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SHAKFSPERARE'S INDICATION OF SCENERY THROUGH DESCRIFZIVE POEIRY.
An Independent study, by 4. Heiser.
/

There can be no reasonable doubt that the Elizabethan.dtagze
was practically devoid of what is now regarded one of the chief elements
in the successful staging of a »lay, namely, approvrizste scenery. It
wag but natural that a similar comdition should have prevailed when
the regular drama evolved from the amateur performances of miracle
and morality nlays of an ealier age. 3ut that eventful rsign of
Gueen Eligzsbeth saw the drama developed to a nédght of perfection
truly msrvellous. The drama gained much in structure and effectiveness,
and while tne first plasyhouse was not erected until 1576, eighteen years
after Elizsbeth's accession, at her death in 1603, there were at lieast
n2lf a dogen theaters in Londone.

48 the drama made rapid strides toward perfection in éubject
matter, structure, and form, the more external fcatures of the drama,
such as the staging of a olay, received trneir due share of attention.
And doubtless some progress along these lines was also made. But after
all has been sald, the fact remanins that the Elizabethan playhouse,
with its entire or almost entire lack of scemery, and in spite of its
numerous pronerties, was no modern theatre witn its thousand znd one
scenic accessaries to create the illusion desired. Viewed entirely
in the light of the modern stage, the production of 2 play would seem
rether primitive. Sir rhilip Sidney reflects onm the state of existing

conditions when ne says in =nis "Defense of loesy", 1583, that in the



plays cne "shall have Asia of the one side and ifrica of the other,
and so many other under-xingdoms, that the slayer, when 1o comes 1z,
munt ever begin with telling waere nhe is, or else the tale will not bhe
conceived.” He furtier takes exception to the method of indicating
location, when he remarks: "7mt child is tiere that, coming to a
play and seeing Thebes written in great letters on an ¢ld door, dotha
berieve that it is lhebes?”

It might be argued that a great improvement took nlace
as the years went by and tne stagecrait became better nown. 3ut
the Zlizabetnan stage even at its best was w0t pictorial: the manager
did not depend upon scenic aseessories to create the proper atiwsphere,
and it is to be aumitted that in Shakespeare's plays as in all .ilhers
of that time, the imegination from within was ochiefly drawn upon to
meet the nsed.

A8 the imagination of tée audience played such a large part
in the pesrformance of Elizabethangélays, it had to be aroused and
assisted in some way. Hdaturally it became thne duty of the playwright
to give such assistance to the mind of the audience so that particular
scenes migat be visualized and the play be understood. It is practicsal ly
the congensus of opinion among critics of the Elizabetanan dramms that
the playwrignts in general, and especially Shakesuneare, proved them-
selves egual to the occasions Under the circumstances an effective
and appropriate way to remove the difficulty would be to indicate and
to describe through poetry the scenes that were to be visualized.

70 this very exnedient the drasmtists often resorted. Proel, iu his
"Shakespeare In the Theatre", ;age 6, says: "Shakesopeare himself con-

sidered 1t the business of the dramatist to describe the scemne, snd to



call the attention of the audience to vacn change in locaiity", and

ne quotes Collier as saying that "our old dramatists luxuriated in
aaséagea descristive of naturzl or artificiazl beauty + % + = pe
hangié?/on the stage made little preternsion to be anytning but covering
for the walls, and the notion of the slays renresented was taken from
what was written by the poet, not what was attemoted by the painter.”
Halliwell Phillips, also cuoted by Poel, thinks that "ithere can be no
doubt that Shakespeare, in the composition of most of his ..lays, could
not have contemplated the iatroduction of sceaic aseessories." e
goes on 0 say that "it is forturate that tals should nave beeun one of
the conditions of his work, £or otherwise maay a speech of power snd
beauty, many an effective situation would nave been lost." In nis

*A Literary History of the English People', Vol. I, J.J.dusaerand seems
t0 hold the same vlew, when he snys on page 475 that "the sane
necessities (namely, lack of scenery) caused aim (Shakespears) to uake
up for the deficiency of the scedpry by hin wonderful descriptions of
landsespes, castles, and wild :wors. All that poetry vould have been
lost aad ne had painted scensry at his dis»nosal." Collier thinxs tiaat
"we owe to the absence of »aluted canvas many of the flnest descriptive
passages in Shakespeare, nis cantemporaries, and {=mnediate followees.”
Poel remarks that mch that now seems superfiuous in the desoritive
passages (of Shakespeare) was needed to excite imagination", as the
"naked action was assisted by the noetry'. And the same in substance
is sald by Brander idatthews in :iis '"Shakespeare As a Playwright”, nages
36 and 37: "Sometimes 3hakesncere wishes »is audience %o viauaiize

a svecizal snot and then ne describes it picturesquely and forcibly » «

* » «in the drama of the 16th century the ooet nad to be uis own scene



painter. It is to the zbsence of scenery in the Elizabethan theatre
that we ruat asc¢éribs the superd deacrintions which delight us in
3hakesneare's plays."

It shall be our éndeavor %0 investigate in detall Shakespeare's
use of desorintive ~oetry zs a means of indicating scenery or imagined
stage settings, but the scope of this thesls will go somewhat beyond
Shakespesire, as we shall feel ourselves free t0 draw comparisons between
Shakespeara's work and that of other noted Elizabethan dramatists, '

The answer to the gquestloan iavolyes tU a cerialn extent the discussion
of descrintlive poetry in geancral as found in Shakespeare's worke The
textusl basis in the detziled discussion will bde the Student's Cambridge
Edition of "2he Coxplcte Jorke of VWilllam Shakespearse” by W.A.Neilson,
Profeszor of English at farvard Un¥versity, while textual references %o
Elizsbethan dramstists otrer than Shakespeare will be based on W.A.Nell=-
son's "The Chief Elizzbethan Draomatists”, except the Iwo Noble Kinamen,

which is to bhe found in Thayerts "The Best Ellzabethdn Playe."

In approaching the discussior of Shakespeare's use of des=-
ocriptive poetry as an indication of scanery, some treatment of desoriptive
poetry in general as found in Shakespeare'’s work seoms necessary. we
shall therefore give it our atteation first.

Even the casual reader of Shakespeare's works will notice the
great numbsr of figures of apeech desling with nature and the many nature
descriptions. Right at the outset 1t should be distinctly understood
that these figures of speech do not indicate stage scenery; it must algo

be noted that not a few of the beautiful nature desoristions save abso-



lutely nothing to do with the indication of scenery on the stage.

And in order to do away with the common fallzey ihet Shakespeare

wrote all his nature deseript iomns in order to remedy the barrenness

of the stage, it should be mentioned thst his non-dramatical works

abound in those figures of speeoh and descriptions of unature evea
ety

more than his plays. 1t is obvious that in the Yenus and Adonis, and

Luorece, Snakespeare could not have had the st:g'e in view. 1In these

figures of speech dealing with nzture snd tha nature descriotions,

Shakespesre rather showa a fondness and love of nature for its own sake

which is truly remarkable. His mind was healthy and vigorous, and what

could be more natural for the grown up mon who had spent at lesst

fifteen years in the woodlands and meadows of Warwickshire than to use

his knowledgel The remariable use of nature desoription must be

the result of Shakespesre’s boyhood surroundings. The setting 1s said

to be distinctly English, and some critios have even pointed out in the

writings the flowers common in Warwickshire.

It has been ever the delight of nature lovers to pick omt
the beautiful figures of apeaech desling with nature walch Shekespeare
uses. They sbound in Yenus snd gdonis, lucrece, and the Sonnets; the
early and lster plays also contain thems Only a few examples can be
quoted here, In lines 799-802 of Yenus snd Adonis, Adonis sayss

"Love conforteth like sunshine after rain,
But lust's effect is tempest after sunj

love's gentle suring doth always fresh remain,
Lust's winter comes ere summer hslf be done.”

