a “partisan hearsatfier than an historical fact,
since Tyrwhitt’'s comment was not witnessed by &b# source. Thus, this theory

started with an amount of “half-truths, gossip,nstaous fictions and downright

1% Measure 11.4.24-30.
1% see Brian Gibbons’ footnote Measure p.130.
97 Quarmby,The Disguised Rulecit., p.116.
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lies” that took the name of Whig historiography.a&@uby offers an explanatory
definition of it:

“Characterized by Herbert Butterfield in 1931 assteategy
‘introduced for the purpose of facilitating the ialgement of
history’, Whig historiography presented a grand tdrisal
narrative claiming an inevitable progression towalderal
democracy and constitutional monarct$?”

Whig historiography subsequently became also threcipte people used to
describe James and Tyrwhitt added to that the Dek#ames theory. His main
source was Sir Simonds D’Ewes who, in 1637, wrote “Autobiography”, an
account of his life including the last years of &ahreign. Due to the fact that this
is a personal autobiography, we cannot take hisrtegs reliable, rather, it is an
example of hearsay and gossip and, moreover, ao$ignti-Stuart feeling; in fact,
D’Ewes wrote about James’s flaws, rather than higlities, making him seem
weak and assuming he was homosexual.

On the other hand, there was someone who thoughsiavas a wise and
intelligent monarch, such as Sir William SandersBanderson was among those
critics belonging to the pro-Jamesian polemic.

At the time, each one had his or her opinion abitmg James and the
alleged similarity with the Duke d¥leasure for MeasuteThen, in 1799, George
Chalmer$® finally affirmed that the Dukés in some way a caricature of James
and, he thought, the real doubt is whether thisicature is offensive or
complimentary. From Chalmers’s point of view, Shegleare simply wanted to
provide a general overview about James’s persgraiid ruling traits, his aim was
not a praise nor a critic to the new king.

The debate about the Duke-as-James theory contimiddand throughout
all of the twentieth century. In 1963, for example Shakespearean scholar Ernest

Schanzer said that the similarity of the charactethe Duke with the English

108 i

Ibid., p.117.
199 Cfr. George ChalmersA Supplemental Apology for the Believers in thekBhpeare-PapersThomas
Egerton, London, 1799, p.408.
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monarch cannot be a mere coincidence. In his stbdyjustifies his assertion
stating his firm conviction that Shakespeare r8adilikon Doron giving even
more credit to the supposition that James’s treatisa source foMeasure for
Measure

Schanzer interprets the Duke as an idealized iniagepresents all those
gualities extolled by James in his treatise withaddition, some traits of the king
himself, such as the Duke’s dislike to appear ibliputhe inclination to deceive
and manipulate the subjects and also the desarigtichimself. Schanzer deems
these similarities not accidental and he also pomit another trait of the Duke
which, although negative, fits James: the failaregtablish order and justice in his
reign. James confessed in his work to have rulddtla bit too laxly at the

beginning of his reign; similarly, the Duke confedshe same failure.

“Sith ‘twas my fault to give people scope,
‘twould be my tyranny to strike and gall them
For what | bid them do: for we bid this be done
When evil deeds have heir permissive pass
And not the punishment*

In the same period, also another critic declardgie more or less the same
ideas Schanzer has. J. W. Lever marks the analoglyedfailure as well, and he
thinks the Duke cannot be an “exact repltthdf James, but at the same time he
affirms that to say “any resemblance to any liiregson was purely accidental” is
unsustainable all the same.

Having discussed the parallelism with the Stuamgkiit would be
appropriate to deal with another important issueceming the Duke, namely his
disguise. The Duke introduces his intentions alyeadthe first act, scene three.
This scene is very short, but is fundamental forwh®le plot and also for the

general understanding of his disguise.

"%Measure 1.3.36-40.
1 gee Lever's Introduction fdeasure for Measureit., p.l.
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The disguised ruler tradition was nothing new fag thacobean audience,
since it has a timeless significance in literatdrem the Robin Hood folk tales
forward. The reason for this disguise is very cotioaal too, commonly dealing
with romantic motives.

Nevertheless, ifMeasure for Measurethe Duke subverts the manner of
convention. After leaving Angelo the hard task ¢éestablish order and justice in
his reign, he goes to a monastery for his disgui$ewever, Friar Thomas
misunderstands his intentions, just like everyorlee ewho knows those
conventions. Yet the scene does not start withtie’s misunderstood utterance,

but directly with the Duke’s admonition to the Fria

“No. Holy father, throw away that thought,
Believe not that the dribbling dart of love

Can pierce a complete bosom. Why | desire thee
To give me secret harbour hath a purpose

More grave and wrinkled than the aims and ends
Of burning youth.**?

The Duke is trying to make Friar Thomas understarad His bosom is
impenetrable, seat of his secret thoughts and engtia breastplate no one can
pierce, not even the arrow of Cupid. His real pssis “more grave and wrinkled”,
he says, wiser and more mature than a naif youtb dibguises himself for
romantic reasons. From these very first words weetstands thaMeasure for
Measurels not a romantic comical history.

At this point, Friar Thomas asks what is then thek®s real reason for

disguising himself. The Duke starts explaining that

“We have strict statutes and most biting laws,
The needful bits and curbs to headstrong weeds,
Which for this fourteen years we have let slip.
Even like an o’er-grown lion in a cave

That goes not out to prey. Now, as fond fathers
Having bound up the threatening twigs of birch

112 Measure 1.3.1-6.
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Only to stick it in their children’s sight

For terror, not to use — in time the rod

More mocked than feared — so our decrees,
Dead to infliction, to themselves are dead,
And Liberty plucks Justice by the nose,

The baby beats the nurse, and quite athwart
143

Goes all decorum.

With this speech the Duke explains what happenddst&ingdom, namely

the laws, using Gibbons words, “had slipped intsude.** Duke Vincentio is
apparently sincere with the friar, making the andeeunderstand what he did and
also what he is going to do is for his subject&esalhus, Friar Thomas makes a

discerning comment:

“It rested in your grace
To unloose this tied-up justice when you pleased,
And it in you more dreadful would have seemed
Than in Lord Angelo*®

Friar Thomas is stating something that probably dbdience is thinking
about too, namely the Duke’s complete fault for $iteation of his reign. Now the
expectation is great, since what would the Dukevango this? His response is
again absolutely sincere, he admits his faults admits also to have put Angelo
where he is with a certain purpose, that is noleggimate as it seemed at the
beginning. The Duke is going to test Angelo, ansd ihwhat he tells Friar Thomas;
what he does not say is that he is going to maaipulis subjects as if they were
puppets, just to heal his insecurities as govessmy,them to find out what is their
opinion of him, play with them, organizing a plajthin the play, in order to make
him appear a wise, just and benevolent ruler. Thesethis good intentions are
already fading away and at this point of the pthg, audience, and the reader, have

already noticed it.

"3 bid., 1.3.20-32.
14 See Brian Gibbons’ footnote Measure p.103.
> Measure 1.3.32-35.
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Bear in mind, Duke Vincentio is not the first rul@r disguise himself in
order to spy on his subjects and he will neithertte last one. Two striking
examples are Henry V, another character of Shakespand looking to the future
inheritance, the Black Knight, namely King Richdrda character we find in
Walter Scott'dvanhoe

Ivanhoeis a novel that dates back to 1819 but whichtisnsEngland around
1195, after the Third Crusade. It tells the stonythd fight between Saxons and
Normans, with the protagonist of the novel, Wilfiedvanhoe, struggling with his
Saxon father for his allegiance to the Norman kRighard | of England. The King
is thought to be still a prisoner, since he wadwag by the Duke of Austria. As a
character ifvanhoe King Richard | seems to have a double personatite is the
historical person of the king, a man who ruled Endlgrom 1189 to 1199 and led
the Third Crusade against the Muslims, spendingt imiokis life fighting and thus
building up a timeless reputation for chivalry. §Hace of King Richard is not
much present in the book (like that of Duke Vinoeridy the way), since he is
thought to be held in captivity by the Germans &men on his way back to
England. His other face is that of the Black Kni(ffig.9), a “guy who loves jests
and drinking songs and hanging around with jokixes Wamba and Friar Tuck.”
1% He is not all that involved in the story, like iead is the Duke disguised as a
friar, but once he gets into the fight, he seemsnble. In other words, the Black
Knight is a man who knows how to have fun but al¥m, when the time comes, is
ready to fight with all his strength. In this novtfle disguised ruler wanders among
his subjects, without any doubt paying attentiowkat they say about him, but his
intentions are only good and he is acting onlyhiisrpeople’s sake.

Similarly, Henry V, protagonist of the homonymouka&espearean play,
wanders among his troops the night before the ebaitl Agincourt against the
French, in order to find out whether his men asslyeto fight or not, and also what
they think about their king (Fig.10). Henry V, likee Duke, is a king, using M. C.

16 Shmoop Editorial Team, "King Richard | (Black Khi}in Ivanhoe"Shmoop University, Inc11 November
2008, http://www.shmoop.com/ivanhoe/king-richard-i-blalchight.htm| accessed March 25, 2013.
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LE NOIR FAINEANT IN THE HERMIT'S CELL

Out of the recesses of a dark closet, into which this aperture gave admittance,
the hermit brought a large pasty, baked in a pewter platter of unusual dimen-
sions,—PAGE 171.

Fig.9, J.Cooper, Srle Noir Faineant in the Hermit's Cell 886.
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4 )

Fig.10, Laurence Olivier perform
1944,
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Bradbrook’s words, who “can be extremely peremptfis} a born administrator
and enjoys probing and investigating into the ligéthe common people?’

All the same, Raber and Kamps think that Shakespsanted to “take the
romance out of the comedy® with Measure for Measuremeaning that the Duke
shows less feeling than Henry V, being in this wagre evocative of the
realpolitik. Still, they are not so different after all, sinseth the Duke and King
Henry are trying to discover what their people lyetidink about them as rulers.
What Shakespeare did in the earlier play was qu§taint out how narrow the gap
was between subject and monarch, making [his] aecis repeat the plot a brave
one that also expressed confidence in the freederookld expect on the early
modern stage™*®

In a certain way, the Duke resembles also anotheké&speare character,
namely Hamlet. Indeed, they both have a sort gbamective tendency, in other
words, they look into themselves to discover wheytheally are. Also the Duke’s
“theatrical instinct,” Harold C. Goddard highlightseminds us of the prince of
Denmark.**® Hamlet decides to use the representation of a@dsagThe Murder
of Gonzago”, with some changes in the plot, in otdetrap Claudius (his uncle,
who murdered his father, the old King of Denmarkpirevealing his guilt. This is
the reason why the play is then called “The Mowg®t(Fig.11), in fact the tragedy
tells the events that happened at the Court of Rekrsince the assassination of
the king. Clearly enough, Hamlet witnesses thegoeréance.

Likewise, the Duke stages a play to “catch the cense of his deputy —
and of the city.*** As Hamlet, he also will not miss the performantalia In both
cases, we have a play within a play, which is actipShakespearean feature,

namely a metatheatrical device.

117 M.C. Bradbrook, “Authority, Truth, and Justice Measure for Measutein Bloom’s Measure for Measute
cit., p.18.
118 kamps and RabeTexts and Contextsit., p.3.
119 Hadfield, “The reality of Jacobean Politics”, ¢j1.190.
120 Harold C. Goddard, “Power ieasure for Measutdn Bloom’s Measure for Measureit., p.25.
121 4;
Ibid., p.25.
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Fig.11, Kenneth Branagh performing Hamldgmlet directed by Kenneth Branagh, 1996.
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Another Shakespeare trait is visible in the languaged by the Duke, rich
and poetic, penetrating and elegiac, like in a ggesghat struck also T.S. Eliot,

who decided to use it as an epigraph for his “Givatit

“Thou has nor youth nor age,
But as it were an after-dinner’s sleep,
Dreaming on both**?

This passage is part of the monologue of the Duke, wisguised as a friar, gives
confession and prepares Claudio for death. Bloormporte an interesting

consideration made by Dr. Samuel Johnson on these lines:

“This is exquisitely imagined. When we are young iugsy
ourselves in forming schemes for succeeding timel aiss the
gratifications that are before us; when we arevaddamuse the languor
of age with the recollection of youthful pleasumgsperformances; so
that our life, of which no part is filled with tHausiness of the present
time, resembles our dreams after difflferwhen the events of the
morning are mingled with the designs of the evegrifi*

Like Shakespeare, he thinks that men are not ablieedhe present moment of
their life, since they are always thinking abouwittpast or their future. Seemingly,
Measure for Measure/ants to convey this message: the main charaatéhe play
are never completely happy or they defer their;jolge only two characters who
appear to live the present moment are Lucio andddime, the representatives of
debauchery. As a matter of fact, “if the immediaéyhe moment is available only
to the dissolute,” comments Bloom, “then we seerttadady that has crazed the
Duke’s Vienna, a mad city indeed.”

Talking about Lucio and Barnardine, together withmipey, they are those
comic characters of the play who let the audienoawkthat the Duke is not as

noble a ruler as he thinks (and the audience isced to think) he is. When

'? Measure 111.1.32-34.
123«pinner”, for Shakespeare, but also for Johnsaas #he main meal of the day, what today we catttun
124 Bloom, Measure for Measureit., p.4.
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Barnardine refuses to collaborate with the Duke wiamts to confess him before
he welcomes death, a series of encounters witbttiexr comic characters start. In
succession he meets Elbow, Pompey, Lucio and Mstdyerdone, who represent
the underworld of Vienna. These meetings have thection of making the
audience understand what is the real nature obthe, since his reaction to them
betrays his own character. For example, after tloewnter with Isabella, the Duke
shows his little compassion for Pompey, who is ¢peaken to jail by Elbow, and
he berates him:

“Fie, sirrah, a bawd, a wicked bawd!

The evil that thou causest to be done,

That is thy means to live. Do thou but think
What ‘tis to cram a maw or clothe a back
From such a filthy vice; say to thyself,

‘From their abominable and beastly touches
| drink, | cat, array myself, and live.’

Canst thou believe thy living is a life,

So strikingly depending?®

This hard reproof actually is appropriated to arfrieowever the Duke’s planning
for the bed-trick puts him in an equivocal positismce he acts like a sort of bawd
too. In this passage his anxiety is betrayed byhtburst. Indeed, Pompey is a bit
surprised by the hard reaction of the friar andstrio apologize, but the Duke
interrupts him sharply and, apparently forgetting is disguised, he orders
Constable Elbow: “Take him to prison, officer, cotrea and instruction must both
work ere this rude beast will profit2®

Another comic character that makes the audiencd thver the real nature
of the Duke is Lucio, a fantastic. Weil, in his gsfeorm and Contexts in
“Measure for Measure; astutely remarks that “the audience knows thatid_uc
cannot win, that the Friar is really the Duke, buéen with all his advantages, the

Duke appears foolish?” In fact, it is impossible not to laugh at the Diske

> Measure 111.2.16-24.
2% |bid., 111.2.28-30.
127 Herbert Weil, Jr., “Form and ContextsMeasure for Measutdn Bloom’s Measure for Measureit., p.70.
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selfishness as he turns Lucio’s intended complimeaots as a ruler and as a man,
into insults. Lucio says that the Duke is a bettanrthan Angelo in every sense,
but the sexual allusion he makes, “He had someinftgedf the sport...that
instructed him to mercy®® makes Vincentio get angry with Lucio. He loses hi
self-control and, as we already noticed previouslihis chapter, he explodes in an
exaggerated praise of himself.

Unsurprisingly, especially in the fifth act, the Kauturns himself into a
comic dramatist. The elaborate play-let he stagés hém show his subjects
Angelo’s sins, reestablish the order the Deputydoont impose and appear to all
of them as a savior, a God-like figure, who arrigeshe right moment to save the
situation.