And in The Rape of Luerece, 372, we have the figwres

"Look, as the fair and fierqy painted sun,



Rushing from forth a cloud, bereaves our sight;
Even so, the ocurtain drawn, his eyes begun
To wink, being blinded by a greater ligh ;"

and the 7., sonnet arfords a flne exampleo:

"Lo! in the orieant wnen the zZracious light
Lifts up his burning head, each under eye
Doth homsge 0 his new appearing sight,
Serving with looks als sacred majesty:s
And having climbed the steep~up heavenly hill,
Resembling strong youth in his middle age,
Tet mortsl locks zdore his beauty still,
Attending on his golden pllgrimage;

But when most highmost pitch, with weary ear,
Like feable age, he reeleth from the day,
The eyes, 'fore duteous, now converted are
From his low tract and look another way:
30 thou, thyself, out-zoing in the noon,
Inlook'd on diest, unless thou get a san."

Snakespeare's plays likewise furnish many illustrations.
In one of his earllest nlaye, 1 lenry VI, I, 133, we hzve the often

quoted;

"Glory is like a oircle in the water,
“hioh never ceaseth to enlarge itself
T11l by broad spresding it dlaperse to nought.
With Henry's death the English circle ends;
Dispersed =sre the glories it included.”

Beautiful is that figuwre appearing in Richard II, III, 3, 62 -

"See, see, Xing HRichard doth himself zppear,
As doth the blushing, discontended sun

From out the fiery portal of the east,

%hen he nercelves the anvious clouds are bent
70 dim his glory and to stain the track

0f nis bright passage to the occident.”

Felther did Sheoikespeare cease to use appropriate illustrations

from nature when his mind had become more mature. For in Henry V¥, I,1,



60 -- we iave the explanation of Henry's virtue im spite of his "veil

of wildness" in an analogy from nature:

"The strawberry grows underneath the nettle,
And wholesome bdetties tinrive and ripen beset
Helighbor'd by fruit of baser cuality."”

And note that splendid example in Troilus and Cressida, I, 3, 34 ~,

where Nestor tries to prove that "in the reproof of chance lles

the true proof of men.”

"s » a »« The 893 being smooth,

How meny snailow bauble boats dare sail

Upon her patient breast, making their way

#ith those of noblers bulk!

But let the ruffian 3oreas once enrage

The gentle Thetis, and anon benold

The strong ribbéd vark through liquid mountains ocut,
Bounding between the two moist elements,

Like Berseus' horse:; where's then the saugcy boat
Whose weak emtim’ber'd sides but even now
Co-radvall'd greatness? Either to the harbor fled,
Or made a toast for Neptune. ZEven so

Doth valour's siaow and valour's wawth divide

In storms of fortune; for in her ray and brigntness
The nsrd hath more annoyance by the breese

Than by the tiger; but when the splitting wind
dakes flexible the kmneaes 0f knotted oaks,

And flées fled under shade, why, tnen the thing of courage,
A8 roww'd with rage, with rage doth symoathize,

And with an accent tun'd in seifsame key -~

Retorts to chiding fortumne."

In Antony and Cleopatra, IV, 14, & -- Antony comperes himsaelf at some
@/&ngth t0 an ever changing cloud,

Even in his lateor works Shakespesre delighted in these figures of
speech dealing with nature., 3Belarius, in Cymbeline, 1lI, 3, 60 ~~ desoribves
his former hapny state and sudden misfortune:

e » » » » » Then was I 8 tree
Whose boughs did bend with fruit; dut in one night



A storm or robbery, call it what you will,
3hook down my wpellow hangings, nay my leaves,
And left me bare to weather."

With that beautiful simile in the Tempest, IV, 1, 148 --, we close:

"e o & & 2 «2 =2 & « +» » Thass our sctors,
A8 I foretold you, werse all spirits, and

Are melted into air, into thin air.

And, liks the baseless fabric of this vision,
?he cloud-capp'd towers, the gorgeous palaces,
The solemn temples, the great plobe itself,
Yea 811 whiea it inherit, shall dlesolve

And, like this in substantisl - ageant faded,
Leave not a rack behind."

However, in order to indicate that other Elizabethan dramatists
alsc made use of figures of soeech dealing with nature, we snall cite a

few instances. Lyly, in his Zndymion, 1I, 3, 126, has a fine sinmile.

dnssinger uses thea, tuoukh at times they become conceits. John Webster,
in ais Duchess of ~alfi, I, 1, 52 -~ says of the Cardinal amni the Duke:

"ie and his brotrer are like wlumtrees that grow crooked over standing
pools; they are rica and o'erladen witia fruit, dbut none hut crows, pies
and caterpiiiars fecd on them.” %S close our citstions with the beantiful
metannor found in Jeaumond and Fietcher's hilaster, V, 3, 26 --, where
Bellario telis the xing of the love of Philast¥ and the king's daughter

arcthusas

s = s » » 5 % s Theae two fair cedar branches,
2ae nodlest of the mountains where they grew,
Stratgatest and tal lest, under whose still shades
{ue wortaeir beasts nave mde their lairs, and aslept
Froe from tne fervour of the Sirilan star
And tne tell thunder stroke. free from the clouds
when thoy were big with numours, and deliver'd
in thousand spouts thneir issues to the earth;

0 tnere was nohe but silent quiat there!l
Till never-picased fortune shot up shrubs,

Base underbrambles, to divorce these branches;

ind for a while they did so, and did reign



Over the mountain, and cnoke up his beauty

With brakes, rude thorns and tnistles, tiil tne sun
Scorcht tnem even Lo (ne roots snd dried them there.
and now a gentle gale iath blown again,

That made these branche: moot and twine together,
Zever to be divdded.”

Trere can be nr Jdowel shal ouch flgures of spcech exclte
oo imsgination and bricg leflnite idcas hefore our mind. If it
were otherwise, ti2y "ould zot be understicvd. DBut trey certainly
do uot reror t¢ La fnagined sotill; on tas siogs,

Seseriztiosne of aature not referring 10 2a imagined
sotting on the stoge nnd tne mentioznizng of sast events likewies out
bhofors our eyes the abjeoets deseridbede Dhls deseriptivs narvativeg
as we would call it, tends %o eatablish loglcal sequenceg and gives
greaéer provobiisty to parta of the »lsye 3ut it does not iundieate
an inzgined setting 22 Sac stage. July in isoisted cosec, as for
iastance ian As You Like I, it 1s 2 help in creating the sroper dte
mosphere. Hovever, songtizes an object or a setilng not supposed $o
be on the stage at thst time is described, which objects or setting
aftervards is to b»e ima;dined on the stage and tasn references gre

~

made to it. This description in adyvance of the inmagined stage setting,
as {t may be calle¢, ocours for instance in 4 Jidsurmer Nizht's Dream
in the advinced deseription of Yitania's bower by CUberon in II, 1, 249.
But this advanced <degcrintion as also the indirect demoristion ze an
aid of bringing about the proper atmosphere is the exception, not the
rule. The very fact that Shakespears so liberally uses descriptive
poetry in hils poems goes $0 show nhow absured it is to maintain that

all deseripntive poetry refers to imsgimed settings on the stage. And

from the plays many examples of this s0 called indirect description



could be citede we sunall note oniy a few .

In Antony gnd Clegustrs, 1I, 2, 196 -~Enobarbus describes
in detail how Cleopatra with her barge of state ascended the river
Chydnus and met Antony for the first time. The description is
masterly. In Cymbeline, 1V, 4, FPachimo describes to Philario and
Postjumous, huspand of lmogen, tha_Laifer's bedchamber. The des-
crinption is rather dotuiled. Cbriel describes in the {empest, I, 2,
195 -~ ais work on tae king's salp, ana franciasco tells us In 1II, 2,
114, of Ferdilnand's experience waicn tae snip stranded:

"I saw hilm Deatl the surges under nim,

And ride uwpon their backs. He trod the water,

Whose eumity e flung aside, and breasted

The surge most swoln that met hims His bold head,

'50ve the coatentioms weves he xept, end oared

dimself with .13 zood arms in lusty stroke

To the saore, that o'er hieg, wave-wora basis bowed,

A8 astooping to rosleve aime I do w0t doubt

& came allve to lsnd."
In the iijdsummer Hight's Ireazs, 1I, 1, Pitania wgives a igood description
of the inverted sessonsy as a contrast may serve the description of
Delphos by Cleomenes in Yinter's Tale, III, 1, Uhakespeare scexs 10
be fond of telling us about the wanderinge of & lover in solitude, as

in Romeo snd Juiiet, where tie heauliful nature descristion is zlso

noteworthy. Inl, 1, 125 ~- 3envolig says:

e

“Ladam, ald LJaCur vefovrv fhe worsidpp'd suu
Peer'd fortn the golden window of the east,
4 troudled mind Grove me t0 wals abroad;
Wharce, unde:ncath the grove ayoamora,

That westward rooteti irva the city's sidey
50 early walxln J4id 1 see your son;

Towura 2im I wdée, byl 2 wac ware of ne
And stole into the covert of thexwood."