Nevertheless, he fails as comic dramatist in astlgao points: the
unsatisfactory happy ending reached through maragd a lack of sensitivity.
The marriages at the end of the play have nothinrgpinmon with the traditional
happy ending of a comedy, since they are induceith, Mwabella being the most
striking example, asked in marriage by the sameeDuwkho apparently does not
leave her any choice (even if the final scene searamnplete, with an ambiguous
silence on her part). In the same way he obligegd_to marry a prostitute and
Angelo his old betrothed Mariana. The only two chtees who seem to really
want to marry are Claudio and Juliet, the actugbéars of the plot. In addition, he
also tries to achieve the happy ending through iagerin a completely wrong
way, proposing a bed-trick and acting with excessglf-interest. Thus, the Duke
represents the denial of family bonds, in other dsprhe is here denying the
essence of comedy. Paradoxically, the protagohisteasure for Measurenamely
the Duke, is also its antagonist, the savior is same person who hinders the
resolution of the traditional plot. WitiMeasure for MeasureShakespeare

overturned the traditional romantic pole of comealp an ironical one, inducing

128 Measure 111.2.104-105.
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some critics like Marcia Riefer to think that heated “not a poorly written play,
but, to some extent, a model for poor playwriting.”

Although he completely fails as a comic dramatsgtemingly the Duke
succeeds in manipulating his subjects; his manijoma are precisely theatrical
and amoral, with largely inscrutable motivations.eTbuke, in a way, Is
experimenting on human beings like a sort of s@enYet, his fiddling is clever,
so that the reader and the audience are inducedrider whether he is a divine-
right ruler or rather a hypocrite who spies hisjeats in order to entrap them. This
guestion shifts the focus on another issue comugrthhe Duke which is worth
spending some words about: the supposed divinermpow2uke Vincentio.

Obviously, we can ask ourselves whether Shakespeawdience caught a

certain irony in the Duke’snitatio deirole. Louise Schleiner certainly did:

“The play’'s chief antagonists are an ascetic, gliteous
Puritan and a naive papist proud of her good wéaksovice nun); a
benign, “temperate” ruler (111.2.204) intervenesseve them, as James |
always hoped to do for the Puritans and Catholatsonly of his own
realm but of all Europe. The more thoughtful in #nedience would
have seen subtle ironies in this treatment of ther ras imitator of God
in judgment and mercy:*

From Schleiner’s point of view this is the only way see the Duke in a
positive light. If he is seen as a God-like figwigo sees and knows everything and
everybody, it would be easier to accept him fromaaal point of view.

His divine power, indeed, is highlighted in onegagge in particular; towards

the end of the play (fifth act), when the Duke get=f his disguise, Angelo cries

“Oh, my dread lord,

| should be guiltier than my guiltiness

To think | can be undiscernible

When | perceive your grace, like power divine,

129 Marcia Riefer, “Instruments of Some More Mightdember” in Bloom'sMeasure for Measurgit., p.143.
30| ouise Schleiner, “Providential Improvisation easure for Measutein Bloom’s Measure forMeasure
cit., p.107.
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Hath looked upon my passes?”

Angelo depicts him as an omniscient ruler, thushaiting to him the divine
right of monarchs. It is difficult, if not imposséy to say why Angelo is acting this
way; maybe he is in awe of the Duke, but it codkbde that he is “playing the
Duke’s game to save his ne¢® like Kamps and Raber suggest. This probably
remains one the mysteries bfeasure for Measutea doubt that could only be
solved by asking Shakespeare himself.

However, what is possible to guess is that Shaleesgs here dealing with
the divine right theory from two different point$ wiew; on the one hand, he
wanted to show his audience how mighty and Godflik&e Vincentio can appear
to his subjects. At the same time, though, he sltascsthat this impression is “the
product of stagecraft® for the most part.

The Duke’s attempt to imitate God can be seen irthengassage of the

play, namely when he proposes the bed-trick.

“Craft against vice | must apply.
With Angelo tonight shall lie

His old bethrothéd but despised,;
So disguise shall by th’disguised
Pay with falsehood false exacting
And perform an old contracting®

Here we can perceive the image of a “God in diggasman'™, rather than
a ruler. Schleiner in her essd@rovidential Improvisations in “Measure for
Measure”, claims that “the theological overtones cannoabeidental [here], cast
as they are in the play’s pattern of biblical atus.”

A last passage that is worth attention is the mamdren the Duke projects

himself as a God-like ruler; this time the victisthe poor Isabella, who is induced

¥l Measure V.1.359-363.

132 Kamps and RabeTexts and Contextsit., p.130.

133bid., p.130.

¥ Measure 111.2.239-244.

135 | ouise Schleiner, “Providential Improvisation keasure for Measutein Bloom’s Measure for Measure
cit., p.101.
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to believe that her brother has been beheaded: #iecDuke deliberately decides
not to inform her. The most striking thing is that &also tells us why he is doing
this:

“She’s come to know

If yet her brother’s pardon become hither:
But | will keep her ignorant of her good

To make her heavenly comforts of despair
When it is least expected®

Thus, what he wants to do is to intensify her agxi@tith no apparent
reason) and then to ease it when it is the bestanbfor his purposes (Fig.7). This
suggests that he really wants to appear as a Ga&ds lgoing to “resuscitate”
Claudio, something that only God can do, just tike possibility to bring heavenly
comfort when all hopes have vanished.

Nevertheless, we cannot deny that the medievakidéshe divine right of
kings to rule, still strong in the early seventdéecgntury, were widely accepted by
most people. The reason why the king should deliv@dwer to govern from God
is the inability of human beings to govern themsslvlhus, they need to be guided
by a monarch with divine powers. In Shakespednais , this idea was even more
important for a king like James |, who, in ordereixplain royal absolutism, first
tested his godly powers in Scotland as James Vk ff@ory implies not only that
the king’'s powers derive from God, but, as a consage of this, also that the king
is above the law. Once king of England, James lenadpeech to the Parliament
declaring his firm convictions that he had no legaimoral obligation to explain
himself to his subjects, but that he would do ihetimes.

However, though the Duke dlleasure for Measurencessantly pretends to
act like a God, actually he is not God, he is m@hbut a inadequate ruler, whose

“efforts to imitate God in justice and mercy (asera were theoretically supposed

136 Measure IV.3.98-102.
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to do) produce comic result$®® The only strong feeling he succeeds in arousing
in his subjects is anxiety. Still, the Duke appemsdhe representative of heavenly
justice, since he fixes things up at the end oflay (even if he does it in an
unorthodox way): he dismisses the tyrannical ruter,saves Claudio’s life and
Mariana’s reputation, apparently reestablishingeoid his reign but actually not
changing things at all, since all the crimes cotegkavith fornication remain
unpunished.

Allin all, Shakespeare created a paradoxical dtaravith a thousand facets
but, in the end, it is not clear if, in doing se, Wwanted to make a direct allusion to
King James I, or if he wanted to simply upset thére Shakespearean canon of
characters. What is sure is that he wanted, anzkeded in this, to make the figure
of the Duke questionable, almost surely wantinghallenge his audience once
again, arousing a critical attitude towards thidmmuous ruler, a kind of criticism

that has survived in the years and which is stddpctive.

137 | ouise Schleiner, “Providential Improvisation keasure for Measutein Bloom’s Measure for Measure
cit., p.96.
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3.2. The Duke’s Surrogate

Another character who has an important role inpllag but also, at a deeper
level, among Shakespeare’s characters, is the Pewhbse name is Angelo. His
charge is very clear from the first act of the plag has to reestablish order and
justice where the Duke of Vienna failed; the onbubt is why Duke Vincentio
chooses Angelo and what he really represents for Apparently, at the end of the
play, we perceive that Angelo is nothing but a migp the Duke’s manipulative
hands. Looking at him allegorically, Angelo stands Authority and Justice, yet it
is a false one: indeed, he also “stands for Seemingalse Semblant®, M. C.
Bradbrook suggests in his essay. Bear in mindlib#t Justice and Law should be
based on truth, and that perfect truth can be dinlg in God. Vice versa, falsity
resides in the devil, who has a particular skilldisguising lies into virtues as a
weapon to destroy man. Hence, this issue is cleeelytral for Measure for
Measurés plot: the main contrast between falsehood antth tis to be found in the
“precise’™ Angelo, “a man of stricture and firm abstineni¢@to say it ironically.

The Duke’s comment at the beginning of the play seaifurther teasing:

“There is a kind of character in thy life
That to th’observer doth thy history
Fully unfold.™#

With these words, and having in mind the previousstions the Duke posed to
Escalus in the first act, we perceive that Angele &dlaeady some faults in his past
history. As a matter of fact, from the very begmpiof the play, Angelo can be
seen only as a “seemer” and he demonstrates uighout the whole play.

The strange thing is that, apparently, the Duké gtéfers Angelo to the

merciful Escalus. Thus, the question arises agdiy: does he choose a person like

138 M.C. Bradbrook, “Authority, Truth, and Justice Measure for Measufen Bloom’s Measure for Measure
cit., p.9.

139 Measure 1.3.51.

19 pid., 1.3.13.

L pid., 1.1.27-29.
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Angelo? Is it possible that he did not know anyghabout the very nature of his
Deputy? It is actually hard to believe it, sincethis time it is clear what kind of
man the Duke is. According to a study made by JamaGoldberg, it seems that
Angelo remains astonished by Vincentio’s choicarash as the audience does,
not been able to understand “how far Angelo canesamt the Duké*?. Goldberg
points out that all we know is that both politieal well as dramatic power depend
upon the *“enactment of substitutions whose anadbgiforce remains
mysterious**3,

Furthermore and going deeper into Angelo’s charaete come to know
that this man is also vile, worthless and meanfati, in the third act the Duke
devises a bed-trick to save Isabella’s reputatisimg for his aim the fair Mariana;
we soon learn that this lady was once Angelo’sdtleéd and then she has been
deserted by the same man after her poor brothewstcked losing all her dowry.

Another trait of Angelo’s character is traceable®he starts ruling Vienna,
precisely when he decides to condemn to death @dadfornication, even if the
girl he impregnated was consenting and in love Wwith. Escalus, whose nature is
kinder than the Deputy’s, suggests to Angelo tosater what he would have done
in Claudio’s place, to think whether he would hased the same or not. In
answering Angelo shows to be a great debater,ngrtiie situation to his own

benefit:

“Tis one thing to be tempted, Escalus,
Another thing to fall. [...]

When [ that censure him do so offend,

Let mine own judgment pattern out my death
And nothing come in partial. Sir, he must d&*”

1245

Seiden defines this attitude nothing but “arrogaetf-praise®™, leaving the

audience no chance to like him, except for oneamt: in fact, in the fifth act,

192 Quarmby,The Disguised Rulecit., p.134.

143 |bid., p.135. For further information about Goldiye point of view on this subject see Goldbergjathan,
James | and the Politics of Literature: Jonson, I&speare, Donne, and Their Contemporarishns Hopkins
University Press, Baltimore, 1983.

" Measure 11.1.17-18, 29-31.
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when he is discovered for the “forsworn”, “adultest, “hypocrite” person he is,
Angelo reveals something of his personality thaticloes the attention of the
audience. He admits that he deserves “immediatersesi’ and “sequent death”,
and asks for it, a request that is at least homer#éi other words he admits that his
behavior has been shameful; still, this is not ghoto absolve him, since his
arguments seem dictated by self-interest, smefligcorruption not yet exposed;
they are just what one would expect of a “seemeVer mind that they express a
hard common sensé?®

This ambiguous character dfleasure for Measurean be studied best
analysing of his own words, that is, the dialogus®lving him, the soliloquies,
the monologues and the asides. Once some inteyestiracts have been analyzed,
it will be possible to make a synthesis of Angelpé&sonality, to trace one of the
main and most important topics of the play and asomsequence, to learn
something more about Shakespeare’s intentionsitmg/such a play.

From the very first act, it is possible to guess thason why Shakespeare
decided to call the Deputy with such a “heavenl@me. Clearly enough, he
wanted to make some irony, since Angelo is notragebor a saint in any way.

However, if we analyze his words more closely, sitwing more emerges:

“Now good my lord,
Let there be some more test made of my metal
Before so noble and so great a figure
Be stamped upon it-#’

In this passage, Angelo is talking with the Dukengsa metaphor, typical
Shakespearean device, that refers to assayingigaddder to test the character, in
this case, Angelo’s. In other words, the Deputyvkade is going to be tested and,

even if at first he was quite astonished by the é@aikkhoice, now he seems to be

145 SeidenMeasure for Measureit., p.27.
146 1bid., p.28.
" Measure 1.1.47-50.
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proud of it. Furthermore, the critic Brian Gibbagplains this metaphor in relation

to the Deputy’s name:

“The assayed gold is stamped with the royal imagkeerhaps there is
an allusion in ‘noble’ to the fact that the Engligiold coin was

originally called the Angel-noble, ‘having as itevice the archangel
Michael standing upon, and piercing, the drag@ED Noblesh).”14®

The same reference to the coin is to be found irsédo®nd act, during the

dialogue between Angelo and Isabella:

“Tis all as easy
Falsely to take away a life true made
As to put metal in restrained means
To make false one'*

Here Shakespeare wanted to convey his audienceldhethat “Angelo is a false
coin because of his metal, not the stamp it b&Xrghat is to say, he is mean not
because of the role he plays, but as a conseqoéhce nature.

Back to the first act, Angelo’s way of referringttee Duke inevitably places
him as what he really is in the play, namely a mipp the manipulative hands of
Duke Vincentio. Statements like “Always obedienytur grace’s will*** and “the
heavens give safety to your purpos&s’confirm his state of submission to the
Duke, who of course takes advantage of it. Whatas so clear is instead the
reason why Angelo praises the Duke and submitsnto e acts this way also at
the end of the play, when he is discovered forfédle® man he is, and he admits the
divine power of the Duke. There may well be a semm@ason for this of course,
namely the attempt to save his own neck playing#¥imio’s game. Still, we cannot
say whether this is the right way to interpretdasions, but we will come back to

this later.

18 See Brian Gibbons’ footnote Measure p.91.
1“9 Measure 11.4.45-48.

%0 see Brian Gibbons’ footnote Measure p.131.
%1 Measure 1.1.25.

2 |bid., 1.1.73.
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The second act is the most important one for théysisaof the character of
Angelo, since he appears in almost every sceneitasdhere that the audience
understands what his real nature is, namely that ‘@feemer”. In the first scene,
there is a certain perception that Angelo is gaomgo well his job as surrogate of
the Duke; indeed, he appears to be strict and ataand to have borne in mind

what he has to do in order to reestablish ordeljastate in Vienna:

“We must not make a scarecrow of the law,
Setting it up to fear the birds of prey,

And let it keep one shape till custom make it
Their perch and not their terrof>®

Another metaphor here recalls those at the beginiihthe play concerning
costume, and it shows also the contrast betweent Wiabons calls “outer
appearance and inner realiy” Indeed, with this metaphor Angelo explains to
Escalus that now it is fundamental for Vienna thatltaw be respected, so that the
sinners will not make fun of it any more. Still, g@lo is never appreciated by the
audience, because he is always perceived as anafiewen if he still is not one.
The next passage clarifies this feeling, since tlepuly shows an attitude of
superiority with Escalus that he probably couldidvén fact, the merciful Escalus
was simply asking the Deputy what he would haveedbhe had been in Claudio’s

place. Hereupon, Angelo arrogantly answers:

“Tis one thing to be tempted, Escalus,

Another thing to fall. | not deny

The jury passing on the prisoner’s life

May in the sworn twelve have a thief or two

Guiltier than him they try: what’s open made tatices,
That justice seizes. What knows the laws

That thieves do pass on thieves? ‘Tis very pregnant
The jewel that we find, we stoop and take't,
Because we see it; but what we do not see

We tread upon and never think of it.

3 bid., 11.1.1-4.
134 See Brian Gibbons’ footnote Measure p.108.
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You may not so extenuate his offence

For | have had such faults; but rather tell me,
When | that censure him do so offend,

Let mine own judgement pattern out my death
And nothing come in partial. Sir, he must dfe>”

With his first words, Angelo starts to show hislneature, as we have already seen
in this section, apparently attacking Escalus forrea reason. He seems to be
offended by the old Lord’s words, but at the sameetihe appears too sure of
himself, in such a way that he might convey anotimessage, namely that he
actually could be tempted and once that happereed,duld react just like Claudio
did. Indeed, when someone attacks someone eldgainway with no apparent
reason, one almost always has something to hideisatonscious of being wrong.
At this moment of the play, Angelo has done nothivrgng actually, but clearly
this is an anticipation of what will happen latEirst of all, he admits that among
the judges there can be someone who has been wronhthis does not mean that
the current sinner should not be punished. Whainteresting is his further
comment, namely the promise that if he transgretisedaw just like Claudio did,
his own judgment should be applied also to him$atid nothing come in partial”.
In other words, he is anticipating his deservedideantence, even if he has not sin
yet.