And sontague rejoins:

"éany a morning hatn 28 there been seen,

“ith tears augmenting tne fresn morning's dew,
Adding to clouds more ciouds with his deep sigﬁs;
But all 80 soon as the all cheering sun

Shouid in the fartnest east begin to draw

The shsdy curtains from surora's bed,

Away (rom light steals hiome my leavy son,

And orivate in ais choaber pens himseldfl,

Shuta uy nis windows, locks iair dayiizht out
and maxes ddmeelf an sartificial night.”

4 vasily gloozier picture iv ut before us in jyuiet, where the

death of Ophella is told in iV, 7, 165 =-:

"Jueen. Thers is a willow gzrows asiant a brook
Dhat snows nis hoar leaves in the glassy stream.
Trere with tentastic garlande did she coae.
& B &£ M & ¥ B K K T ¥ & & ¥ X & & & ¥ & ¥ %k
Tnere, on the cendent boughs nép coronet weeds
Clambericg to heng, an envious siiver broke,
when down her weedy troonles and nerself
Fell 1ln the weening brook. Ier ciothes soread wide,
4nd, mermaid-lixe, A while they bore her up.
a2 8 % @ %X & R & & 8 % x X K & = & & p b & &
Dill taat er sarments, heavy witn tnelr drink,
full’d the poor wretch froa her .aedddious lay ~
Lo muddy desth. M

In the Lwo tentlemon of Verona, III, we are told minutely at dirferent

times how Valentiane intends t¢ sczle the wall to 3ilvia's window and

elope with her. The olan, nowever, is betrayed and fruatrated by

the false I’rotems. A case in some ways similar we aave in jluch Ado

About Hothing, w:ere Don John witn the aelvp of ais friemds and .argaret
proposed

makes Claudia beiieve that liero is unfaithful to hime .8 plan is $edd

by Boarchio in II, 2, 40 --; and in III, 2, 135 -- Claudia is told

trhat e suall have proor of Hero's unfaithftlnesse 76 sCene is not

acted, but in IiI, 3, 156 3orachio teils Comrade t.at the plan oas been



carried out, Claudio nimself tells just before the proposed marriage
ceremongua;vcnnron in IV, 1, 84 what ne knows/and asks:
"Fhat men was he talx'd wita yom yesternight
Out at your wmindow betwixt twalve and one?"
and 90 -~ Dong Fedro affirme it, giving additional details.

A peculiar example of dssoription wnicn does not refer t0 an
imazined stags setting is fouad in Ling lLear, in the famous descristion
of Pover Cliff. Shasespeare intends to create an illusion in the
blind Cloucerster, and at the saze time, tiough incidentally , e also
puts vividly betore the audience the describved ovject, the description
itself heing sxcellent. Gloucester, in IV, 1, 76 =~ tells abou

the cliffss

*Tyera is a cliff, whoee aigh end bending nesd
Looks fearfuily in the conrfined deep,

Bring me but to the very brim of it,

And I'1ll renalr the misery taou dosst. bear
Fith something rich about me.”

In IV, 6, Gloucester agsiks: "i¥hen shall I come to the top of that same

hili?" "You do cllmb us now; look how we iabow,” nis son answers.

: .. \ 24
Gloucenter; “Metninks the ground is sven."  But Gloucester of course

does not nesr it. 3ut than Hdgar gives hia realistic description which

revoves every doubt of the blind man as t¢ the places

"Come on, zir, here's the clace; atand atill. How fearful
And dizzy it is, t0 oast one's eyes 80 lowl

The crows and houchs that wirg the midway air

Jhow scarce 80 gross as beetles. ialf way down

ilangs one that sathers saophire, dresdful tradel
Hethiniks e seems no biger than als head.

The fiahermen, that w«alk unon the beach,

Appear like mice; and yond tail ancaoring bark,
Diminienh'd to her cook; Mer cock, a buoy



Almost too smal. for sight. The nurmuring surge,
That on the unnumber'd idle pebbles cnafes,
Cannot be :mard s0 aighe I'll look no more,
reat my brain turn, and the deficienv sight
Topnle down headlonge® "You are now within
a foct of thne axtreme verge. Jor all beammatn tue moon would
I not lea: upright.”
Wwhen Gloucester naa thro.n iuself forward, Edugar stiil tries to con-
tinue the {llasione i coucerns nlmself witn Lie man as one wnose
grecxt 21l shoald .ave xilied alm:
YHad'at taoul been sught but susvawere, featners, alr,
S0 mmny fatioss down vreciositating,
Thou o8t shiver'd llie an ugyl; dut Laow doest breavhe;
Tast 10avy substange; bleed'st not; soeakst; art sound.
Ten nusts at eacn make not the altitude
vviaich thou nast rerpendicularly feil.
Thy .ife’s z miracise. upeak yeol agzaig."
And when (loveeater asxs wrether he .as failen or a0t, Zdgar assupres
“im:
“From the dread summit 0f this ciasiky bourn,
Losk up a - heignt; the sariil gorg'd iark so far
Cannot be sewn or nexrds. L0 but look up."
And then, to mnke the decention complets, Lo asks: "lipon the crown '0

the eliff, ﬁ?&t thing was that whnioh parted from jyou?" lie- himself

n
from helow’ thougat 4% was some fiend.

These examples, wnic.: could be multiplied almost lndefinitely,
tend to prove cur zusertion tnat many descriptive passages in Shakew
speare do not indiocate sn imagined setting.

The Lllzabebhan stuge with lis zbeence vf soenery was roegarded
by players and sudlence allke aa acutral ground. ia order {0 .ave the

audience understand that tne action took place at a specific locaiity



or under definite circumstances, some indication of it either on the
JA8ge or in the play itself becane necessary. Jometines properties on
the atage mpght suffice for indication, but more often a word or
spesch in the play itself would he used to give the necessary infore
mation. For the success of the slay was dejendent uson ths Lact
that the audionce 3hould be sble to foilow the action without diffi-
culty. It #1111 bé found that Yhakes)yeare was rataer careful 1a this
particular resgeot, Saveral taiings sikew$o yrove ite Sémetimes
the entrance of a character wouid indlcata tiat a chaage in the
imagined setiing 1ad taken nlace; 50 for instance, Cgesar's entirance
in 2 nightgowa in II of Jullus Joesar, Jow snd taen the location
and satting 6f a sarticulsr scene 1s indicated by a chorus, and then
of course. in advance. At other times the onexing statement of an
actor informs us what location and setting the stage is t0 represent.
Again the indication is furnisned by a skilful dislogus, 8o that the
getting immedlataly suggests itself, dut zow and then we become only
grasually awars af the locality and setting es the dialozmne progresses
and nints are dropped. Casednlso occur whiere not the slightest hint
as to the particular setting is given. Although sombéizes sign boards
and a symbolic setting would gives the neceszary mfermtion/as
already remarked, more often Shakespeare brought before the =mind of
the audience the Harticular stage gsetiing thuough the sheer force of
poetry, and while tiec practically bare stuge was before the zudience,
ocredisad an iiluasion regarding a sarticular asetting,
Shakespearc evidently was not in favor of the grude symbolic

symbotie setiing as adopted by amateur performars. At least he ridicules



Bottom and his company on account of their crude metiwds in repre-
senting the play of Pyram’ﬁa and Tnisbe before the court in 4 Mldsummer
Higut's Dream. The device of symbolical setting used by the "rude
mechanicalas” must :18ve seewed too crude to 3hakespeare, he being in
favor of ore:enting a »iay in z more skilful mamner. Though Shakespeare's
art is ia many wuys of thne saze xind ss that of the amateur performers,
it ia Tar removed irom ii in derree. 3nhakes>eare is nardly guilty of
artless and crude representntion. +«nen, for instance, the amateur
performers intend to creats the illusion of nignt, Pyramus aimply
exclaima:

YO grim lock'd night! O nignt with me so black.’