Once Angelo has instructed the provost that Clahd®to be executed “by
nine tomorrow morning®®, other characters enter the scene, namely Elbow the
constable, Froth, who is a foolish gentleman anafty the tapster and pimp. The
rest of the scene has the purpose of easing laebihbment of sadness after Angelo
has decided not to spare Claudio’s life. In factnpey shows evident difficulty in
speaking, making much confusion with words and,Aswelo finds it difficult to
guestion him. Here the Deputy is supposed to ddihke’s job, but actually it is

Escalus who takes the trouble to listen to thenaadl solve the situation, since

155 Measure .1.17-31.
158 1bid., 11.1.34.
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Angelo does not consider the matter worthy of hierdion; the only thing he
suggests is “to whip them alf”.

The second scene of the second act, together vetfotith one, is central to
the analysis of the character of Angelo, but atsthe whole play, since it is now
that the Deputy meets Isabella (Fig.12). The gistes of the poor Claudio, is in
the presence of Angelo in order to prey him to leeaiful with her brother. Angelo
seems to be unmovable, sure of his decision ofremtg the sinner as soon as
possible, his aim that of using Claudio as an exarg all fornicators. In this way
he wants to show that the law is returned to ptemaVienna and no one can

escape it now.

“The law hath not been dead, though it hath slept.
Those many had not dared to do that evil

If the first that did th’edict infringe

Had answered for his deed. Now ‘tis awake,
Takes note of what is done, and like a prophet
Looks in a glass that shows what future evils —
Either now, or by remissness new conceived,
And so in progress to be hatched and born —

Are now to have no successive degrees,

But here they live to end>®

Although we know that he is acting in order to tebksh order and justice
in the city, it is impossible to like him or at Easympathize with him by now,
because Isabella’s asking for mercy is so movimg ithseems impossible to think
that the Deputy is untouched by her prayers. Haedy love and her scruples as
novice nun give her strength even if her positiorundoubtedly weak; still, he is
cold when he utters the words “Be satisfied. Yawther dies tomorrow. Be
content.*°. Furthermore, he has his skills of “canny taatitiby his side. Seiden
points out his ability in this: “he knows when t@ivand when to press forward,

when merely to block his opponent’s best pointsemvto attack through an

157 bid., 11.1.121.
158 bid., 11.2.93-102.
159pid., 11.2.107-108.
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Fig.12, Robert Smirkdsabella and Angel@Act Il, Scene 4), 1797.
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opening.*®® At a certain point Isabella gets angry, after herety asserts “He’s
sentenced, ‘tis too laté® and she comes out with an eloquent attack thatlého
touch him in some way, but surprisingly does noelbhe asks him to think what
he would have done, “If he, which is the top ofgotent, should but judg&? him
as he is, clearly repeating Escalus’ question. Angabws well what his answer
would be, but he is not touched.

Isabella’s rhetoric carries on and on, and her eledp urgency leads to the

first hesitation from Angelo. In fact, before semglher away, he utters in an aside:

“She speaks, and ‘tis such sense
That my sense breeds with #*

The verb in particular, “to breed”, which means ‘tise, to grow”, has a
connotation of tumescence, that Gibbons calls “akxarousal’, and also of
fertility. Gibbons points out that “perhaps thesealso the sense of rising as in
pregnancy — the associated senses of ‘breed’ akemed in Angelo’s turbulent
mind.” *** The idea is that something has happened in Argehind and body, a
psychological but also physical reaction that upkan rather a lot. In that moment
Isabella stops Angelo, warning she will bribe himnd probably these words are
interpreted by the Deputy in a wrong sense; howaves clear for the audience
that she means nothing but “true pray&s™prayers from preservéd souls, from
fasting maids whose minds are dedicate to notlangporal.*°®.
After asking her to come back the day after, “at time ‘fore noon*®’, and

once he is alone, Angelo analyses his reactionldffiahim so astonished. In order
to show his confusion, Shakespeare makes use ofmalex play on senses that

Gibbons explains very well:

180 SeidenMeasure for Measureit., p.34.

161 Measure 11.2.56.

12 1bid., 11.2.78-79.

183 bid., 11.2.146-147.

164 See Brian Gibbons’ footnote Measure p.124.
185 Measure 11.2.156.

188 |bid., 11.2.157-160.

%7 bid., 11.2.165.
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“season’ means ‘time of the year, weather, wheamplife is
stimulated by the sun to grow’, and ‘preservativeirtue’ means
‘efficacious power’ and ‘moral goodness’. Hence fthterpretation:
because of his moral corruption Angelo reacts kenihe healthy plant,
by becoming putrescent. [...] The syntax may procarodiguity from
the expectation that [...] ‘nor doth she tempt: buisi I' implies a
matching transitive verb, so that ‘Corrupt’ seemamnsitive (as if the
carcass Angelo ‘infected’ the virtuous violet) maththan intransitive,
itself going rotten while the flower grows moredrant. The ambiguity
testifies to Angelo’s state of inner turbulent agsibn.®®

Angelo understands that she did nothing on purpfmseake him feel this way; yet,
he desires her, he comes to think he loves heauseche craves to “hear her speak
again and feast upon her ey®&"However, we have to bear in mind that he only
desires her physically, since it was her eloqueéhatled him to feel so lascivious;
we cannot talk of a thunderbolt, in fact, he hasmention of marrying her. For
Angelo, the problem is that the saintlier Isabé&lathe more he wants her; as a
matter of fact, the critic Harriett Hawkins assdhat perhaps “any sincere refusal
from her might arouse him still furthet’® Here Angelo makes a shocking
discovery: his desires are nothing but pathologicielarly enough, the Deputy has
never had any experience with any woman, no one atected his attention,
except for Isabella. We could argue that if he wdnhe had a lot of possibilities in
a city like Vienna, where prostitution and brothalsound; still, he did not seem
interested in them, only Isabella caught his atb@ntSo the question arises: why
her? What does she have that is so exciting foP [$e&iden gives his interpretation

concerning this by stating:

“Angelo’s self-diagnosis is that an erotic frissamises out of the
anticipated pleasure of spoiling, dirtying, “razfjnthe sanctuary, and

188 See Brian Gibbons’ footnote Measure p.125.

'**Measure 11.2.182-183.

10 Harriett Hawkins, “The Devil's Party’: Virtues anVices inMeasure for Measuten Bloom’s Measure for
Measure cit., p.85.
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pitch[ing] our evils there,” (11.2.175-176) of leeg, that is, the proud
and noble temple that Isabella has made of hetife

Angelo craves to have this girl because of heitgpirbeauty, but the disease in his
mind is that what he feels has nothing to do watrel it is rather hate, like Seiden
remarks in his analysis. From the critic’'s point wkew, Angelo has the
psychopathology of the rapist. Actually, lookinghesg soliloquy, he is angry with
himself and at the same time with the novice ninteshe would prefer not to feel
tempted in a way he cannot control. In fact, hébsth depraved and pitilessly
honest in diagnosing his own disea$g,” like for example another famous
Shakespearean character, that is Hamlet. In Ang@lgbny, indeed, we can see
Hamlet's self-cursing; in his soliloquy “Oh, whatrague and peasant slave am
[” 173

, the prince of Denmark punishes himself and dftat, paradoxically, curses
himself for cursing himself:

“Why, what an ass am I! This is most brave,
That I, the son of a dear father murdered,
Prompted to my revenge by Heaven and Hell,
Must, like a whore, unpack my heart with words
And fall a-cursing like a very drab,

A scullion!

Fie upon ‘t, foh!*"

Like Hamlet, Angelo is cursing himself because oheehas discovered his erotic
response, he has also found out that his eroticedeare morbid. Seiden at this
point concludes that we should grant him a compas$e understanding for his
moral strength, and also for having recognized sbatething in his mind is rotten

when he says

“[...] butitis |

"1 SeidenMeasure for Measureit., p.44.

172 bid., p.45.

173 william Shakespearddamlet edited by Ann Thompson and Neil Taylor, The Ardrakespeare, London,
2006, 11.2.485.

Y4 bid., 11.2.517-522.
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That, lying by the violet in the sun,
Do as the carrion does, not as the flower,
Corrupt with virtuous season’

Notwithstanding his greatness in recognizing thathlas a diseased mind,
during his second meeting with Isabella Angelo camasist suggesting for her to
offer her body for her brother’s life. The fourthese of the second act is indeed
full of elements useful to trace Angelo’s real matufrom his ambiguity to his
tyrannical attitude, to his inability to curb hiagsions. Even before she enters, he is

astonished by the reaction of his body:

“Oh, heavens,

Why does my blood thus muster to my heart,
Making both it unable for itself

And dispossessing all my other parts

Of necessary fitness?®

Angelo has just discovered that, contrary to whatid.iasserted, his blood is not

“snow-broth*"’

, In other words, real hot blood flows in his veifsst like any
other man of whatever rank or name, since bastmats and emotions cannot be
ignored. He simply admits, resigned, “Blood, thee blood.*’®. Seiden makes an
interesting parallelism with another Shakespeaday, in order to explain this

concept; in order to do this he substituted Andetda jew” in Shylock’s speech:

“Hath not [Angelo] hands, organs, dimensions, se&nse
affections, passions? Fed with the same food,Witintthe same
weapons, subject to the same diseases, healed ebgaiine
means, warmed and cooled by the same winter anchsuias a
Christian is? llerchant of Venicelll.1.61ff.)"*"

> Measure 11.2.169-172.

7% |bid., 11.4.19-23.

" bid., 1.4.58.

"% bid., 11.4.15.

179 A P. Rossiter, “Measure for Measure” in BloorMeasure for Measuret., p.47.
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In fact, Angelo after all is constituted no diffatly from any other men, even if his
“symptoms” are difficult to accept. The comparisoitmEhylock’s words helps us
understand that human frailty belongs to everyanepnly to the weakest or to the
poorest.
When he starts talking with her, Angelo hopes #ta& understood his desire as
carnal without saying it explicitly, but Isabella too naive and she sincerely
believes that the Deputy changed his mind and lwelimerciful sparing Claudio’s
life. Indeed, his words mislead her: “Yet may heelia while [...] yet he must
die.”®° Of course she does not understand what Angelarhasind, and as a
consequence the Deputy gets nervous and he resftinen seriousness of her
brother’s sin, namely fornication, comparing thé tacthat of minting false coins;
still, this time it is far more difficult for himat maintain his firm position, since his
will is to induce Isabella to commit together tla® sin, in order not to condemn
Claudio for it. He tries to convince her explainithgt this has nothing to do with
her soul, after Isabella naively affirms that shad' rather give [her] body than
[her] soul™. So he speaks of charity, claiming that if shesemted, “were equal
poise of sin and charity®, giving the idea of equilibrium, like in the scalef
Justice. Isabella stays deaf to his attempts aradraatter of fact, Angelo wonders
if she is pretending not to understand or if shealy cannot get the point of his
proposal.

In the end, he decides to be “more gr&¥sand the virtuous Isabella,
shocked, immediately and irremovably answers negigti to this shameful

proposal:

“Better it were a brother died at once,
Than a sister by redeeming him
Should die for ever*®*

180 Measure 11.4.35-36.

181 bid., 11.4.55.
182 bid., 11.4.68.
183 bid., 11.4.82.

184 1bid., 11.4.107-109.
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In other words she would prefer to die or watch Imether dying, rather than to
compromise her purity. Clearly enough, Angelo issaiisfied by her response, but
this does not stop him from insisting and press$ieg since his desire is now at the
acme. His tactic is making her believe that sheow acting as cruelly as Angelo,
but Isabella remains irremovable. Furthermore, 8hp&are put in her mouth
certain words and expressions that appear to han ewre erotic. This provokes
and even stronger lust in Angelo.
His following argument is frailty, which is the nmatiopic of the play; at first,

he declares that “we are all fraft® and then he insists on women'’s frailty and on

their role in particular, showing in this way hissagynistic side as well:

“Be that you are,
That is, a woman; if you be more, you’re none.
If you be one, as you are well expressed
By all external warrants, show it now
By putting on the destined livery®®

Through Angelo’s words we understand two thingst fof all that he desires her
carnally, that is to say he does not love her eehany intention of marrying her;
secondly, we learn something more about his sqcmtybetter Shakespeare’s.
Gibbons explains in a few words the significancédwstined livery”, namely the
“role of woman which [Isabella was] born to (i.e @pposed to the nun’s rule of
chastity).*®” The Oxford English Dictionary adds also that “liverhias a
connotation of “distinctive badge or suit worn bysarvant”. In other words,
Angelo is highlighting the low consideration wombave in his society, their
condition of submission to men, obedience and sdeRor this reason, he speaks
of her “destined livery” in opposition to her deois to become a nun.

Quite interesting is also his further declaratithrat immediately seems false

and only a last desperate attempt to convince her:

8% 1bid., 11.4.122.
'8 |bid., 11.4.135-139.
187 See Brian Gibbons’ footnote Measure p.134.
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“Plainly conceive, | love you®®

A very short line, but full of desperation. It i®w that Isabella understands he
really means what he says, that is, he really wantemmit the same sin for which
her brother has to die. Truly irate, she blackmaiigelo, assuring that she will tell
everyone what he did if he does not forgive hertheo At this point, Angelo
shows his tyrannical nature taking advantage ofp&tion of power the Duke

gave him.

“Who will believe thee, Isabel?
My unsoiled name, th’austerness of my life,
My vouch against you, and my place i'th’state,
Will so your accusation overweigh

That you shall stifle in your own report
189

And smell of calumny:
Angelo has just lost any remaining chance of obmgimny sympathy from
the audience. With these words and the followihg,Deputy shows to be no better
than any other bawd in Vienna. His job to reesshiblirder and justice thanks to his
alleged firmness, has just failed, since he showsetready to pardon a fornicator
in order to commit himself fornication. What is mptater in the play we learn that
he is even worse than this, since after sleepirly lsabella (or at least this is what
he thinks), his order to behead Claudio is not gkdn As a matter of fact, that
awful self-praise he made at the beginning of tlag p front of Escalus, proves to
be absolutely false and it confirms his nature s#emer”. His frailty leads him to
act this way, making us think that even the firnestson, the most convinced in
honest principles, can be tempted and thus causitike anyone else.
After sending Isabella away to think about his @sgd, Angelo disappears
from the dialogues for more than one act. In tlpansof time the Duke helps
Isabella to save her honour and her brother, sjaim bed-trick in which Mariana

Is to take Isabella’s place. After that, Claudi@wsld be saved but soon after we

188 Measure 11.4.142.
189 bid., 11.4.155-160.
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learn that Angelo’s orders are different. HaroldG@ddard in his essdyower in

“Measure for Measurg points out that

“Angelo’s blackest act is not his sin of sensualdégainst
Isabella, which he commits in wish and as he think&ct. Nor is it
even prostitution of his office that that involvdisis his acceptance of
Isabella’s sacrifice of herself and his then segd@iaudio to death
nevertheless. [...] his are the typical sins and esinof unlimited
authority.™*°

Before carrying on, there are three remarks wadtntdon. The first one is a
reference toBasilikon Doron traceable in one of Angelo’s speeches; indeed,
“heaven in my mouth® reminds us of “Keepe God more sparingly in youutho
but aboundantly in our harte® According to the 1606 Statute to Restrain the
Abuses of Players, the word “Heaven” was substitue “God”!%® Another
interesting remark is a similarity with the Dukathve can trace in Angelo’s words

when he says

“So play the foolish throngs with one that swoons,
Come all to help him and so stop the air
By which he should revive:®*

In other words, Angelo shows the same attitude rovds that Duke
Vincentio does. The difference stands in the cdnteamely that Angelo is here
reflecting about his physical reaction to IsabeQaiarmby explains it very well:
“Like the subjects who rush to greet their king, Alws blood rushes
uncontrollably to his swooning, and lusting, heatifling the metaphorical ‘air’
that could aid his moral recover}y’® Last but not least, Angelo’s ambiguity can be

seen all throughout the play, but in particulartims scene, in the grammar.

1 Harold C. Goddard, “Power in Measure for MeasiimeBloom’s Measure for Measuteit., p.35.

Y1 Measure 11.4.4.