U nignt, which eger art wnen day is not!
0 nizht, o nigntl”

duch more skilfulily does Chakespeare create the illusion of night in
A ¥idpummer Hight's Dremm. The comuarison of Helena's speech just
bet‘oré ahe iles dovm to slespn in 111, 2, 431 -- will suffice. I‘t is
true, while the wmnteur nerformers mske zreat demands upon enyr imagine
ation, Shakesveare alsc does, extecting us to 'pieee out the irnper=-
feations of his plays with our thoughtsd But tne orude method is
rarely thers. someoae nipht poizt to lericles, III, 1, to argue tae
opposite. Gowmed, w70 1s eun-loyed as caorus, tells his aundienmne;
]
"In your imaginliation 20ld

tnis stege the ship, uoron whose deck
The .sea-tost “ericles appears to speak."

And imnediately Pericles aspears with hiss

“fhou God of this greast vast, rebuke the surges,
Which wasd¥oth nheaven and hell; and thou timt ast
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Upon the winds command, bind them in brass,

Having oalled them from the deep! O atill

Thy deafening, dreadful timnders; gently quensh

The nimble, sulphurous flashesi"
But then, if Shakespeare really wrote this, wiich many coritice doubt,
the exceptlion can never overthrow the rule.

The chorus employed by Shakespesare is of course an expedient,
practically an adamission that he is not able to convey a correct
fmpression of the whole without the help of an sxtranecus agent knitting
the parts of the play together. He seems to have felt that the locations
and imagined stage settinga were not adeguately conveyed to the mind
of the audience through indicaticns in the action itself, The plays
of Pericles and Henry Y come into consideration here. Zhe ohorus in
Henry VIII as well as in Jomeo and Juliet is negligible.

In Perjcles, Goidé% is badly nesded to indicate the locality
and setting of an ever changing action, theredy binding together to
& semblance of unity the not very harmonicus elements of the play, Oms
own imegination i8 of cou-se the all-important factor. And Gonesl
aidsus in telling at differeat times wierc the scene is supposed to be.
The indicotion of Poricles on the storm-tost sea im Aot III has already
been noted. In Iv, 4, 48, Gooe¢ tellsus:

“e ¢ % v s s s s ¢ 2 s0ur soene must play
His daoghter's woe and heavy well-a-day
In ner unholy service. Patience, then,
And think you now sre all in iytilene."
In the prologuclto Act ¥, we are informed about Pericles: "On this
coast supposse him now at aucnoO¥e « » » ¢« Of heavy Pericles think tiois
his barx.™ \And in V, 3, Gomed tells the audience: "iAt Ephesus the

temple see, our king snd all his company.“
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The use of the chorus in Henvy Y 1s eapecially Mtereaging
as it shows that Shakespeare Mtolt the shortoomings of
his theatre. The audience is szasked to'piece out the imperfection with
their thoughts,' as the action and setting cannot de portrayed ade-
guately on the stage. The scenes must be imagined by the szudience,

and the chorus gives definite suggestions for that. In ict Il, we are

tolds

"The scsne is now transported, gentles, to gouth Kampton.
There is the »layhouse now, there must you set,

S % 4 5 % 8 s % e 8 %G LN EEESE NS
But, till the king coms forth, and not till then,
Unto Southhampton do we shift our scene.”

Somstimes oven the setting to be imagined is clearly given, as in

Act 1IIs
"work, work your thoughts, and tisrein see a siege;
Behold the ordmance on their carrisges,
With fatal mouths gaping on girded Harfleug."

The indications by the chorus in Aot IV are especially specific.

We shall now procesd to treat more in detall Shakespeare's
method of brianging about illusions regarding stage effects, the dis-
aussion to be grouped about topics, the first to be treated bheing that
desling with light.

In the public theaters at Shakespeare's time the plays were
usually glven during the afternoon. A4is¢ the yard was not roofed in,
the performance took place in broad daylight. HNo particular problem
was t0 de solved by the playwright or stage manager when the time in
a particular sqcene was s upposed to be day. A simple refereuce %o
the hour of the day would suffice, and mot conflict with the daylight

in the theatre. Aind we find that there are many such references in



Shakespeare, But a problem, which was somewhat complicated, presented
itself, when a sunset, anight, morning, and a sunrise had to be put
pefors the andience. Under the prevailing stage conditions these

or essentislly the same effects could not well be produced artiﬂc/zfal ly.
And they were not. Expedients nad to be rcsorted to. These were
eitner mterial, such as tae use 0f torches on the stage for indicating
night, or references and descriptions in the plsy itself., Ais in the
case of the torches gtenerally both the material object and the
reference or description were employed. In some other cases only a
reference or poetic description could be used. The detailed dis-
cussion will indicate what method was used under particular circume
atances,

Pirst as to sunset, They are few and regularly indicated
by descriptive poetry. 30 in The Tvo Gentlemen of Yerons, Vi 1, where
Eglamour says:

"The sun begins to gild the western sky,

And it is about the very hour

That Silvia, at Friar Patrick's cell, should meet me.™
0f the other two examples found, one is in King John, V,4, the wounded
delun aspeaking about

"« « = s + s » This night, whose bleck contagious breath

Already smokes about the burning crest
Of the old, feecble, and day-wearied sum,"

and the other in 2rollus and Cressida, V, 8, in the words of Acailles:

“Lookx, Heotor, how the esun begins to set,
Sow ugly night comes breathing at his heels.®

Much more common are the reforences tc night. The effeot is
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brought/ia different ways; often, at least in the more noted des-
oriptions, several factors enter in. Each method will Dde noted, the
most prominent examples being oited and others mentioned.

First as to the material methods used. In order to indicate
night, very often torches were brought on the stage. The stage directions
mention it and some references is the plays to them also demand it.

dringing in of the torches or iights coupled with the refereunces
to them would i-mediately oonvey to the audience that the particular
seene took vlase during the nighte Often the torch alone would
suffige. S0 in Aighard JI , V,3s,; when Richard says: “The lights
bdurn blue,” the additional “It is now dead midnight,” is only neceded
%0 f£ix the exact hour, The reforences to torches is extrexely common.
‘We bhave them in Romeg and Juyliet at different places, The most notee
worthy are in Aet IV, scene 3, In the churchyard scene Paris tells
his pages “Give me thy torch, boy. » = sY¥et, put it out, for I would
Rot be sesn."” 4And when he is made sware that somebody a_ppx;;chcs. ne
axolaimss "What, with a torchi” The Friar, in seeing a light, asks: ’Wﬁg/{g
*What torch 1s yond, that vainly lends his light to grubs snd eyeless ~
‘skulls! 4s I discern, it burneth in the Bapels' monument.” And the
page indicates toc the watch the place of disturbance by : "This is
the place where the torch doth burn." i;xamplea from other plays could
be sduced. We have for lnstance the torchbearers, and the referonces
10 people advancing with torches. "Tacers” and "lights” are mentioned
in different plays. In Caesar. II, 1, Lucius is told to put a togae
'4n Brutus' study. In the quarrel scene, IV,3, Brutus proposes: "Now
i_alt in close about this taper nere,* and afterwards remarks that the

r‘n“ ,
"taper buras 111*, In Imogen's bedroom, in Cymwbeline, a taper burns at



night. "Lights" are often referred to in the plays. 4 "light" burns in
the bedroom of Desdémona in Qthellg, and in the street scene in Qthello
where the murderous assault iz made upon Cassio, Iago advances with a
"light". A light plays an izportant part in Banquo's murder,
Kacbeth, 1I1I, 3. "Give us a light there, hol" Banquo calls ovut.
Then the m/\murderar wita nis: "A light, a iight!? makes BZanguo's approach
known. Afterwards the third murderer sngrily asks: "Who did strike out
the light?" to which the second murderer vehemently retorts: "Was
't not the way?" Lady Macbeth walks with a "light" in her hand in .
Macbeth ¥V, l. Somatimes/as iv Hamlet, III, 2, 2560, there is a clamoring
for lights. in The Herchant of Venjice a candle is wentimned. Whea
fortis and Herisasa approach the house, Portia remskkss
*That light we see 18 burning in my hall,
dow far that little candle tarows his beams!"

To this Herissa renlies: "When the moon shons, we did not see the
candle.”

In the examples guoted, we have a combination of the material
mcthod and the mentlion of the object in the play itself.,

The striking of the clock, which was audidble to the audience,
shows also the material method of producing the illusion as to night.
But while the torches would indicate night vnly in genersl, thé striking
of na;;l:zl*clock would give the exact hour, BExamples of the striking
of the clock are found in aseveral of the plays. Fidlstaff, in The Merry
Wives of Hindsor, V, 5, says: "The Windsor bell hath struck twelve."
In Hamlet, I, 1, Bernado relieves Francisco at thne striking of twelve
ofclock. ‘hen in scene 4, .amlet asks what hour it 1s and Horatlo thinks

\
it st11l1'lacks of twelve," f.«'.arcolﬂ’gzs corrects aim by sayingi "No.: Itids
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struck,” to which _:‘ioratio in surprise replies: "Indeedf I heard it

nnt," In denry vili, Vv, 1, Gardiner asks: "It's one o'closk, boy,

4g 't pot?" to which the page answerss "It rhath struck." Here again
the mater.ci methcd and ({ae desorﬂ.ption are coanbined to produce the

sffect.

26 alsc when one a .pears in a night gown, &s Caesar in
duiine Cagesr, also, as in Cae .’;\){Iﬁcim, at the command of his
naster, brings the night gown, and as in Othello, Fmilia puts“the
nightly wearing” of Jesdemona into her bedroom. 3ed# would oreate the
pane atowsphere, waien (aey are mentioned in connection with the golng
to sleep,

Anotner example of iandicating night by a material method is
that by gesture. It is used a grcat deal. People camnot see dlatinctly,
ir the night ’and therefore depend upon hearing and listening in order
to detect persons and objects. The stiilness ol the night 1s 3 prew-
requisite for the successful deteation. 30 in the Yerchant of Venige,
Y, 4, the "footing of a man" is meard in the "sllence of the night."
In Xagbeth, the firs: murderer “hears" the horses of janguo and Fleance
coming. Paris, in Homeo gpd Juljet, takes sdvantage of the loose
grave-yard and the yulet anight, when he bids his pages

"Under yond yew~tirees lay thee all along,
Holdliny thine ear close to the hollow ground;
S0 shall no foot upon the churonyard tread,
Being loose, infirm, with diggiag up of graves,
But thou shalt hear it,.,"
S0 during the night, unable to distinguish objects, the asking of the

name of a person coming would be addeds So in 3omeo and Juldet, and



also the challenge of the sentinels in Hamlet. Night matural 1y puts
obstructions into the way of a welking person. And so Lysander, in
A Midsumver Niant's Dream, says: "Fallen am I in a dark uneven way,
and here will rest s. Come, thou gentle day." And in V, 3, of 3omeo
and Juliet, Friar Laﬁ@nce exclaims: "How oft to-night have my feet
stumbled at ravesd" The going to bed and lylng down in order to sleep
in connsction with a refcrence tofnight would als0 be an employnent
of the materinl method. Zo wolld the appearance of a ghoste

But the cmployment of a2 material obJject either alone or in
connection with poetic dssoription was not always feasible. 50 desw
criptive poetry salone nad to be made use of in order to produce the
praper offect. And these references arg ieazst as numerous as those to
matorial objeocts actualily on the stage,

Sometimes the use of lights and topches in a nightscene might
be inappropriate and under tho circumastances praoticaily impossible.
Then some other expedient had to be found. It wvuld be easy to refer to
the moon and stars, and the audience would at once immgine the proper
setting, 8o Lysander tells Hdelena, in A sidsumray Hight's Dresm, that
his flight witn Hermlia «ill take .lace "tomorrow night, whea “hoebe doth
behold Her silvery visage in the watery glasu/ﬁacking with liquid pearl
the bladed grass.” Aithough this remark is prelim:inary, it serves to
prepare the audience‘for the nighcscenes. Aund @ Aldsummer Hizht's
Bream is full of references to heavenly bodies shiuing at night. '"The
moon methinks looks with 8 watery eye,” Titania says in III, 1, 203,
The stars are mentioned several times. Lysandfd in III, 2, refers to "all
yon fiery ces and eyes of night." Oberon talks about the "atarry welkin".

In the last act of the ferchant of Vemige,"the moon shines bright”, and
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sgweet tne moonlight sleeps uocon this bank," and "the floor of neaven
ts thiockx inlaid with vatines of drignht gold." 48 in this scene we nave
*yonder moon" nmentioned, so in Henry V, the'gaszing moon". in jloneo
wo-td_
and Juliet, II, 2, the use of torches mst bhterfere with lhe 1ove-ma‘dng/
80 Romeo mentions the moon as "already sick and -ale witha grief”, "her
vestal livery is sick and green," and ne also refers to 'yonder blessed
Al

moon that tips with silver all these fruit tree tops.” Brutus, in
Aulius Cessar, II, 1, mentions the "progress of the stars." In Jamlet, I,
a star is siuvgled out, &8 when we are informed:

“Last night of all

¥hen yond same star that's weatward from thoe pole,

Had made :is course to l.ilumiaste that part of aeaven

¥heére now it Hurns s « + « & &« + &« n

e .

The exact time of night is also reckoned byﬂsetting of the moon. 5So
Banquo asks in xagheth, Il:

“"How is the night, boy?"

"Flemnce: The moon ia downy I have not heard the clocks
»3anqguo. And she goes down at twelve,
Fleance. I take 't, 't is liater, sir.”
With night are assoclated the effects of it, 23 dew and cold,

These are mentioned in the dialogtie. So in 4 Midsummer Hight's Dream
the dew i3 spoken ofs Ricnmond, in Richard 111, V, 3, urgues: "Into my

tont; the dew is raw and cold", and in Antony and Cleopatra, 1V, 3, a

: czrored
soldier complains of the ™ Adamp of night." Qoldness is slso
mentinned. In the opening scene of ijamlet, the sentinel, Francisco,

remarks; "'Tis better cold.” The next night when Hamlet watches on the
platform for the coming of the ghost, the same coldness prevails, for he

tells Horatio, I, 4: "The air bites shrewdly; it is very cold,” to which



Horatio replies: "It is 2 nlpping and an vager air.”

At least axin to this in one reaspect are the simple dese
gristions of night, w;mre not sxeﬁom animals especinlly active at
night are associated wita it. Ilere and there night is also apostro-
phized, as for imstance in A lijdsummer Hight's Drean, I1l, 2, 4%, by
Helena:

*0 weary night, o long and tedious night,
Abats tihy hours.”
An exarmple of & description of night wihere antmsls active at night

are mentioned is furnished by L] HJenry V], where in IV, 1, the "dis-
golored share” of Kent is brought before us, The licutenant declaims:
"The gaudy, blabbing, and remorseful day
Is crept into the bosom of the sea;
And now land howling wolves arouse the Jades
‘Thet drag the tragic melancholy night;
Tho wifh their drowsy, slow, and flagging wings

Clip dead men's graves, and from tiie misty Jjaws
reathe foul cougagious darkness in the air,"

In A Midsummer Night's Diesm, II, 2, ¥itania bids some of aer fairies
to "keep back the clamorous owl that nightly hoots and wonders at our
quatnt spirits." The night-tapers, she says, shouid be lighted "at
the fiery glow worm's eyes,™ In Cymbeline, refersnce is made to the ™
““ginging of 'cricmtn" .