192 James IThe True Law of Monarchies and Basilikon Dar@aniel Fischlin and Mark Fortier (ed.), CRRS
Publications, Toronto, 1996, p.112.

193 See Brian Gibbons’ footnote Measure p.128.

1% Measure 11.4.24-26.

195 Quarmby,The Disguised Rulecit., p.116.
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Shakespeare, in fact, decided to upset the symdxtlee grammar of Angelo’s
speeches, in order to convey the idea of ambigaigp through his words. An
example is “Could | with boot change for an idleipke which the air beats for

Vainn196

where the grammar is quite ambiguous, since ribisvery clear whether
the subject is “air’” or the “idle plume”; anothexagnple, this time concerning
syntax, is in the fourth act, in Angelo’s speechuhhis repentance: “A deflowered
maid, and by an eminent body that enfor¢&d™here the line-end seems to link
“enforced” and “maid”; the ambiguity is also in theords “eminent body”,
“enforced”, “tender shame”, “credent bulk”, “touch'dangerous sense”; indeed,
Gibbons points out that “the unconsciousness ofsthaial play in the language
witnesses to Angelo’s deep disturbarté®”

After Angelo ordered Claudio’s beheading, the ®dlecides to come back
to Vienna in his real clothes. This decision upgetigelo, who after talking about
it with Escalus, and once he is alone again, bunsts a soliloquy in which he
confesses all his guilt for Claudio’s death andrdq@e of Isabella, showing the best
part of himself (the only one), namely sincerity.isTts the only time that he says
something about his reaction to the bed-trick inclwhhe loses his virginity by
committing rape. As Gibbons notices, “The speecpresses his sense of the
inseparability of his political potency, as Depuiyd his sexual potency, both no
sooner discovered than lost through the crime m$am and the betraya® The

second part of his speech is quite interestingpi®condition of penitence:

“He should have lived,

Save that his riotous youth with dangerous sense
Might in the times to come have tane revenge

By so receiving a dishonoured life

With ransom of such shame. Would yet he had [iv&d.”

1% Measure 11.4.11-12.

7 bid., IV.4.19-20.

198 See Brian Gibbons’ footnote Measure p.177.
199bid., p.177.

20 Measure 1V.4.26-30.
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The last sentence is significant, since Angelo kntihas he deserves death and as a
matter of fact, he half wishes to be punished buha@a same time he is scared by
the consequences. Indeed, for him now, death isagut to hell.

From the very beginning, Angelo has been his owiesecutor, judge, and

jury” and he really meant what he said:

“When | that censure him [Claudio] do so offend,
Let mine own judgment pattern out my death
And nothing come in partiaf®

Phoebe S. Spinrad is very illuminating on this patating that

“When he does “so offend,” then, he convicts hirhséerly, leaving
no room for a repentance that he, as a reprobat#ot expect to be
granted. Consequently, although he dreads the damrthat he knows
will follow death, when his sins are exposed dutimg judgment scene,
he twice demands his right to die — almost, we, fegth a touch of
relief that the flight from death is ove?™

His self-judgment seems quite admirable, but weaukhbear in mind that
someone who is sincerely penitent does not refuseynas a consequence, he is
not actually accepting death, what he feels is $loimg worse: it is despair.

The fifth and last act is the revealing one, whabédla exposes Angelo for
what he really is, and Mariana makes her appearandetells of the bed-trick.
With the first one, Angelo simply plays his partpkining to the Duke that “her
wits | fear me are not firni*3, and for what concerns Mariana, he utters what we

can call a half-truth:

“My lord, | must confess | know this woman,
And five years since there was some speech of aggri
Betwixt myself and her; which was broke off,

' Measure 11.1.29-31.

292 phoebe S. SpinradMeasure for Measurand the Art of Not Dying” in Bloom’$/easure for Measurecit.,
p.124.

%3 Measure V.1.33.
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Partly for that her promised proportions

Came short of composition, but in chief

For that her reputation was disvalued

In levity. Since which time of five years

| never spake with her, saw her, nor heard from her
Upon my faith and honouf®

The half-truth is that they actually had a sort md-pontract, calledponsalia per
verba de futurpa sworn declaration that a marriage was goirtgke place in the
future, but with no real bond. Gibbons explainst ttfailure to furnish agreed
dowry would justify a unilateral breacdi®. Thus, Angelo, if he was sincere, would
have been justified for breaking the contract. Yteyas him that deserted Mariana
because of her brother’'s death and actually, elvee does not know it yet, they
came again together during the bed-trick.

Sure that the Duke would believe him blindly, Ar@y@ronounces against
the two ladies, calling them “poor informal wometiihstruments of some more
mightier member that sets them 81" this other “member”, even if Angelo does
not know it, really exists in the person of the Buksguised as a friar. Once the
Deputy asks to “find this practice offt*, events happen quickly and the disguised
ruler reveals his true identity. It is now thatg&ho bursts into his famous speech
in which he recognizes the divine-right power ofkBwincentio (or is he just

playing the Duke’s game to save his own life?):

“Oh, my dread lord,
| should be guiltier than my guiltiness
To think | can be undiscernible
When | perceive your grace, like power divine,
Hath looked upon my passes. Then, good prince,
No longer session hold upon my shame,
But let my trial be mine own confession:
Immediate sentence then, and sequent death,

Is all the grace | beg?®®

2041bid., V.1.214-222.

%5 See Brian Gibbons’ footnote Measure p.189.
206 Measure V.1.234-236.

27 bid., V.1.237.

208 |hid., V.1.359-367.
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Angelo knows he deserves death, and in some serssquld say that he is
relieved, maybe he wanted to be discovered, shmeguilt was too strong. Still, we
have to bear in mind that his self-condemnationosenough for pardon: indeed,
Mariana can forgive and marry him, just like Isddelvho, together with Mariana,
prays the Duke to spare his life and also the Dhikeself and all the laws can
forgive him; but it is highly probable that Angedoll never forgive himself, “once
a sinner, forever damned”, and this trait is whakes Angelo a sad character.

All throughout the play Angelo demonstrates to Ibeambiguous figure.
Surely, he plays the role of the ruler quite weltree beginning, even if from the
point of view of the audience he does not showraeycy. Then, in the second act
we come to learn his real nature, when he propwsesabella to lie with him and
eventually he reveals himself to be a true tyranbndering to kill Claudio all the
same. Still, he repents, in the fourth act he aglimg faults to the audience alone
and he expresses his desire to change the couesesiofs. As a matter of fact, we
can say he shows just this trace of humanity; bibhe end he deliberately speaks
against the two women. Once discovered, he begpdaton, seemingly really
sorry for what he has done, conscious to deserath@dad convinced of the Duke’s
divinity. All in all, we cannot say he is much wershan the Duke; Angelo is
nothing but a mortal, with hot blood flowing in higins, and with his behavior he
shows to be the best representative of the maimehef Measure for Measure

namely human frailty.
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3.3. Women inMeasure for Measure

The female characters of this play are four, buy awio of them have an
important role for what concerns the plot and sepece in the dialogues. Isabella
and Mariana are in fact the primary victims of thwnipulations of Duke
Vincentio. Their condition of submission is one loé tmain features that make the
difference between this play and the traditionak&ispearean comedy.Measure

for Measure only men are able to resist the orders of theeDwukhile women are

1209 « 210

“directed’®®®, “advised®®, or “ruled?!! by him. As a matter of fact, powerlessness,
especially women'’s, is one of the main topics o$ ttlark comedy. As Marcia

Riefer points out,

“Measure for Measurserves to reveal contingencies that make
it difficult for women, even strong-willed womerkd Isabella, to assert
themselves in a patriarchal society like Viennaontingencies that do
not impinge in the same way on the méff.”

For instance, analyzing Isabella, we have to heanind that she feels constantly
threatened by a sort of sexual degradation, comyramiitrasted by women’s wit in
traditional comedies; unfortunately, this is nobegh in this play. Isabella is a
naive girl but at the same time she is well awaa¢ the society she lives in lessens
her effectiveness as a woman; as a matter of Vaenna, where there are brothels
at every corner and where people really in lovee liRlaudio and Juliet are
considered fornicators, is not the right placewue In for a person like the virtuous
Isabella. Her greatest fear, together with the tddser virginity, is to lose respect
completely, and as a consequence, she deciddsetoetimge in a convent as a nun,

in order to flee a society where women are expiditg men.

299 Measure 1V.3.128.

?1%pid., IV.6.3.

1 bid., IV.6.4.

212 Marcia Riefer, “Instruments of Some More Mightidfember: The Constriction of Female Power in
Measure for Measutdan Bloom’s Measure for Measuteit., p.135.
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Mariana is denigrated as a woman as well, sincenvghe introduces herself
to the Duke, Lucio and the same Duke make fun ofsitaation, concluding that

she must be a whore, like many other women in \@enn

“‘DUKE: Why, you are nothing then: neither maid, wwd nor wife?
LUCIO: My lord, she may be a punk, for many of thara neither
maid, widow, nor wife.?*3

Indeed, even wives, like Elbow’s for instance, aeated as whores:

“Marry, sir, by my wife, who, if she had been a wam
cardinally given, might have been accused in fatmo,
adultery, and all uncleanliness there.” (11.1.73-73

Still, apart from Elbow’s wife, who nevertheless has spoken part in
Measure for Measutrehere are no wives in this play. There is onlye#&rdihed,
Juliet, who is accounted a “fornicatresS$” a formerly-betrothed who has been
deserted by her future husband, Mariana; a nowicewho is trying to escape this
“lust-infected Vienna®™, Isabella; and an actual whore, Mistress Overdohese
name tells more than her job.

This is why women’s authority, or better, the ladkip that is to say,
women’s powerlessness, is one of the main topidsledsure for Measureand
while Juliet, Mariana and Mistress Overdone appreatcept their condition of
submission, Isabella feels that she cannot staridait her skills are wasted in such
a society where most women are considered whordsttamse who really are
professional prostitutes are believed to turn thasle out of a natural vice, not
because they need money or for a lack of job optidn fact, convinced that
Vienna is nothing but a representation of early ennd_ondon, the critics Kamps

and Raber observe that

?*Measure V.1.177-179.

24 1bid., 11.2.24.

215 Marcia Riefer, “Instruments of Some More Mightiéfember: The Constriction of Female Power in
Measure for Measutdan Bloom’s Measure for Measuteit., p.136.
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“‘women had far few legitimate trades open to themearly
modern England. The closing of monasteries and exsvunder the
reign of Henry VIII had left a disproportionate nbem of women
unemployed and without options [...]. As a resulg geriod in which
Shakespeare wrote may have seen a real increaspreveus times in

the numbers of women who turned to the streetsafliving via both
216

theft and prostitution:

In this section, the women dfeasure for Measureiill be analysed, leaving
more space for a discussion about the virtuouslEglsince she is one of the main
characters of this play and the only one who tradédeast for some moments, to
contrast male power.

Isabella is representative of mercy, chastity amthi seemingly the very
opposite of Angelo, of the Duke and in generalewéry man in Vienna. On her
first appearance, we see her talking with nun Hsaac who is instructing our
aspiring novitiate about the order she is goingito, namely the Poor Clares.

Saint Clare (Fig.13) is known for her determinatinrpursuing a religious
life despite the strong opposition of her familg;asister, she loved St. Francis of
Assisi, she defended the convents at St. Damiam the Saracens and she lived
in absolute poverty notwithstanding the opposittdthe Church. She was born in
1194 from a noble family and soon she became acls@an devotee, at the age of
seventeen. Her noble parents knew nothing abosit $mce they would not have
accepted her vocation, in favour as they were tfditional path in which she
should have married and begotten children. She ingtead the first woman to
create a religious rule and shortly after her desigh was made a saint. Her ideas
involved a certain autonomy from the order, devotio poverty and a series of
practices that the Church sometimes disagreed gjosutike its low consideration
of female orders. Indeed, when the Church thredtdmsr independence, Clare
protested and finally convinced Pope Innocent I\¢dafirm the status granted by

his predecessor Pope Gregory IX, who recognizedrtier of Saint Claré"’

215 Kamps and RabeTexts and Contextsit., p.261.
27 |bid., p.195. For further information about thisit the sitehttp://www.newadvent.org/cathen/04004a.htm
The sources of the history of St. Clare at our alspp are few in number. They includd estamenattributed to
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Fig.13, Andreas Collaertgones Sanctae Claraéntwerp, 1630. St. Clare on her deathbed s
company of virgins wearing crowns.

the saint and some charmihgtterswritten by her to Blessed Agnes, Princess of Badaetie Rule of the
Clares and a certain number of eafpntifical Bulls relating to the Order contemporarBiography written
in 1256 by order of Alexander IV.
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The importance of Saint Clare Measure for Measurées in her rejection
of the snares attached to young women’s lives hait tole in society. Isabella’s
desire to join the order of Saint Clare is indeeadjaction of the characterization of
women in this play as maid, widow, wife or “puniClearly enough, choosing the
monastic life Isabella makes a subversive decisiosubstituting “the patriarchal
authority of God and Church for the worldly patday of marriage, family and the
state.?'® As a matter of fact, when the Duke asks her inriaige at the end of the
play, we perceive that he proposing a critical chpisince he is asking her to
accept all that the order she was going to joiudegted. Apart from the Duke’s
offer, another proposal makes her feel distrauglit lzorrified, namely Angelo’s.
While we do not know what is her answer to the Duke are well aware of
Isabella’s reaction to Angelo’s sexual appetite. fiét, she seems also not to

understand his intentions and simply affirms:

“Let me be ignorant and in nothing good
But graciously to know | am no better®

Isabella expresses here “orthodox Christian hwnilten are sinful and do not
understand or hold their virtué® Her religiosity is clearly very strong; in
addition, Isabella does not completely agree withrestrictions of the Poor Clares,
seemingly desiring a more thoroughly restrainindeoy as we can perceive from

her discussion with nun Francisca:

“ISABELLA: And have your nuns no farther privileges
NUN: Are not these large enough?
ISABELLA: Yes, truly; | speak not as desiring more,

But rather wishing a more strict restraint

Upon the sisterhood, the votarists of Saint Cl&te

218 |bid., p.196.

Y Measure 11.4.76-77.

220 5ee Brian Gibbons’ footnote Measure p.132.
2L Measure 1.4.1-5.
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Her principles are very clear, she would like aiestycof martyrs for herself, thus it
is not difficult to believe her words when she déféo give her life for her brother,
since this is what a “saintly hero” would do. Pheeh Spinrad wittily points out
that

“Isabella has found the world too disappointinges,yeven too
messy — and wants only to return as soon as pedsilbler ideal
world where there are (she thinks) no loose endsnanhuman
frailties.”???

Notwithstanding her strong religiosity, we shoultdoaconsider another
aspect of the pure Isabella, namely her ambivaleméeature that can be perceived

especially in the debate with Angelo and then \@thudio.

“Hark how I'll bribe you - good my lord, turn ba¢k®®

The verb she uses, “bribe”, is completely inoppatimisabella’s mouth. It is as if
the devil, intruding into her innocent body, sudgezame out; another example of
her ambiguity is traceable in the scene betweendBlaand her, when she explains
to her brother why he has to die. Criticism herditspnto two different
interpretations: some think that Isabella shoulatired for her determination to
stay chaste, considering her almost divine in heue; others despise her, since
they perceive her self-righteousness rather corttblapln other words, they seem
to talk about two different Isabellas and actudiltys is what happens iMeasure
for Measure Any other Shakespearean heroine, like Cordeliasdemona or
Rosalind, would have decided to act the same wayome would doubt it. Still,
her decision upsets many critics. The conversataiwéen the two siblings shows
the many facets of Isabella’s ambivalence: theugiis, the chaste and pure, the

determined, the self-righteous, the selfish andulidess.

22 phoebe S. SpinradMeasure for Measurand the Art of Not Dying” in Bloom'$/easure for Measurecit.,
p.126.
*** Measure 11.2.150.
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In general, the character of Isabella can be stiudetter through an analysis
of the relationship with the other male characwrshe play, in particular with
Angelo, Claudio and finally the Duke. Angelo brintpge analysis onto the issue of
eloquence and sexuality, Claudio onto the heathefquestion of ambivalence,
while the Duke introduces the decline of Isabedla,a result of his patriarchal
authority over her.

The first character Isabella has a conversation iwithucio, who begs her to
approach Angelo in order to convince him to spaaudio’s life. Once she is in
the same room with Angelo, we perceive that somgtls going to happen. In fact,
the reason why Angelo is captured by Isabella isdequence, together with a
sexually suggestive language that, clearly, shes useonsciously (Fig.14); in a
certain way, Angelo sees in this novice nun hisiféme counterpart, because they
both are good debaters, they both want to contime®ther of their own ideas and,
most of all, he thinks she is using such a langumgause she feels what he feels
for her. As we already know, it is not the casegrevf he could make us ask
something interesting: can it be that, as Angelobisessed with her when once he
was immune to women, the same thing may happesatmella? In other words, is
there a desire to flee her passions when she asksdre restriction in the convent
at the beginning of the play? We cannot be suteaifand we cannot know which
idea Shakespeare wanted to convey, but certainly dlear that, like Harriett

Hawkins suggests,

“the borderline between angelic and demoniac exdeerof
virtue and vice is indeed a very narrow one, ahdoal easy to
cross. At this moment of the play, the psycholdbg,

characterization, and the poetry alike raise altssof impious

and lurid question?**

The first sexual allusion is already at the begignai their conversation, when

Isabella is trying to convince Angelo that if shasahim, she would act differently:

224 Harriett Hawkins, “The Devil's Party’: Virtues anVices inMeasure for Measufen Bloom’s Measure for
Measure cit., p.87.
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Fig.14, Francis William Tophamisabellg 1888. (In the serieShakespaa’s
heroine$
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“l would to heaven | had your potency,
And you were Isabel: should it then be thi§§?”

With “potency” Isabella means power, executive autl; still, the sexual
connotation of the word cannot be ignored since “shentifies Angelo’s use of
power as an expression of his libidinous nattffeThe following allusion is to be

found toward the end of their first conversatiohgn Isabella naively suggests:

“Go to your bosom,

Knock there, and ask your heart what it doth know
227

That'’s like my brother’s fault:
She clearly does not know that in this way she sgsun him a double ironic
effect: first of all, she makes him recall of wit did to the poor Mariana, and at
the same time, she unconsciously increases hisedési her. After Angelo’s
confession in an aside, “She speaks and ‘tis senkesthat my sense breeds with
it"??8 |sabella’s words seem to be increasingly ambiguwiith a series of sexual
allusions that cannot escape the audience’s eaffjrigt one is the use of the verb

“to bribe”, and then,

“Not with fond sickles of the tested gold,
Or stones whose rate are either rich or poor
As fancy values them?®®

Both “tested”, meaning “pure”, and “stones”, camtzin a reference to “testicles”,
the first one with a pun, and the second havind #sone meaning (Oxford
English Dictionary). Gibbons sees this allusion dleaaffirming that there “may

be a sign of the subconscious pressure of thetisituan Isabella, which thus

225 Measure 11.2.68-69.

%6 5ee Brian Gibbons’ footnote Measure p.121.
22T Measure 11.2.140-142.

228 \bid., 11.2.146-147.

2291hid., 11.2.154-156.
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betrays itself in her languag&® The allusion goes further; during their second
meeting, namely when Angelo finds it necessary $pe4k more grosst

Isabella’s language fills with sexual references firovoke Angelo’s sadistic lust:

“[...] were I under the terms of death,
Th'impression of keen whips I'd wear as rubies,
And strip myself to death as to a bed
That longing have been sick for, ere I'd yield
My body up to my shamée®

The erotic suggestion of such words, “whips”, “ridije“strip”, “bed” and
“longing”, is overpowering for Angelo who is firmlgetermined not to talk about
her soul but of her body, the only thing he wardm@ that. From this moment on,
Angelo becomes more direct and violent in his massihe expression “rubies”, in
particular, has a double meaning; the ruby is drieeomost precious stones and its
colour, a deep crimson, might be a symbol for nmartylood (that is the meaning
Isabella would like to convey) or else woman’s gdslity (namely the message
she actually conveys). This speech is particulaolygrful and it relates death with

sex; in fact, as Harriett Hawkins notices,

“Everything in it is associated with death, yet bieba’s
references to whips and rubies of blood, to stnigpierself as to
a bed that she had longed for, are charged witbratic power
that might well evoke a gleam in the eye of the huepraved
marquis in the audience, to say nothing of a daimted-

sensualist like Angelo®®®

Though, Angelo’s reaction has the only effect ofréasing Isabella’s
determination to remain chaste and pure; indeedhave to bear in mind that she

is not only a woman, but a novice nun, thus higpsal to lie with him is even

230 See Brian Gibbons’ footnote Measure p.124.

21 Measure 11.4.82.

%2 |pjd., 11.4.99-104.

3 Harriett Hawkins, “The Devil's Party’: Virtues anVices inMeasure for Measufen Bloom’s Measure for
Measure cit., p.83.
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more scandalous to her ears. Nonetheless, helitghagether with her eloquence
is precisely what makes Angelo fall for her. Kangp&l Raber point out that her
chaste body combined with her lovely speech areirfgrortant part of the play’s
treatment of chastity and lewdness from the outskitieed, when Francisca
explains the rules a nun should follow in preserfce@ man, we perceive the power
of seduction that women’s eloguence can have om.tiowever, the two critics

explain the positive side of this skill as well:

“Women’s eloquence can be transformative, its pogagrable

of converting souls to Christianity. Where virtuosgeech is
combined with a strong and pure body, women seem
undefeatable. [...] Isabella’s eloquence in MeasareMeasure

is likewise directed at educating Angelo in merci@hristian
behavior.#3*

After her encounter with Angelo, Isabella is to mleer brother, one of the
crucial moments of the play in which her ambigustyapparent. While it has been
easy to appreciate Isabella and her virtuousnesisnawv, at present, it is a hard
task to sympathize with her, since her harshnessgasa at the moment her brother
shows his weakness as a man. Isabella’s angerdd@laudio is witnessed by her
“violent rush of words®® when she goes to Claudio, “religiously exalted &by
consciousness of the righteousness of what shedres®3, Isabella confesses to
her brother that even if she is ready to die fon,hhis is not enough for Angelo,
because the latter wants something she is not @ pa give. Claudio, who is less
inspired than his sister, is overtaken by fear emnek that “Death is a fearful thing”
to which Isabella replies “And shamed life is hat&f*” After Claudio’s Hamletic
discourse about death, the sweet Isabella seelaave space to the other Isabella,

namely the harsh, ruthless and self-righteous one.

234 Kamps and RabeTexts and Contextsit., p.202.

2% Phoebe S. SpinradMeasure for Measurand the Art of Not Dying” in Bloom’$/easure for Measurecit.,
p.120.

% Harold C. Goddard, “Power ideasure for Measufeén Bloom’s Measure for Measuteit., p.29.
»"Measure 111.1.116-117.
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“Oh, you beast!
Oh faithless coward, oh dishonest wretch!
Wilt thou be made a man out of my vic&®”

Hearing a supposed virtuous girl uttering such ghkims quite astonishing, also
because Claudio actually did not say anything teedes to be called “beast”.
Surely he is frightened and weak, but not a “bedstibella reacts just like her
brother did, in other words, she “dropped from gimiess to beastliness®, to use

Harold C. Goddard words. Her conclusion is angiy asean:

“Die, perish. Might but bending down
Reprieve thee from thy fate, it should proceed.
I'll pray a thousand prayers for thy death,

No word to save theé®

After all, Claudio and Isabella are not so diffdrehey are both selfish.

Her ambivalence is here at the acme, turning aioeis discourse into
something hellish, but after their encounter Islabedeets the Duke, the character
who most challenges her determination and senselbfHe is also one of the best
representatives of patriarchal authority. Inde¢dha beginning of the play, when
she discusses with Angelo, she demonstrates tatherdative and to be able to
think with her own mind. At first she is hesitanitlwith Lucio spurring her, she
shows her ability, developing an argument and estitig Angelo in order to save
her brother’s life. Nevertheless, we should noticat already at this point Isabella
is acting under the direction of a male charadtethis case Lucio’s. Still, she is
able to maintain her integrity. At the end of tlemeersation with Angelo, some of

her convictions fall and she feels less sure ofdkéls of persuasion. Indeed, her

crying

“To whom should | complain?*!

%8 |pid., 111.1.136-138.

239 Harold C. Goddard, “Power ideasure for Measufeén Bloom’s Measure for Measuteit., p.30.
O Measure 111.1.144-147.

! bid., 11.4.172.
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is evidence of her exasperation; her only hopeeis brother, but we saw that
Claudio entreats her not to let him die, echointhia way Angelo’s requests. Now
she feels really “isolated, hurt, terrified, enrdf&>. Clearly, her vulnerability is
very high now and no wonder the Duke makes his apee precisely at this
moment. Although it may seem that he is acting Her sake, with honorable
intentions, actually he is replicating the indiface of other two male characters to
“|sabella’s desire to remain true to hers&f”’In fact, the Duke only needs her as a

means to achieve his goals, and his perceptiosatiella, traceable in his words:

“The hand that hath made you fair hath made you

good: the goodness that is cheap in beauty malaegybkrief in
goodness; but grace, being the soul of your conmuexshall
keep the body of it ever faif*,

says something about him as a manipulator, ratfar about her; the critic Marcia

Riefer observes indeed that

“What the Duke sees at this moment is the ideal aortinat
Hamlet never found: a woman who combines beauty and
honesty; a woman who doesn’t need to be told tdhgetelf to a
nunnery; a woman who represents the opposite aftyfra
Unfortunately [...] he fails to see the woman shdlyeia — a
woman in distress, who fears the very thing he eséntually
require: the sacrifice of her autononfy®

With the meeting with the Duke and her consentdoperate with him, Isabella
begins her role of submission to the patriarchah@uty of Duke Vincentio,
becoming a puppet in his expert manipulative hahdaddition, she is even more
inclined to obey him, since he presents himseljuised as a friar; thus, as a nun,

she cannot refuse his authority. The Duke is askigto do something that goes

242 Marcia Riefer, “Instruments of Some More MightiMember: The Constriction of Female Power in
Measure for Measutan Bloom’s Measure for Measureit., p.138.

243 |bid., p.139.

> Measure 111.1.176-179.

245 Marcia Riefer, “Instruments of Some More Mightidfember: The Constriction of Female Power in
Measure for Measutdan Bloom’s Measure for Measuteit., p.139.

~116 ~



against her principles but still she obeys withquéstioning, seemingly because
she has no alternative; sadly enough, what sheigusly considered her
protection, namely the religious order and the Churs now her dictator. This is
also the reason why, while she could resist Angelewd proposal and Claudio’s
attempt to convince her to yield to the Deputy’#,v8he does not have the strength
to oppose a friar. This is for Isabella the begignafi her decline; she submits to
the Duke completely, also in the bed-trick plot,rete answering “Show me how,
good father® Also her language reveals that she has lost mtegrity, her

“prosperous art”; in fact, in her last speech dimens a scanty capacity for mercy:

“Most bounteous sir,

Look if it please you on this man condemned
As if my brother lived. | partly think

A due sincerity governed his deeds

Till he did look on me. Since it is so,

Let him not die. My brother had but justice,
In that he did the thing for which he died.
For Angelo,

His act did not o’ertake his bad intent,

And must be buried but as an intent

That perished by the way. Thoughts are no subjects,
Intents but merely thought$*’

In other words, Isabella is here claiming that Anfgeaction about her brother was
just, she is saying that Claudio deserved to dieaMiappened to Isabella’s mercy?

According to Gibbons’s considerations,

“it might be argued from Isabella’s weak pleadihgre that she
once again lacks personal, inner strength of coievicaccepts
strong pressure from others in cases where an émdiemt moral
adult needs no prompting™®

*® Mesaure 111.1.225.
7 |pid., V.1.437-447.
248 See Brian Gibbons’ footnote Measure p.198.
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Once subjected to the Duke, all her convictionsregated, and “the gradual loss
of personal voice during the course of the playbesome, finally, a literal loss of
voice.* Indeed, Isabella utters no word from line 447 he &nd of the play,
approximately one hundred lines. She actually rea¢he acme of her decline at
the end of the play, after her brother reappeave @nd the Duke asks her in
marriage. This last proposal is absolutely and detaly opposed to what her ideas
for her future were. Maybe the Duke wants “to reddeer reputation”, Reifer
suggests. All considered, it is hard to believea tha Duke is not merely playing
the part of the manipulator as he has done thrautghe whole play. The question
now is: what is Isabella’s answer to the Duke’'spmsal? Actually we cannot
know, since Shakespeare decided to leave her decisiexpressed, for some
reason or other. Some critics think she would néase accepted, since marriage
IS not conceivable for a nun, even less for Isab&lho thought that the restrictions
of the order of Saint Clare about men were notngtrenough. Others simply
conclude that she could only accept, becausedhidhat the end of the play seems
to suggest. Still, the question remains. It is tthat a proud Isabella, who
eventually refuses to submit to the Duke’s wilpigferable to a conventional and
traditional acceptance on her part, but this igegbiard to believe. Indeed, the
conventions of comedy want Isabella to accept th&el® proposal, in order to
achieve a supposed happy ending; still, there @reeslements of the play, some
choices she makes that lead to believe she miggwean“no”, since she often
chooses the harder and less pleasant option. Stesceswittily does not allow her
an opinion about this issue, but in the end wesagnthat he was simply sure that
his audience would perceive the silent consenth virtuous lady. Once the
character of Isabella and its development throughioel play is considered and
analyzed, we may eventually conclude tiatasure for Measurean really be read
as a tragedy, namely Isabella’s.

The other female characters work the opposite Ikalkles; while at the

beginning of the play our virtuous maid is goingflee a patriarchal society and

249 Marcia Riefer, “Instruments of Some More Mightidfember: The Constriction of Female Power in
Measure for Measutdan Bloom’s Measure for Measurteit., p.142.
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start her ideal life, but in the end all her plas challenged and then negated,
Mariana, Juliet and Mistress Overdone have to enduhard beginning, but they

eventually reach a sort of “happy ending”: Marianarries her old betrothed, the

man she is actually in love with, Claudio does diet so that he can marry Juliet

and be the father of her child, and Mistress Oveggavho at the beginning saw all

her business decline because of Angelo, once the Domes back, probably does
not have to worry any more.

No doubt that Mariana (Fig.15) is a completely etiéint character from
Isabella, since she immediately gives the impressioa weak woman, someone
who is not able to say “no” to anyone. She is &srepresentative of “eros”, as
opposed to “agape”. The passionate Mariana is thediofiancée of Angelo, who
deserted her once her brother shipwrecked, losergdowry. Her character is
introduced in the third act of the play, after thecussion between Isabella and her
brother. The Duke, who was eavesdropping on thenversation, proposes a
solution to their problem, so that Isabella canesher virtue, Claudio live and
Mariana have the man she loves. A question mag:asiBy is the Duke doing this?
Is there any benefit for him? Clearly, there is. Ws have already seen in the
section entitled “The Disguised Ruler”, Duke Vintenis “playing” with his
subjects in order to appear in the end a sort wbsaBut Isabella, Mariana and
Claudio do not know it and carefully listen to laparently precious advice. It is

precisely the Duke who tells us the story of Masian

“She should this Angelo have married — was affidrtoeher
oath, and the nuptial appointed; between which tifrthe
contract, and limit of the solemnity, her brotheedrerick was
wrecked at sea, having in that perished vessaldhegy of his
sister. But mark how heavily this befell to the pgentlewoman:
there she lost a noble and renowned brother, itoliestoward
her ever most kind and natural; with him the porigmd sinew
of her fortune, her marriage dowry; with both, hembinate
husband, this well-seeming Angefo®

50 Measure 111.1.204-212.
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Fig.15, Valentine Cameron Prinsdfariana, 1888. (Pre Raphaelite painting) “There, at the moated gre
resides this dejected Mariana.” (Act Ill Scene ).
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The story of Mariana reminds the audience to whegréieasure for Measures
concerned with marriage, money, vows and bodiekwe. The point is that a
similar thing happens to Juliet and Claudio as wbky postponed their official
marriage because Juliet did not have her dowry s@tthat Angelo decides to
punish them as fornicators. Also the act of beggttchildren illegitimately
becomes in this play a question of money, or betitrcounterfeited coins, like
Angelo points out in his discussion with Isabella.