The simplest, though not the wst effective way of inciceting
night ie the repetition of words like "night", "this night*, "Bark
night,® "“gzood night", and simlilar phrases. 3ut thnis mdde of indicating
night seldom occurs alone, being genersl 1y linked with other factors,
b&wnéused as a support of the other indications. It is nearly slways

found in the different night scones,
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Regarding the different stages of night, it should be said
that these are indicated in different ways. Aside from the mentioning
of sunset and the simple statement such as: "The vaporous night
approaches,” the approach of night is indicated by lingering light

and the preparation man and animals sre making for the night. So

facheth, in the play Magbeth, ssys in III, 2:

"x & x = & = » Light thickena,and the crow

Makes winga to the rooky wood.

Good things of day begin to drkoop and drowse,

While night's black agents to their prey do rouse.”

Phen the first murderer in the next scene rsmarksct

"The west yet glimmers with some stresks of day,
How spurs the lated traveller apace
To gain the timely inn."

The advancing of anight 18 generally indicated by the striki.g
of a clock or a reference to that faot. The Herry Wives of {indsor
furnishes examples in the last =act, se do II Henry VI, Hamlet, and
.ﬂgggx_E;;?. But sometimes reference is made to the position of a
particular star, as for instance in i iet, I, 1.

It must not be supposed that in the creation of night scenes
88 a rule only one factor is used, for such 1s not the casse. Generally
two or even more enter in, Take for instance Banguo's murder in Jacbeth.
Macbeth mentions the crow's going to rest and the'night's black agents
rousings The first murderer r«fers to the lingering light and the
belated traveller. Then there is the sound of horses, and & "light" 1s
mentioned several times. A combination of these factors is very

.,

effective, and many a scene is zeavy with the“atmosphere of night. Take
\-,



\
Julins Csesar, Act 1I, ascene 1, 3Brutus is in his garden. "I cammot

by the progresas of the stars Glve guess how near to day,” he says,
and then calls Luciuse I wishes 1t were hiés "fault to sleep so soundly."”
We wnow imrediately that it is night. Lucius is told: "Get me
a tazer in my study." Soon Lucius returns and reports: "The taper
burneth in your clcset, sir." "Get thoe to bed agein; it is not day,"
the boy is told. Wnile Luclus derarts, Brutus reads the letter Lucius
hes found, for "the exhzlations whizzing in the alr Give so mucn ligzht
that I may read by them.'" Then the coming of the coaspirators is
renorted, "taeir faces buried in their clocks,” so that Brutus exclainms:
Q) conaniraey, sham'at thou to show thy dangerous brow by nighti™ hen
Caenius enters, he remarxs: "I think we are tco bold upon your rest."
But Brutus says: "I have been up this hour, awake all night." It is
after midnight, for Casaizs sz2id so just before ne and Casca started to
interview Srutus., Yow 3rutus and Cassius step to one side in order to
sveak orivetely, and the other2 engage in the following conversation:
"Dec. Here lies the east; doth not the day break here?
Casca. No.
Clana. O, pardon, sir, it doth; and yom grey lines
That fret the clouds are mescengers of day.
Casca. You shall confeas that you are both decelvdd,
Here, as 1 point tue sword, the sua arises
vhich is a great way growing on the acuth,
Veighing the youthful season of the year.
Some two months hence up higher towgrd the north
He first present RWhis fire; and the high east
3tands, as the Cauitol, directly here.”
Brutus rejects the idea of swearing an oath, for it that should be
necessary, then “every man nence to his 1dle bed." Afterwards, during
their discussion, the clock begins to strike, and Brutus says:

, "Peaced Count the clock.”
/ Cassius. The clock hath striken three.



Trib, It is time to part."
When the comspirators ave departed, 3rutus calls:

*Boy! XLucilus! Past asleep? 1t is no matter;
gnjoy the noney - heavy cdew of slumber."
And then Porfla enters, asking why he a8 stolon from her bed,
With the night scenes are generally associnted those in waich
the illusions of dawn, morning, and sunrise sre created. Hot seldom
the night shades in:f?he morning.
The material method 1s emnlo/ed to some extent in creating
e Al
the illusions of dawn and morning. So in 3uch Ado ibout No ning, V, 3’A the
putting out of torcqaes. Another example is the striking of ths clock,
now and thon associated with the orowing of the cock, which crowing aight
not nave been gudidle. In Richard 11I, Vv, 3, we are told:
"+ x v » » » = » = The village cock
Hath thrice done salutation to the rorntne.”
When Iichard ssks for the exact time, somebody 2sys: "Upon the stroke
of four." A aimilar case is found in Beméo and Juliet, where Capulet
in IV, 4, exhorts: "Come, stir, atir, stir! the second cock hath crowed,"
He slso msikes the statement that "the ourfew beil 1ath rumg." In Julius
Qaesar, 11, i, waen the consirators are assembled, the cloek beings to
atrixe,
"Brutus. Peace! count the clooke
Cassius. The cloeck hath stricken tiaree.
Treb. '?is time t0 part.”
W¥hen lachime, in Cmbeligé, visits Imogen's bedphamber and the cloeck

strikes three, he himself counting each stroke, ne thinks it time to



nide nimself again in the trunk, as the morning approacnes.
The larx is somstimes mamed ss a token of morninge So in

Boweo snd Jullet, III, 5, where Jullat, after denying several tlmes
the approach of mrf;;ﬂ;t laat confoespess

"I+ is the lark that ulings so ouy 0f tune,

Straining harsh discords snd unpleasing siarps."
In A Eidsummer Hight's Dream, IV, 1, dobin Goodfellow tells that he nears

_LarR .

the "morningAeeck." And Cressida, in Iroilus gnd Cressida, IV, 2, makes
the remark that the "busy day, wak'd by the ilerk, nath rous'd the ribald
orows." Cloten, in Cymbeline, II, 3, in the song of the musician’s
before Imogen's chamber, brings in another cleoment:

#1arx, hark! the lark at isaven's gate sings,

And “hoebus gins arilse

Hisg steadgl to water at those springs

On chol¥i¢d flowers that lles;

and winking Uarydouds vegin

To ove their golden eyea,"

Winor deXiess sre used now and tnen to brmlg about the illusion

of morning. A iidsumcer iight's iream, III, 2, nakes the statement

that "yonder shines iurora's »arblager.” Dew is said to be a sign of
morning in both Titus Andronigus and Richard 111. 7The glowwora, p;;g ais
ineffeotual fire, 1s sentioned by the ghost in iasmlet as tae uemnrness of
the matin. Troilus says that the "morn is cold," in IV, &, of Zroilug
And Cressida, while ortia in Julius Caesar calls the ealy worning “cold"
and "raw"., It ia in Huch Ado About lNothing that sever:l factors enter
in in order that morning may bhe pointed out effecctively. It is Dom
Pedro's statement in V, 33

*Good morrow, masters; put your torches out.

Thy wolves have nrey'd, and look, the gentle day,

Before the wheels of Fhoebus, rcound about
Davples the drowsy east with gpots of zray.”