After the description of Mariana’s situation, thelk® proposes to Isabella
the bed-trick, in which Mariana would take Isabsllplace in satisfying Angelo’s
lust. They do not even take into consideration tbesibility that may Mariana
disagree, since the Duke says to Isabella thatnbe& she is still madly in love
with him.

The character of Mariana appears for the first timthe second half of the
play, at the beginning of the fourth act. The nreetoetween the Duke and her is
introduced by a peculiar opening, namely a boyisgn@ melancholy song. Some
commentators think that the song was added latdr athers claim that it is
incomplete, still others, like Gibbons, believentys. What is sure is that this kind
of melancholy introduction reveals something aklddatiana, giving the idea of a
moment of “peaceful sweet sadnés§ Certainly, Shakespeare wanted to show her
as a passionate and honorable lady, not a whore stane, the atmosphere and the
melancholy girl, are a foil to Vienna’s licentiowss, and even if Mariana can be
considered the representative of “eros”, she isthetrepresentative of brothels,
because her love for Angelo is true and passicatatee same time. Her role in the
play is very important because she is the solvilgment of all the problems
created by the Duke’s decision to leave Vienna’snimg in the hands of a
tyrannical, self-righteous man.

The first thing Mariana does is to apologize toDhke:

“I cry you mercy, sir, and well could wish

%1 Louise Schleiner, “Providential Improvisation kteasure for Measutein Bloom’s Measure for Measure
cit., p.104.
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You had not found me here so musical.
Let me excuse me, and believe me so,
My mirth it much displeased, but pleased my woé.”

Some commentators suppose that with the last semtdariana is not “indulging
melancholy, [...] she is tempering her grief’, Gibbgoints out, “yet in explaining
that she is not committing one fault, unseemly ment, she admits another, as
the plain sense ‘pleased my woe’ indicatéd.Already after the first lines, it is
clear that what she is suffering for is love melarlg. The explanation Robert
Burton gives in hifAnatomy of Melancholgbout love sufferers fits like a glove in
the case of Mariana: for some of those who sutietdve, “the melody of musick,
merriment, singing, dancing doth augment the passthus “these things must be
warily applied, as the parties’ Symptoms vary”; frtothers, like Mariana, music
is beneficial, since even if it brings melanchdlyjs a pleasing melancholy that it
causeth; and therefore to such as are discontewpe, fear, sorrow, or dejected, it
is a most present remedy; it [...] easeth in an mst&* This is exactly what
Mariana does, she finds help in music and she feedebsession with it.

The Duke’s proposal of the bed-trick seems to awaken so that she
decides to renounce her seclusion and accept #iepe. The idea of seeing her
beloved again, to hold him in her arms, excites toesuch an extent that she
appears to be ready to do anything. Clearly enosph, has great expectations
about this secret encounter. Her relationship wWitlyelo has a moral and legal
significance that the Jacobean audience could wealerstand. In terms of civil
law, Angelo is still her “combinate husbaRt because of the kind of marriage
contract they have. English common law provided tkiods of ‘spousals’:
sponsalia per verba de presemind sponsalia per verba de futurdhe first one
implied that the two lovers took each other as spoat the present time, it was

legally recognized as full marriage, whether théomrwas consecrated or not.

2 Measure IV.1.9-13.

53 See Brian Gibbons’ footnote Measure p.157.

%54 Louise Schleiner, “Providential Improvisation kteasure for Measutein Bloom’s Measure for Measure
cit., p.105.

»*Measure I11.1.211-212.

~ 122 ~



Sponsalia per verba de futyrimstead, implied that the lovers swore to manrthie
near future, but this time there was no absolutalbindeed, if certain conditions
failed to materialize, such as the lack of a dovihng contract could be broken.
Angelo and Mariana’s situation concerns this secoomtract, and in some sense
Angelo, even if cold-hearted, was not completelpng, since the girl actually lost
her dowry. There was however one circumstance irclwhide futuro contract

became absolute marriage:

“If a man contract spousals conditionally with a Wan [...]
and [...] in the meantime he have access to hem asstwife,
these doubtful spousals do thereby pass into Matrjni?>®

Deserted by her betrothed, Mariana’s only hopéas after sleeping with him she
might become his legal wifgpso facto Still, as a weak woman, Mariana cannot
take such a decision all alone, but the Duke’'s aitth and Isabella’s
encouragement help her in taking this step.

It is now clear that the question of marriage i€ @f the main topics of
Measure for Measurethe point is that it is not a simple institutibere, but we
have to bear in mind that in this play marriageliegoa series of complexities, like
the one we have just seen. For what concerns “gfgjugnglish law changed a lot
by the time Shakespeare wrote this pl@ponsalia per verbaxisted in England
since the twelfth century, but under the reign am# 1l this law was repealed;
clearly, he disagreed with this tradition, in favad public announcements “placed
weeks in advance so that marriages might be apgroyehe larger social group.”
After that, “a ceremony with witnesses was necgsdar guarantee that the
marriage was legaf®” However, church law had different origins andhat time
Measure for Measurevas written, marriage was a matter between Godthead

marrying parties only.

2% gee Lever's Introduction thleasure for Measurecit., p.liv. For further information about thisilsiect see
Henry SwinburneA Treatise of Spousa{$686).
5" Kamps and RabeTexts and Contextsit., p.182.
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However, this does not explain wiMeasure for Measurpresents so many
unmarried women. And the situation of men is notilzt better: Angelo wants
Isabella’s body instead of legally marrying Mariattae Duke, who is thought to
have “some feeling of the sport” has never marrmaat; Claudio or Lucio have.
This is the odd feature dfleasure for Measutesince in a typical Shakespearean
play, marriage is fundamental for achieving a happding; indeed, Kamps and
Raber notice that in this play the focus is onwlags “sexual desire or its absence
interrupts and defers marriage rather than pronititeé

Mariana is also subjected to another slander;ah faontrol over women is
here achieved through a labeling of their statulation to marriage. Thus, when
the Duke asks her if she is a wife, a maid or aowidand Mariana answers she is
none of these, the ruler concludes “Why, you arthing, then®® even worse,
Lucio suggests that she could be a prostitute, skecenany women in Vienna
practice that job.

The denigration of women in this play clearly refie€hakespeare’s society;
indeed, in the Renaissance women were believed tbébweaker sex and that they
could not restrain their passions; as a matteact, imarriage was the solution in
order to control their tendency; husbands were‘tiead” of the family, they had
the task of educating their wives, master them lkeaep them on the straight and
narrow. In exchange, women received protection thed‘relief from the sins of
[their] body, to which [they were believed to behturally inclined®®. Thus,
marriage seemed to be the best solution for evenypam, and in a certain sense,
men did nothing but save them. However, we havgety in mind that the site for
reproduction is to be found in women’s body; samthar anxiety men had was that
if a woman had sexual intercourse before marryihg sould give birth to

illegitimate children, who would become a burdem ftbe state. For all these

28 |bid., p.185.
9 Measure V.1.177.
260 Kamps and RabeTexts and Contextsit., p.188.
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reasons, there was a certain tolerance for “pregeanncurredwvhile a marriage
was being contractetf?, as in the case of Juliet and Claudio.

The problem oMeasure for Measures that marriage is used for containing
fornication, but by the end of the play it is cldghat it failed dramatically. All
considered, it can be seen as a problem but satime time as a solution to the ills
of Vienna’s society.

In general, marriage and the trick of substitutomg bed-partner for another
was not new for the Elizabethan audience, sinceag & common device used in
folklore and romance. However, Mariana’s role intigalar can be compared with
that in another Shakespearean comedy, namlés/Well That Ends Wellin fact,

Diana claims that Bertram is her husband accorttirige vows:

“If you shall marry,
You give away this hand, and that is mine;
You give away heaven’s vows, and those are ming; [...
For | by vow am so embodied yours
That she which marries you must marry fi&.”

Similarly, Mariana asserts:

“This is the hand which with a vowed contract

Was fast belocked in thine. This is the body

That took away the match from Isabel [...]

As there comes light from heaven, and words froeatt, |[...]
| am affianced this man’s wife, as strongly

As words could make up vow$§®®

Another analogy is to be found in the word-playtioa verb “to know”:

“You give away myself, which is known mine, [...]
He knows | am no maid, and he’ll swear to't;
I'll swear | am a maid, and he knows nét*

261 |h;
Ibid., p.189.
%2 illiam ShakespeareAll's Well That Ends Welledited by J.K. Hunter, The Arden Shakespearedaon
1967, V.3.170-172, 174-175. Henceforward quotedlbs Well.
23 Measure V.1.206-208, 223, 225-226.
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“Why just, my lord, and that is Angelo,
Who thinks he knows that he ne’er knew my body,
But knows, he thinks, that he knows Isabef&.”

In both plays the men try to repudiate their oldrdtbed, Bertram asserting that
Diana was “a common gamester to the cdffpand Angelo declaring that
Mariana’s “reputation was disvalued in levit§# Notwithstanding the greater
complexity of a play likeMeasure for Measurdt is also clear that Shakespeare
was working with material from his earlier plays.

Still, like there are many analogies between the phays, there are also some
differences that concern precisely Mariana and &iddiana actually remains a
virgin, since what she claimed was only a thedtrocemplication before it came
out that Bertram’s wife, Helena, was the substituiedmate, while Mariana in the
end slept with Angelo, in order to substitute IS#yevho instead wished to remain
virgin. All considered, the role of Mariana Measure for Measureis that of
remedy, the solution of the problems that were edusy a series of events started
by the Duke’s withdrawal.

While Mariana is the corrective of this play, étlias a pregnant but not
married woman, can be considered its trigger. tjubegether with Claudio
(Fig.16), is the representative of human nature, positive sense, since she is
happy for her child, but at the same time she kninaswhat she did is against the

law, and for this reason she feels ashamed:

“I do repent me as it is an evil
And take the shame with joy®®

Her pregnancy is also what saves her from execusuan if she prefers to be

condemned as her beloved is (“Oh, injurious lov&Rhe character of Juliet clearly

264 Al's Well, V.3.173, 295-296.
265 Measure V.1.199-201.

266 Al's Well, V.3.190.

267 Measure V.1.219-220.

268 |hid., 11.3.35-36.
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Fig.16, Claudio and Juliet played by Mark Quarti@yd Sarah Ovens
Measure for Measu, directed by RSC Associate (Roxana Silbert), 2
Photo by Hugo Glendenning.
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heightens the pathos and gives more pleasure tdirthedénouemenprecisely
because she has so little space in the play. Shestage three times, in the second
scene of the first act, in the third scene of gmsad act and in the fifth act, but she
speaks only once, that is in act two. She is intced by the Provost and then she
exchanges a few words with the Duke, but nothisg;dier only presence seems to
be sufficient. Her most important role is that @iy Claudio’s beloved. Indeed,
the two of them are the only representatives af tnd requited love in this play,
the only ones who actually want to marry and stayether, and paradoxically they
are also the only ones to be punished for it. Gaadd Juliet simply want to get
married and stay together, but a series of evantiehtheir union. Previously in
this section we have seen that their marriage vedmydd because Juliet's dowry
was not ready (for financial reasons). As a matierfact, Angelo takes the
opportunity to show his power as surrogate of thekddand decides to punish
Claudio for fornication; precisely Claudio, not Posy, Lucio or Froth or any other
bawd in Vienna, but the only man who is truly ivéowith a woman. Thus, the

guestion of marriage arises again; indeed, Clati@is to explain that

“Upon a true contract

| got possession of Julietta’s bed —

You know the lady, she is fast my wife,

Save that we do the denunciation lack

Of outward order. This we came not to

Only for propagation of a dower

Remaining in the coffer of her friends,

From whom we thought it meet to hide out love
Till time had made them for ug®®

Their situation is clearly aponsalia per verba de preseritie marriage is sworn

by both of them and physically consummated, butpudiiicly announced or “not

followed by a religious service as the Church resplif"°.

299 |pjd., 1.2.126-134.
2’0 see Brian Gibbons’ Introduction Measure p.34.
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Still, there are some critics like Bradbrook theg aot sure of the kind of

marriage contract that concerns Claudio and JBretdbrook declares that

“It is not clear whether this was a marriager verba de
presentj as was the Duchess of Malfi’s; if so, the childuid be
legitimate, as the union was customary , and nefibagty could
have married elsewhere according to the English faw
habit.”*"*

At the end of the play, however, they get married teir marriage is the only one
that reflects the traditional comedy’s happy endimgleed, the marriage between
Mariana and Angelo is ordered by the Duke and only party is actually in love.

The two relationships can be compared in terms andtic construction and what

comes out is enlightening; Lever, indeed, noticas th

“in both cases the sin ha[s] been committed of bdhdon
before a church marriage, but in circumstances hyhizy
normal human standards, show up Claudio as a batarthan
his judge.?"?

In fact, while Angelo deserted his betrothed justduse she had no longer a
dowry, Claudio, who actually has a similar probldsmpt his pledge and exchanged
marital vows with Juliet, delaying the religiousnsecration only until her dowry

became available. Lever goes further:

“It [is] dramatic justice that Angelo’s hypocrisyhauld be
exposed by putting him in a similar situation tattof the man
he ha[s] condemned. It [is] also dramatic mercyt thya the
Substituted Bedmate device he [is] saved from Hregfaver
offence he had planned, and sentenced finally syuier to the
same ‘penalty’ as Claudio’s: namely, marriage & ¢lyes of the
church as well as the la§’™

"1 M.C Bradbrook, “Authority, Truth, and Justice Measure for Measutein Bloom’s Measure for Measure,
cit., p.12.

?’23ee Lever's Introduction teleasure for Measureit., p.Iv.

23 bid., p.Iv.

~ 129 ~



Finally, there is a last female character that @ty of attention, Mistress
Overdone. This woman is a canonic comic charaatérawd and the keeper of a
brothel, and she is representative of the undedwvoflVienna. She is the first
female character who appears on the stage, stmattye Juliet; her name, typical
device of comedies, reveals more of her personiddédyp any word she utters in the
play, since the verb “do” can probably means “capmlvith”. Overdone is also her

last husband, the last of a list of nine, as Pompelytapster, explains to Escalus:

ESCALUS “Hath she had any more than one husband?”
POMPEY “Nine, sir: Overdone by the lagt*

Her name can also be attributed to most of the rolaamacters of this play, since
they all have something that “overflows”, and wthegy do is often overdone.

Her great fear at the beginning of the play isoke her job, since with the
withdrawal of the Duke, and Angelo as his substituhany brothels of Vienna
seem to be close to their end. In fact, she finds dwn business stuck as a
consequence of Angelo’s orders to pluck down allihothels, in order to control
fornication in Vienna. A similar situation occurreddring the reign of Henry VIII,
who also tried to “pluck down” the brothels, buthvpoor results® According to

Pompey’s remark, a similar failure is expected iarva:

“Come, fear not you: good counselors lack no céient

Though you change your place, you need not chaongetyade.
I'll be your tapster still. Courage, there will paty taken on you,
you that have worn your eyes almost out in theiseryou will
be considered’®

Pompey is saying that Mistress Overdone need notywabout her ‘service’,

namely prostitution, since she might simply be @eta landlady for a certain

" Measure 11.1.172-173.
275 Cfr. Kamps and Rabefexts and Contextsit., p.252.
?"® Measure 1.2.89-93.
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period of time, pretending to have stopped herrtass but actually carrying on
with it.

Mistress Overdone does not resemble any of ther dédmale characters of
this play; she appears on the stage almost togetitlerJuliet, but the difference
between the two of them is extreme and obvious,ytheng and pregnant Juliet
being the image of love and fertility, the old wamleing the representative of
physical and moral corruption. Sadly enough, wenld¢hat also Juliet is seen as an
image of sin and vice, since she is consideredmitatress”. Notwithstanding the
evident contrast between the two characters, Mist@verdone and Juliet have
some striking similarities that add complexity teetplay: for instance, Mistress
Overdone has been married many times and as a)(or@eded woman she should
be protected against being arrested, but actulaiyi$ not so; Juliet, who is not
married, lacks the same kind of protection, and isheaved from prison only
because she is pregnant.