Several things should be moted here. Not only is the putd ng out of
the torches mentioned, but the salutation "good morrowl’ is used.
!hil and similar salutations o eur many 2 time in Shakespeare's plays
in order to indieste morninr, Very orten surprise at the early rising
{s ahown. Don Pedro elseo »o0ints out to tzne o:bers the signs of morning
in the sky. This’aside from the use of;/;;].utation. is8 the usual way of
indicating moring. ieny of the descripstions are truly beautiful.
Zhey refer to the' aifferent stages of xivancing morning.
Richard III, V, 3, 85 == refers to the very earfy dawms
"s « 8 2+ » » » » Tne silent hours steal on
And flaky darkness broaks within the east.®

The following quotation from Jogeg and Juliet, 11l, 3, shows the moraing

more advanced:

"The gray d morn smiles on the frowning nignt,
chequ'ring the eastern clouds witn stresks of light,
Ani flecked darkness like s drunkard reels,
From fortn day's path snd Pitan's fiery wheels."
The splendid description in seene 5 shows about the same advauce of
moraing. Horatio's exclamation in iHamlet, I, 1, 165 -
"But, look, the morn, in russet mentle alad,
Walxs o'ar the dew of you high eastern nill,”
brings hardly saything new.
An advanced stage of morning is shown whsn sunrises are mel-

ticned . There 1s one in III Henry ¥I, II, 1, 21 -

"See how the morning opes her . olden gutes
And takes her fareweil of the glorious sun."

dside from the remark of Urddans berore the battle of Azincourt, "The



sun doth gild on® armour,” there is the ill-forbodiug sunrise in
1 Henry Vi, V, 1, where also the wind plays a parts
"How bloodily the sun begins to peer
Above yon busky hille The day looks pale
it hig dlatemmerature = = = s 3 + % sss =
** %233 x 02 x c* the southern wind
Zecth rlay the trumpet Lo his purposes
And by his phllow whistling in the leaves
Foretells 2 tempest and a blust'ring day."

The dilfferent stages of norning asre sometines iandicated in
one and the same scens, as ror instance in the statemsnts in {easure for
Measure, IV, 2. In 97 «= the duke sayss

"As near the dawning, Provost, ae it is,

You shail hear more ere morning.”
In line 109 the entering messenger says: "Good mwrrow, for, as I take
it, it is 2lmost day." At the end of the acene the duke remarks:; "Come
awny; it is almost clear dawn." 4s in the case of night, different
indications of morning may be combined, as in_Romeo and guliet, the
sigeing of the lark and the streaks of iight in tane east.

W7ith this we conclude our discussion of the numerous passages
dezling with light affecta.

Aside from the descrintive poetry dealling with light effects,
the references to imagined forest settings are moet striking and
numerous, Dr. G.F.Reynolds, in his article, "Trees @un The Stage of
Shakespeare,” iodern ‘hilology, Uctober 1307, has s mwn that trees were
ectually brought on the Elizabethan stage, However valuable they waild
be in giving information, Shakespeare often thought it necessary to
descrite the woocda in order to bring them vividly before the mind of

the audience. Sometimes the description is elaborste &nd so specific
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that & particular spot may be imagined. Cases also occur w-ere trees
and woods are supposed %0 Le near, taouga not to be imdylued us being
soctually on the stage. 3ut they gust be considered were, an tay
help to oreate the atmosphere of the forezte. 48 the refercnces to imagined
forest setiings are iound iln o number of the plays, we sa3ll quote
only from thawse i. which tie description ie not only typical, but
also striking; and pay special attention to those plays in wnich
the creation of a forest atmosaphere is important,

The last part of Zas Z70 Gent.enen of Verona is vartly lald
in the forest. JViaere in the "wildbrness” the robbers have tLieir naunts.
InvV, 3, the captured Jiivia is brought to the'#est end Hf the -wods',

n . L. .
to the cantain's cave., Here we find him in the next scens soliloquiz-

ing:

"Tnis<ﬁ£adowy forest, unfrequented woods,

i betrer brock toan rlourishing peopled towas.
here can I sit nlone, unseen of say,

And to the nigntingale's comnlaining notes

Iune xy distresces and record my woes.”
Probably the most notable desori=tion of a particular sapot
in the woods is found in Jitus andronjous. In Act II, 1, Larcn

provoses to the zaons of Yamora to ravisn Lavine during the coming

hunting,

"The forest walgks are wide and apaciouq}
And any unfrequented plots there are,"

We find Temora in such & vlace during the nunt, wuen

"fhe birds chsnt melodies in every bush,

2he snaxe lles rolled in the eheerful sun,
Tne green icaves quiver witn the cooling wind
4nd make a checquer'd shadow on the ground.”



7ne entering 3asecsianus askse:

"ihy are you sequestired from gll your treain,
Dismounted from your snow walte goodly steed,
And wondered hither to an ohseure nlot « spw

Tamora uccuses 3ascanios and Laviaia in the presence of her sons:

"These two have 'ticed me nither to this placeg

A broken detested wale, yuu see it is,

The tress, though sumuer, yet forlorn and lean,

O8ercome wit. moss and baleful wmistletoes,

Here never shinaes the sun; here notnlng breeda,

Unless the anlgntly uwl or fatal raven;

And waen they showed me tais abhorred' pit

% & ¥ 2 £ % ® £ $ x £ A & 2 ¥ x &K & Kk & & %

* » * geraignt they told me tihey would bind me here,

Unto the body of a dismal ysw."
Chironm calls the hole "secret", Aaron & “"loathsome pit". Gulntus calls
the »it a "subtle hole", "Hhose mnouth ie covered with rude growing brigrs®,
It is further called "unhollowed hole”, “den”, "this detested, dark
pit". Other epitdZ8 are “deep nit" and "gaping hollow of the earth®.
The exaet locstion is swmnarized by the statement of the letter tnaat the
gurderer should seek nis reward

“Ameng the nettles of the elder tree

$nioh oversnadows the mouth of that sams pit,®
dnd by Saturainus' remark: "fhis is the pit and this the elder tres."--
Kovody wiil demy thms tnis deseriptism poetry puts vividly before the
eyes the particular setting to be imagined,

The plays especially noteworthy for imagined forest settings
are 4 Xidsusmer Xight's Dresm, 4Am You Like [t, and Iimon of Athens. The
dessriptions in 4 Mideumwer Night's Dream sre zaay and nrofuse. Here we
have. the preliaminsxy meationing ky Hormin, I, 1, 314, of tns “wood where

oftex you-and 1 upen feint primeese patis were wont to lie.” By the
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amateur oerformers tne "pziace w0od", ant tie "duke's oak" are referred
to. The scenes which sre suougged to take ~ilace iun the 1orest sbound
with references, cCirect nnd Indirect alike, to the woode iiself, to the
shrube, 10 the frocad, @ Lo anivals and iunsects innapiting the foreste.
Even the lianguaxe ui (n9 Jorest 13 used., [t is avedliess to quute the
tifferent examples. Lase vii'a 1s sinply stesped in the atmosphere of
the woods. i1ne descrintion of Titiria’s bower is interestizg. In a
preliminary remaric, I{, 1, 244, QlLerson te.is about ity

*1l know & bank wher« the wild thyme blows,

where oxiips and the nodding violets grows,

Quite over - camopi'd with iluscious woodbine,

dith osweet ausk roses and wita eglantine.

Thers algaps Iitania sometimes of the night,

Lulled 4en these flowers witn Jances and delight;

And there tne smake tirows ner enamell'd skin,

Wesd wide to wrap a fairy 1in.”
“Besr the craddle”, and "tne consecratsd bower" of the fairy queesm, the
“rude meehanicals" Lave selected #}M2# place of reiearsal, wrich is
deeerived by Quince as "a marvelilous convenient piace." "This greea
nlet shall be our stnﬁ?c. this hawthorn brake our tiring howse.” 7The
fairy guesa herself calls the bower "this flowery bed”.

Ap You Like It is genernlly suid to be a play in which
indigations of the imagined forest settings on the stage are used sparingly.
This is true. We nave as a rule naly general remarks such as "this forest,"
"this desert,""this desert place”, “these trees". Jrue, it is mentionsd
that “tne duke wiili drink uuder t.ls tree", and thst the vioar of the next
viliage nas yromigsed Touchstone to ymeet him in"this piace of the forest",
4nd Towchstome asks 31ir Cliver: "Will you dispatch us nere under this
ﬁm*. we also heve Gbfando mention "this desert inaccessible am\lm' the

sbade of meslancholy bougha".