All considered, women iMeasure for Measureepresent powerlessness and
submission to men in a patriarchal society thatoihing but the representation of
Shakespeare’s society. In other words, Shakespesrted to give an overview of
the situation of London at his time, confirming thgpothesis that Vienna is a
parallel to London. Isabella who wants to take gefunto a monastery, when
monasteries were not so common in London any maorehar eloquent silence at
the end of the play, Mariana and Juliet with theesjion of marriage and
lawfulness, and Mistress Overdone who represert®s$isence of the underworld
of Vienna, they all seem to send signals to theemaee, as if Shakespeare wanted
to convey precisely this message about the plag:ishnot a typical comedy with
its typical happy ending, but it shows the harstlitye the ugly truth of a society in
which women (and the weak in general) have no voitesre powerlessness and

submission are the catchwords.
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3.4. Comic characters

In Measure for Measurdhere are no Shakespearean fools like Feste or
Falstaff, but there are some comic characters,likeremasters, brothel-keepers
and pimps, that seem to have the same function l@aat are treated comically.
For example, a character like Pompey, even if #pester of a brothel, can be
considered a domestic fool.

The domestic fool is a recurring character type hak&spearean plays, not
only in comedies. He is usually a common citizerowtihrough his wit, outdoes
people of a higher rank. Among Shakespeare’s playsharacter of the fool can
have many different shades, creating in this wédnet@rogeneous group of fools.
The main dramatic function a Shakespearean fool ibathat of making the
audience understand that, in the end, he is nobhadit all. Indeed, clowning is
something more than mere comic relief: its aimIs0 ahat of making easier to
understand a complex scene, shifting the focus fiiotion to reality. Feste, for
instance, is Olivia’s domestic fool Fwelfth Night He is called “allowed foof””,
and also “the jester, [...]; a fool that the ladyv@is father took much delight
in.”?’® He claims that he does not wear “motféyin his brain, thus making clear
he is not an idiot. In the same way, Falstaff isnarily a comic figure, but also
embodies vitality, merriment and joie de vivre.

In Measure for MeasutdPompey the pimp has the same function Feste and
Falstaff have. He is a rascal, his job that of texps Mistress Overdone’s brothel,
but actually, even if he is not completely sincalmut his real activity, he is a
bawd. Though, his role in this play goes farthantimerely playing the part of the
low-life character; indeed, he shows Vienna’s ggtian to the audience with the
implicated problems it hides. For instance, whetsHed before Escalus (Fig. 17)
by Constable Elbow, whose wit is clearly inferior tmr bawd’s, Pompey

demonstrates that in Vienna authentic justice logsiace:

217 Wwilliam Shakespearéfwelfth Night, or What You Wiledited by Keir Elam, Arden Shakespeare, London,
2008, 1.5.90.

"8 |pid., 11.4.11-12.

? |bid., 1.5.52-53.
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Fig.17, Henry SingletoriVieasure for MeasutreAct Il Scene |, London, 1798. Constable Elbowdrto explai
the crime Froth and Pompey committed with his ovifie w
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“If you head and hang all that offend that way taoutten

year together, you’ll be glad to give out a commoisgor more
heads. If this law hold in Vienna ten year, I'lhtdhe fairest
house in it after three pence a bay. If you livede this come to
pass, say Pompey told you $8%

In addition, with his remarks he shows that he lsarconsidered one of the most
sincere and authentic characters in the play, b#iagonly one who admits that
women and men have sexual instincts they canndaicon

Furthermore, he is well aware that the law israllaf system made by man,

and as a conseguence of this, it can also be diltere

“ESCALUS: Is it a lawful trade?
POMPEY: If the law would allow it, sir?®!

This comment may suggest that Shakespeare wanteoht@®y to his audience a
certain message, namely that justice and law aveséparate concepts, the first one
having a moral quality, the second consisting tdgereated by a government.

At a certain point of the play, Pompey is condddtejail and again his role
is to reveal a rotten legal system, that is Viean#deed, while Claudio is in
prison waiting to die, with no escape, Pompey ferefl to become the assistant of
the executioner, Abhorson; he gladly accepts, sifwrehim death does not
represent the boundary between life on earth ashigt, he rather perceives it as
something that has to do with coarse jesting.

Probably because of his sincerity and becauseavigent that Pompey is
telling the truth, Duke Vincentio attacks him irxraordinary unmerciful passage,

where he betrays his disguise:

“Fie, sirrah, a bawd, a wicked bawd!

280 Measure 11.1.205-209.
21 bid., 11.1.193-194.
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The evil that thou causest to be done,

That is thy means to live. Do thou but think
What ‘tis to cram a maw or clothe a back
From such a filthy vice; say to thyself,

‘From their abominable and beastly touches

| drink, | cat, array myself, and live.’

Canst thou believe thy living is a life,

So strikingly depending? Go mend, go meffd.”

As a consequence, Pompey, like other comic chasadk this play, has the
function, among others, of throwing some light be hature of the Duke, so that
we can understand a little better what kind of thameally is.

Shakespeare’s play also reflects the low opiniotheflaw enforcement at
the time, such as the decision to elevate Pompeyn“farrested bawd to official
and paid executioneé®® as Kamps and Raber notice. The common opinion was
that officers were nothing but “unpaid amateur meratof the community”. Yet,
while in rural areas their power was sufficient affictive, in a large and mobile
city like London things were quite different. The stables serving the city were
not enough and they had too many responsibilities,to mention the amount of
corruption among them; as a matter of fact, cringéting did not work. James
Gryffon, honest and dutiful constable of Alburyparish in Surrey, wrote a ballad
in order to complain against this situation, rewveathat some of his duties led him
to be despised in English sociéfy therefore, no wonder that Shakespeare
satirically portrayed Constable Elbow as an incap&tbl.

Indeed, the man who leads Pompey to jail is precEkow, another comic
character inMeasure for MeasureElbow is a constable, and even if he is a low
officer, he represents justice. As one of the dttara belonging to low-life, his
role is that of creating humour and the audiencegrees it immediately after his
first appearance on stage. Primarily, he is igrnioaaad quite bungling, thus always
finding himself in a condition of disadvantage espect to Pompey, who is rather

quick-witted, making the audience smile, sincehibidd be Pompey the one who

282 |pjd., 111.2.16-24.
283 Kamps and RabeTexts and Contextsit., p.255.
284 Cfr. Ibid., pp.312-313.
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feels out of his element. In addition, there is taep comic element that
characterizes Elbow, namely his malapropisms, swchis inability to present
Pompey and Froth as villains; in fact, while tatkiabout them, he insists on
calling Pompey and Froth “benefactors” rather ttranlefactors”, thus reflecting a

“general state of confusion concerning good Claisbehaviour®>

“l do lean upon justice, sir, and do bring in

here, before your good honour, two notorious betefa. |...]
If it please your honour, | know not well what thene: but
precise villains they are, that | am sure of, aoid wof all
profanation in the world that good Christians oughbave.?3°

In addition, his situation reflects also on his otgnce, in fact, Mistress Elbow has
apparently been caught in a brothel with Froth.

Nevertheless, Shakespeare assigned Elbow anothertanprole, a more
serious function; if Pompey can outwit an officer easily in such a clever and
mischievous way, this means that Vienna's statgusefice is rather unstable.
Furthermore, wrongly calling Pompey and Froth “danwrs”, Elbow makes a
mistake that creates a certain irony. Indeed, witis comment Shakespeare
probably wanted to say that in Vienna (thus Londomglefactors can escape
requital, while those who are fundamentally gootizens like Claudio are
condemned by the law as draft dodgers.

AmongMeasure for Measuige dramatis personae, there is another important
comic character, not intended as a Shakespeare Bablwhose witty irony is
fundamental to the complexity of the play, thatfatastic” Lucio. At first, Lucio
seems a plain character: lascivious, gross anédapcator; but soon we learn that
he is a humorous “fantastic”, whose behavior tellst about the other characters
of the play and about the main topics of it.

The first time we see Lucio on the stage he is dsog with some friends

of his about the decision of the Duke to withdraav & period of time leaving

285 Harriett Hawkins, “The Devil's Party’: Virtues anVices inMeasure for Measufen Bloom’s Measure for
Measure cit., p.82.
?%® Measure 11.1.45-47, 50-52.
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Angelo in his place. Their conversation is full @xsal puns, a device used by
Shakespeare in order to introduce straightforwartiycio’'s lechery to the
audience. The first one is a reference to syphilisich was called the French

disease:

“Thou art good velvet: thou'rt a

three-piled piece, | warrant thee. | had as lieahist of an
English kersey as be piled, as thou art piledaférench velvet.
Do | speak feelingly now?®’

Here the pun is on the word “piled”: the sense loaripilled” that means without
hair, an effect of the treatment for syphilis, @iléd” which instead refers to a
napped cloth. There is a play also on “French” hvat reference to the French
disease and the imported cloth too. There mighamallusion to the “patch of
velvet used in treating syphilis ‘to cover lanceldamcres’.?®® The following

example contains another reference to lust:

“Behold, behold, where Madam Mitigation comes. Védna
purchased as many diseases under her roof as ooHf&%

In this comment, Lucio confirms he has already @ariéd venereal diseases and he
uses a nickname for Mistress Overdone that is lsiah to her job, in fact, as
Brian Gibbons suggests, “she provides means toaseper mitigate lus£®® Then,

he alludes again to syphilis as the French disaadehe makes a pun on the word
“sound”, as a reference to one of the symptomsyphitis, namely a problem to

bones.

“Nay, not, as one would say, healthy, but so samthings
that are hollow. Thy bones are hollot™

?%7 |bid., 1.2.26-29.

28 See Brian Gibbons’ footnote Measure p.94.
*% Measure 1.2.35-36.

2% 5ee Brian Gibbons’ footnote Measure p.95.
»' Measure |.2.44-45.
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Lucio’s lechery is evident now, since in these comtade suggests to be a brothel
frequenter and to have already contracted vendresdises.

In the third act, second scene, we also learn fkistress Overdone that
Lucio impregnated a prostitute, Kate Keepdown, whuaems obliged to marry at
the end, a punishment he compares to “pressing eathd whipping, and

1292

hanging!

“Mistress Kate Keepdown was with child by [Lucia] i
the Duke’s time, he promised her marriage, hisddsila year
and a quarter old come Philip and Jacob [2%}.”

Then, talking with the Duke, he describes lecharg aport, implicating that
he does not see fornication as wrong. For Lucst, ikijust a sort of “game of tick-

k2% or the “rebellion of a codpiec€® As a matter of fact, in his opinion

tac
Claudio was “condemned for untrussifit)’ At a certain point of their discussion,

he also slanders the Duke, even if Lucio thinksg@itaising him.

“He had some feeling of the sport, he knew theiserv
and that instructed him to merc’”

Nevertheless, we also learn that he is Claudioiend. In this way,
Shakespeare probably wanted to show another asgpetucio’s personality,
completely detached from all we have seen until naivout him. Lucio is
immediately ready to help his friend, he directlgeg to call Claudio’s sister,
Isabella, at the monastery, in order to pray headlo for her brother's mercy. His

devotion to Claudio is traceable in his willingness

“CLAUDIO: One word, good friend: Lucio, a word witfou.
LUCIO: A hundred, if they'll do you any good®

2921hid., V.1.514-515.
293 bid., 11.2.171-173.
2941bid., 1.2.171.

2% bid., 111.2.100-101.
29 bid., 111.2.153.

297 bid., 111.2.104-105.
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His remark shows that, all considered, Lucio is ooly a lecher, but he is also
capable of feelings. In fact, after that, he disecjoes to Isabella (Fig.18) and
unexpectedly, his behavior is full of respect; thange of register and language,
from a low and vulgar to an elevated and polite, onéicates that Lucio is now

serious.

“I would not, though ‘tis my familiar sin

With maids to seem the lapwing, and to jest
Tongue far from heart, play with all virgins so.
| hold you as a thing enskied and sainted,

By your renouncement an immortal spirit

And to be talked with sincerity

As with a saint.**°

Also the change from prose to poetry makes clearsgbmething has changed. At
first, Isabella thinks Lucio is making fun of heedause his seriousness and his
elevated language are hardly believable. Stillifssts on and on, so that she
eventually understands he is telling the trutrithia way, Shakespeare makes Lucio
pronounce a poetic speech that highly contrasts thvé gross puns of the first act;
in this speech, he describes Claudio and Julietaionship and the consequences
of it, namely Juliet’'s pregnancy, in such a refingdy that leaves the audience

quite astonished:

“Your brother and his lover have embraced;

As those that feed grow full, as blossoming time
That from the seedness the bare fallow brings
To teeming foison, even so her plenteous womb
Expresseth his full tilth and husbandrfy™

Ordinarily, he would have never used such a poatid beautiful language to

describe a sexual encounter. Clearly, this is soimgthat complicates Lucio’s

298 bid., 1.2.123-124.
29bid., 1.4.31-37.
3001hid., 1.4.40-44.

~ 139 ~



Lueio. Gontls and fair, your brother kindly greots you,
Not to be woary with you, hie's in prison.
Jeabells. Woa mo! for whatF dct I, Seana V.

iz

Fig.18, Isabella and Lucio, Act I, Scene V. Cowddark, Charles and Mary, ed$he
Plays of William Shakespe: The Comedies. lllustratoH.C. Selous. London: Cassell
Company, c. 1830.
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character. Why did Shakespeare put these words imbuth? Why now? Maybe,
Lucio fears that if he used a more explicit langudmgewould shock Isabella, since
his aim is to convince her to help Claudio, go togalo and beg him to spare her
brother. Notwithstanding his speech of great poast poetry, the critic Melvin

Seiden calls this mechanism

“Measure against measure, the technique of giviiily wne
hand and taking away with the other: the poetryrraff the
natural dignity of lovemaking, the goodness of harfecundity,
but the speaker — lewd, wisecracking, brothel-wisgcio,

cannot resist the nice pun on “tilt and husbandryindermines
the beauty he expresses even as he is expressifly it

Be that as it is, Shakespeare’s decision to adsl dspect to Lucio’s
personality is a way of communicating to the audethat this character is not
merely a jester.

Still, he is even more complicated than this. Injesven if he is a good
friend to Claudio, Lucio’s attitude toward Pompd¥istress Overdone and Kate
Keepdown, is not all that positive, rather he shbwgsworst side with them. It may
be that Lucio considers Claudio a worthier perdmanta bawd, a brothel keeper
and a prostitute, and as a consequence of thisdyeskhis loyalty only for Claudio.

However, we cannot say that Pompey, Mistress Overdmd Kate deserve
to be treated so badly, when all that they hopés ihucio’s help. For instance,
when Pompey is to be conducted to jail (Act Ill &), he asks for bail, sure that
Lucio will give him a hand in this. Once seen hidlimgness in helping a friend in
trouble, the audience may expect the same treatraésd with Pompey.
Unexpectedly again, Lucio pointedly refuses and vihatorse is that he willfully
mocks Pompey, showing him as the worst kind of bdwthis mocking, Lucio also

comes back to a low and gross language, leavingypimefavour of prose:

“How now, noble Pompey? What, at the wheels of @&eart

%01 SeidenMeasure for Measureit., p.78.
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thou led in triumph? What, is there none of Pygoras images
newly made woman to be had now, for putting thedharthe
pocket and extracting it clutched? What reply, Watat say’st
thou to this tune, matter, and method? Is’'t notaired i'th’last
rain, ha? What say’st thous, Trot? Is the worli ass, man?

Which is the way? Is it sad a few words? Or how@ itk of
it?"302

Clearly, he is trying to bother Pompey consideralshaking fun of his name
(reference to Caesar) and calling him “trot”, anthegg usually used to address a

poor common man. Still not satisfied, he goes on:

“Well then, imprison him: if imprisonment be theedaf a
bawd, why ‘tis right. Bawd is he, doubtless, an@wfiquity
too. Bawd born ¥

Now it is quite easy for the audience to dislikeciouand instead be
sympathetic with Pompey, who apparently is not dbléollow suit. Eventually,
Lucio addresses Pompey as if he was a dog, scdamthk point that the audience
completely forgets Lucio’s good manners with Is&bshortly before: “Go to the
kennel, Pompey, g&®

The next victim of Lucio’s betrayal is Mistress Ovené, who is to be taken
to jail as well because of his “information agaifier]”*%. Mistress Overdone tells
Escalus about it and also informs him that Lucio igmated a woman, namely the
prostitute Kate Keepdown, promised her marriageeventually deserted her and
disowned his baby as well.

Lucio does not mock only the low characters of tlagy phis slanders being
directed also to the high rank people, first ofta# puritanical Angelo, whom he

mischievously describes as a “freak of nattfte”

302 Measure 111.2.39-46.

303 bid., 111.2.59-61.

304 1bid., 11.2.75.

305 hid., 111.2.170-171.

%% seidenMeasure for Measureit., p.79.
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“Some report a sea-maid spawned him, some, thaike
begot between two stock-fishes; but it is certhat tvhen he
makes water, his urine is congealed ice, that Wktmbe true;
and he is a motion generative, that's infallibi&’”

Nevertheless, the worst slander he makes is dddotehe Duke. On that
occasion, Lucio proves to be an authentic liargesiwhat he states is completely
false, and the audience is well aware of it. Lud@anes to be a close friend of the

Duke and to share with him the passion for women.

“Sir, I know him, and I love him. [...]
Sir, my name is Lucio, well known to the Duk&®

This scene is typically comic, since the audienaanghthat Lucio, who thinks he
is simply talking to Friar Lodowick, is actually kathg to the Duke himself, who is
momentarily disguised. The position of advantage ahdience can benefit of, is
precisely typical of comedies. In addition, the docatity of this scene is even
higher because the Duke has to endure Lucio’s stawithout revealing his true
identity. Moreover, the gross language Claudio ubkegghtens the Duke’s
impatience.

Another comic scene is to be found at the end efplay, in the fifth act,
when Lucio is accused of having slandered the Dakéhe moment he does not
know that the friar and the Duke are the same persm, he claims that it was the
friar who mocked the Duke; as a matter of fact, businow slandering the friar as
he did with the Duke before:

“My lord, | know him, ‘tis a meddling friar.

| do not like the man: had he been lay, my lord,
For certain words he spake against your grace
In your retirement, | had swinged him soundi§?”

307 Measure 111.2.95-98.
308 1bid., 111.2.129,138.
309hid., v.1.127-130.
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With “meddling” Shakespeare may wanted to refethi® bawdy quibble on the
word, since a meddler was also considered somedre “imdulges in sexual

activities™!°. Then he carries on in his conviction:

“[...] a saucy friar,
A very scurvy fellow.®*

Lucio says that Friar Lodowick, alias the Duke, ioffiensive man; thus, the funny
side of this scene lies not only in Lucio’s failucerealize that Duke Vincentio and
Friar Lodowick are not two distinct people, butaala the renewed annoyance of
the Duke, who again has to endure Lucio’s slandd@ut him. What is more,
Lucio, discomfiting the Duke with his slanders, ighlighting the ambiguity
behind the Duke’s disguise.

Clearly, he is nothing but a lecher, a liar andeaeaiver, but all considered,
the behavior this kind of character adopts, arowsasertain sympathy in the
audience as a consequence of the humour he creates.

We should also bear in mind that Lucio is the ortiigiracter to be punished,
being obliged to marry a prostitute, namely Kateejpgaown. What is awkward of
this decision is that the Duke punishes Lucio rextawuse he is a fornicator and he

impregnated a prostitute, whom he after desertetdhécause

“Slandering a prince deserves it

Why is Lucio punished while Angelo is not? At tipisint, the answer probably lies
in what they actuallygaid rather than in what thegid. Still, many spectators and
readers may have preferred to see Angelo whippddhls could not happen, since
while Angelo humbly asks for forgiveness and pmise Duke, Lucio’s words are

quite different, less laudable we may say:

%10 See Brian Gibbons’ footnote Measure p.176.
' Measure V.1.135-136.
2 |pid., V.1.516.
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“I beseech your highness, do not marry me to a ehvour
highness said, even now, | made you a duke: good my
lord, do not recompense me in making me a cuckdft.”

Actually, Angelo is guilty of fornication and attgwed murder, while Claudio
merely slandered the Duke, even if he did it mdrantonce. Still, Angelo’s
penitence strongly contrasts with Lucio’s “irrepibks comic self, [so] Lucio
must [...] be whipped some (presumably to make himg@nt), while Angelo is
judged ready to resume the life of a compliant scitf**

As a matter of fact, an ultimate unanswered andhswwarable question
arises thanks to this comic character, namely & buke actually wants to
reestablish order and justice in Vienna, excisioguption and fornication from
the city, or if he merely misses the “attention” lu§ subjects. Seiden gives his

opinion concerning it:

“It may be that because of the comic pleasure Lugies

through his fertile slanders , he is punished $es®rely than the
pervasive morality of the play demands that he Tdhee most
significant grievance against Lucio — Vincentiosurs, the
play's — is that he is a major figure in the obscevorld of

“abominable and beastly touches” [111.2.21] betweédrores and
customers. Thus is it that Lucio’s “marrying a punk a

punishment that fits one crime, the other crimandér, having
been mitigated3*®

Measure for Measuie comic characters go beyond the traditional famwd
the “fantastic”. Barnardine (Fig. 19), even if hasha small part in the play and
seems to be the less significant character, coaersmportant role that can be
compared to that of the gravediggers’ Htamlet Barnardine is thus a comic
character, whose aim is to make the audience teflecsome important moral

issues of the play.

*%|bid., V.1.507-509.
%14 Kamps and RabeTexts and Contextsit., p.148.
%15 SeidenMeasure for Measureit., p.83.
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Fig.19, Robert SmirkeBarnardine
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The first time we see Barnardine on the stage thenfourth act, when the
Provost asks Pompey if he wants to become the #@®reds assistant in
beheading Claudio and Barnardine, since both ahtaee going to be executed the
next day. It is precisely the Provost who gives auggeneral description of

Barnardine:

“A man that apprehends death no more dreadfullyabia
drunken sleep: careless, reckless, and fearleskalfs past,
present, or to come: insensible of mortality anspaeately
mortal.”3*°

The description of Barnardine gives the idea thaseady to die; on the contrary,
his behavior is quite unexpected, since he refusd®e executed each time he is
told the time has come. The most interesting but etsnic scene concerning this
has to do again with the Duke. When the Duke, désglias a friar, tries to
persuade him to come out of his cell in order totgdhe scaffold, Barnardine

refuses to obey:

“Friar, not I. | have been drinking hard all nightd |

will have more time to prepare me, or they shadittweit my
brains with billets. |1 will not consent to die thday, that's
certain.®!’

Gibbons highlights the irony in Barnardine’s poggibto choose what to do, “to
spend some time in his own cell, almost as if itevkis club, but Barnardine’s
sense of dignity is apparenit® This scene, however, provokes laughter since it
shows the Duke’s renewed failure (the first timeswath Claudio, who refused to
“be absolute for death”) in making the men of thlisy do what he wants and as a
matter of fact authority has to accept its lim@audio indeed is in the same
condition of Barnardine, thus, they apparently sithe same lot, but at the same

time they are two characters in contrast with eaitter: Claudio has to die for

$® Measure IV.2.125-128.
7 Ipid., IV.3.45-48.
%18 See Brian Gibbons’ footnote Measure p.171.
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fornication and because he impregnated his misttbas creating a new life; on
the other hand, Barnardine is to be executed bedagsilled a man, thus taking
away a life. As a matter of fact, the audience &l \@ware that it is not fair that
Claudio has to be punished like Barnardine. The ral Barnardine is here
fundamental for the play: true justice does not &mapply the law arbitrarily, but
actually this is what happens in Vienna/London drelRrovost perceives it when

he says:

“Th’one has my pity; not a jot the other,
Being a murderer, though he were my brottét.”

Though, there is something that lessens the difterdmetween the two
characters, placing them on the same level; thdy Ibelieve in life, since they both
want to live and thus, in a sense, they are bothinag the system. In being
admirably vital, they remind us of the greatestitdlists, namely Sir John Falstaff.

Barnardine has also another function though, nartelyeveal something
more about the Duke’s nature through his behaBeemingly, the Duke was once
a firm ruler; indeed, in the fourth act he asksmnevost why Barnardine is still in

prison, since the Duke has always taken care afubgects:

“How came it that the absent Duke had not eithéveied
him to his liberty or executed him? | have heandas ever his
manner to do so>2°

The Provost confirms what the disguised ruler airfmut this aspect of the

Duke is in contrast with his admission at the bemig of the play that

“We have strict statutes and most biting laws,
The needful bits and curbs to headstrong weeds,
Which for this fourteen years we have let slip,
Even like an o’er-grown lion in a cave

319 Measure IV.2.48-49.
3201hid., IV.2.115-117.
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That goes not out to prey**

It is also in contrast with the image of the goatér, who knows what happens in
his city, and clearly this is not the case of Difecentio.

Apparently, what to the Duke really matters aboatrfardine is his spiritual
situation. Barnardine deserves to be executedraaddition, his head is needed by
the Duke for the bed-trick plot. However, the Dule, his disguise of friar,
concludes that a drunken man with no repentanceotd® beheaded. He says that

Barnardine must have time to understand his sapgnt and save his soul:

“A creature unprepared, unmeet for death,

And to transport him, in the mind he is,
322

Were damnable:
At the end of the play, however, Barnardine’s hisadot needed anymore

and the Duke decides to spare him.

“Sirrah, thou art said to have a stubborn soul

That apprehends no further than this world,

And squar’st thy life according. Thou'rt condemned:
But, for those earthly faults, I quit them all,

And pray thee take this mercy to provide

For better times to comé?®

His decision makes the audience reflect about dweldpment of the character of
the Duke: the choice of his disguise and his waladd from Vienna may have
instructed him about the right balance there shbaldetween justice and mercy.
Still, the question remains: does Barnardine desenercy and Lucio
deserve to be punished? All considered, the meastreh justice and mercy
should be measured out with, remains one of thatgnesolved questions of this

play. Thus, the fool and comic characterdVimasure for Measurare necessary

%21 1bid., 1.3.20-24.
322 bid., IV.3.58-60.
323 bid., V.1.473-479.
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especially because they give the audience the lplitysio reflect on this topic,
mostly on the character of the Duke, even if in émel they do not provide a
solution; their role remains that of creating humas well as of throwing some
light on the nature of some characters or on samddmental topics like justice,
morality and corruption. The other function they éas to represent authenticity,
since unlike Angelo or the Duke, they all “avoid @eeming’ or pretence to a
virtue they do not posse$é® and this is the reason why comic characters are

generally so highly appreciated by the audience.

324 Herbert Weil, Jr., “Form and ContextsMeasure for Measutdén Bloom’s Measure for Measureit., p.70.
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Conclusion: A Failed Happy Ending

When we read or watd¥ieasure for Measur#or the first time, we may have
the feeling that this is a common Shakespeare cpntledugh, an attentive reader
or spectator might perceive that there is sometwnong in its idea of a happy
ending. Indeed, it leaves a sense of perplexityaageries of questions that we have
tried to answer in this dissertation.

First of all, after a short introduction to the genf comedy and specifically
to Shakespeare’s comedy and his problem playstiteimat to classiffiMeasure for
Measurehas been made. The conclusion has been a corffiwhai a reader or a
spectator might think at the end of the pldMeasure for Measurés a problem
play, whatever we try to call it, whether tragicaiyer dark comedy, things do not
change. Indeed, in order to label it as a dark cym@ as a tragicomedy, all
criticism should agree on the existence of suchragerHowever, there are many
different thoughts concerning this theme; thereftre best thing to do is to give it
a label that everyone would agree upon, namelpbl@m play. In fact, contrary to
many other Shakespeare plays that can be defirmddiepn plays since they show a
series of problems to discusdeasure for Measurss totally a problem, as we have
seen in the first chapter in the section entitledrbduction to the problem plays”.
As a matter of fact, the only thing to do has b&ethrow some light on the main
problems implied in this play, and to give an answs far as possible, to the many
questions that might arise throughout the playatritde end of it.

In order to do this, the main charactersMéasure for Measurefrom the
ruler of Vienna to its substitute, from the womédnhe play to its comic characters,
have been analysed.

The character of Duke Vincentio, who can be considléhe protagonist of
the play, has been discussed at length. His disghis deception, his manipulative
role, are all elements that make people think abdnat kind of person he could be.
At first, he may appear as a good-natured man, soengvho worries about his

subjects and would do the best he can for themeiMesiess, throughout the play,
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we come to learn that his behavior is not so fadt adequate, but rather selfish and
manipulative; he acts for his own sake and interastl uses Angelo just to appear
as a God-like figure at the end. Therefore, evdroih a first glance he might be
perceived as the representative of justice, agtweltlat he merely exhibits is the
desire of a man to regain power in a corruptedlacklerous city, not through fair
means but by cheating and deceiving his subjectsn,Tanother aspect that has
been taken into consideration is the parallel betwi@uke Vincentio and James |I.
There are various different opinions concerning thysc, but, in the end, what has
come out is that the analogies between the twaswdee real, that is to say they
really share some features; what is uncertain & rdason why Shakespeare
decided to create a character that could be compgarkis king: some say that he
wanted to praise the new monarch of England, oershat it is a sort of satire, in
other words that Duke Vincentio’s bad behavior migé a reflection of James I's
little success in ruling England. Who is right remsa a choice of the
reader/audience.

The Duke’s substitute (or surrogate), Angelo, intipalar his change
throughout the play, has been analysed in theviotig section. At first a man of
healthy values and tenets, he himself discoverdmbe “snow-broth”, since hot
blood flows in his veins. The Duke appears to Istirtg him, as he does with the
rest of the characters as well, and Angelo applgréails into the trap immediately.
His reaction to Isabella’s eloquence bewilders tonthe point that he proposes to
her to commit the same crime for which he condentrexdbrother. At the end he
seems seriously contrite for all he has done, iy appearing to the audience a
better man in respect to the Duke. Nonethelesdjras praise to the Duke might
appear more a last attempt to save his neck rdki@er the real apology of a
regretful man. Again, it is the reader/audience Wwas to decide.

Furthermore, Isabella is the main female charauftéieasure for Measure
and the criticism concerning her absolute cha#ityide. When we first see her on
the stage, she is going to become a nun of the ofdét Clare. Then, Lucio tells

her about her brother, so her vows are delayedt\8Haacterizes her, in addition

~ 152 ~



to her chastity, is her eloqguence, namely the featiiat makes Angelo go mad.
Like Angelo, Isabella’s character changes with théolding of the play: at the
beginning she is a sweet, merciful and good-natgrddbut once she is asked to
sacrifice her virtue to Angelo by him, but alsohmr brother, her harshness comes
out, revealing that hot blood flows also in herngeand that, as Angelo, she is
considered to be one of the representatives of huiradty.

The other women iMeasure for Measurdédave minor roles, though their
function is fundamental. Juliet, together with @ewuwher beloved, is the trigger of
the action, from Claudio’s sentence on; Marianassential for the success of the
bed trick; and Mistress Overdone, together with toenic characters, is the
representative of the underworld of Vienna, thewaion and the licentiousness.

Pompey, Elbow, Lucio and Barnardine, as comic cliarschave a quite
simple role, namely that of mitigating the darkast heaviest scenes of the play,
such as Isabella and Angelo’s meeting, or Clauditéa to his sister; however,
their function is again more important than theerenrole in “clowns” of the play.
In fact, through their satire, or their carping exks, or simply their peculiar
behavior, they make the audience meditate on the thames ofMeasure for
Measure as a matter of fact, the contrasts between appearand reality, honour
and corruption, chastity and licentiousness, jestnd mercy, come out and
become central to the paly, finally leading theiande to ask those questions it has
not been possible to answer, since it is not exad#ar what kind of message
Shakespeare wants to convey. The answers are thogctve, like the
interpretation of the whole play. Some may thinkttisabella’s silence at the end
of the play stands for an acceptance on her péugy® may believe that she would
never agree to the Duke’s proposal, since her etbdiie was in a convent. Some
might wish that Angelo was finally punished for bishavior, others may consider
him sufficiently penitent. No to talk about the @uks he a just ruler or a deceiver
and a manipulator who acts for his own interests@sé are the questions that,
notwithstanding the analysis that has been cawigig cannot be answered with

absolute certainty. All considered, this is alsother aspect for which Shakespeare
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should be appreciated. EvenMieasure for Measurées commonly classified as a
play worth of little attention, it is probably ored the few plays that allow the
audience to give a free interpretation, in this weking ofMeasure for Measura

play that deals with current themes in all ageduohed ours.
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