Ut 1L these wircet deseri ticns arc fe., =€ nave way of @
seml~direct nature. 48 a ruls, "tils forest” or 't-is desert” is sooken
0f and with it are¢ ilnked sartvicular s.ots in the forest ofien near vF e
but not to be imasined as being sctunl.y oa the stage. Lt otaer times
tue refersnce or bhe descrioticu is £113i1 .evs direect, ot reles also

to ¢reats tie Lrooer ioresgt atmesovhers. osallind finds er name cearved
on & "palx tree”. :as also seceks a “soadow”.  Lbout cor dwelling sne
says that it is "here in the sikirte of the forest”, "'t is at tne tuft

of olives nere .ard by". Uilver asks about it as "waerc¢ in the purliens
of this forest stands a sheepecote fene'd shout with olive treea?” Very
definitely Celia describes it as"West of thie place, dowa in the neighbor
botton’™, Tne rank of osiers by the rurmuring stream left on your right
hand brings you to the place’. dosallixd ie sald to be "forest bora¥,
taught by an uucle ¥ is "obseured ian tae circie of this forest”.

The usurping duke comes to the “skirts of this wild wood”. The exlled
duke mentioas trees and hrooks. Jacques is cbserved by the first lord
Yas he lay along under an osk whose antique root npeeps out Upon the
brook that brawls along this wood.” "A careless herd"” of deer 1s séiun
of, as nito a wounded stag standing "on the extremest verge of the swift
brook®. 7The duke talks sbout hunting the deer, "tne dayvpled fools®™, whe
are "zative burghers of this desert oity". Orlsndo, in'pacing through the
torut,’ finds his brotasr “under sn old cak, whoze bowgns wore moss'd with
s@® and high top bdald with dry antiquity", "The grecn and gilded snake®,
which hed "wreath’d itmelf¥ about Oliver's nesk, "with indented glides
did slip away Into 2 bushf under whiegh bush's simde 4 1ioness » » s »

Lay oouekhing, head on ground, with catlike watdn". Qliver afterwards
tald Als brother how ha "same into this desert place"; aged¥werds Orlsudo
led hin inte”the duke's cave™. Then the shepherds sra mensioned m we



cre Told nbolt Yorir 1ile. Yoresters oo e, and songs ¢ aracterictic
of the fore~t nra gung.  And aside Iroz the very s2fvective statements
as to toe fr-ert of "pdon and Lae Tire trhers, we nave tw ontion of
“yzing slanpta®, of “aawtioras’, ans or turi,

S0 1T @wiil be 3ecn LAl mablidy, ) ban refrences wd oadl
inagined szage settln; are few, tns seni® 2irect and ladiract reisrencesn
to the forest a8 nuaerous and offective, creatlns 9 a vary iarye
extent the »roier atmosnaere,

In the rlays dealing wit.. istorical EInglisa sub,ccts tae
woods eare not often dbrought defore the audience, and if, there is only an
indication, as ir 1l Henry [V, 1, wiere tne Arcibishop of York asks:
"What is this foreet called?” The nns':or is: "'i{fﬁ.s Gauitree :orest, sn 't
shall please your zrsce”, The reference to Bisnam wood in jaghety Vv is
very similar,

The references to the forest in Iimop Qf ,Athens are 1n shie
respect like those in 4Ag You Lixe 1t, as most of the descriptions de mot
refer t0 a sstting on the stage, but to something thet is close to the
place where the acticn takes place. But 2i:oa's forest is wnot the
baskground of mirth ss in 4z Jou Lixe It , for the woods close to the
"bsached verge of the saft flood" point to Timon's struggle with iife
and its stern realities. The whole atzoaphere ls charged with it, and
the holiday humor in 4 You Like Jt is wholly absent. Nature is consid-
ered in its role as provider for tie needs of man.

Therefore in Ast IV, scene §, Timon addresses the "blesced
beeding sum”, aud looks uwpon the cartn as "common mother" and yielder
of "roets”. A4 "spade” is used in “tuese woods". Wnen Apefmantses puts
‘s weods defere us e looks wpon them soliely es to their abiilty te
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"tat‘ttt~--¢a¢occ"’?1)atthim{st
Toat tne biosk air, toy boistercus chamberlain,
wiil oub oy shirt on warm? ®iil thesce n03a'd trees
2nat have outlixed thne cagle, vage tny halls
Al skin when thou soint'st ocut? «i.l t-.e cold brook,
Candied with ice, camdle tay mormirg taste,
16 ~ure thy o'ernizht's surfeiti?®

And thne cuestiom: "Where liest o'nig ts, Timou?" is snswered by: "Under
teat's above me". wuen the .;mddx@«m enter and taik about want, Timon
can »0int to ads forest:

"Wy shonld ye want? Besold, tas carth -ath rootsg

Within this aiie breck forth a hundred springsg

The oaks bear masi, the brigrs searlet hips:

Tne bounteous hovaewlfe, Nature, on sach bush
Laye her fullness before you'.

Put ths first dandityg repliea:

“¥e caunot ilve on grass, on borries, water,
As beants, sud birds, and fishes.”
The psinter and the oet ars ssked if they osn "oat reote amé drink cold
water.” The "dave” futnishes some shelter, auﬂamn the mention of the
tree in the following oessage refers te Timen's struggle:
4 “Himon. I huve g tree, which grows nere in my olose,

fhat mine ownt use inviteas me to out down,
And shortly must I fell it."

He who wants to stop afflictlomy

ﬂwﬁ*#aa**mmiﬂs nis naste,
Gose Nither, g tree mth felt the axe,
And oang Mﬁ

. QW@M’I 1&1@%% of u farest do not refer alwu

1%* znﬁoﬁim or
?W Wt e
cant, il thiree sebheds
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are combimdd, This combination is very efiective, be it to creats a
l1igat and humerous a mospnhere as in As Yoy Lixe ,:{_’_C_/or a sloumy and tragic
one as in Jimon of ilnens.

Other ~lizsbethan dracnatisis use .ractically tne sase metadds
to create the illuslon of a forest setting as Snnkesseare. 7Take for
instance, ’hiisster of Beaumont and Fletcher. In Aot III a munting scens
is l2id in the woods. %e =ave "woodmen™ conversing ahcut the nunt.
Philaster enters and exclaiue:

"0 that I had been nourished in these woods

With milks of goats and agorns.®
Belaric remariks: “An inncoent may whlk ssfe swong bdeasts.” ZThesries about
the king's damghter being lost include that s wolf may Pave pursued her
snd that "armed men were seen in the wood®, The imsgined setting becores
oore vivid when the king's daughter hereclf emelains:

“Where I s 2ow ¥ Feel, find me ot a way,

Fitheus the sounsel of my trowdled head,

I'11 follew yeu Mo ldly abeous those woods,

ey mowntaine, thrwugh Yunillew, pite sud flooke.*
rmmmmw‘muum;uunm » is
"A wretshed srecture, weunded In these weods Wy dessts™. The whels
She Merent SENsing Wu NG Ve,
‘ ﬁmmmm mve soversl imegined forest settings,
wob mmwm they ée net furnish say sew element.
mm e “exves® are mentioned.




the caves in Cymbeline and inge iempest dbrougnt before us. [iae ment.on
and descristion is oartiy direci, referrin, to an isnagined sstting, dbut
partliy indirect. in Illy 3, of Qymbeline Belarius sayss "We house

' the roox™; "a gooudly day not to xeep house, with such whose roof's

as lew as ours”. Afterwards the cave is called " inching". We learn
also something of the surroundings. <Jloten's nead is throwa into the
"sreek behind our rock". The region about is mountainous. "Up to yo@
nillsf®,- Belarius exclaims, "yourlgges are young: I'll tread these flats.
Consider, when you above nreceive me like & orow = s« » «n, In Zhe Tempest
we hmve the "cell™, or "poor cell” of Prospero. elonﬂy must be "this
bard rook" of Oaliban. There is also & woodpile near, aand just before
'thi mouth of the eell” a "unc“/ whatever that is. A “line grove™
‘weather-fends” the cell, and "byyond" the cell is a'filthy mentled posl®.

Clesely related to the forest deseriptions sre those desling

wish parks. The Elizabethans prodably drew no great distinsticn heww.
Nareus indronines tells that he hee found the ravished mlﬁfh i’tm;ym

fa the "park®, whieh is afterwsrds practically identified with the
*yuthless, vast, and gloomy woods™, Punting taktes place in the "paris*
as well a@ in she “woode”, In Luve's Labor iost, 1Il, 1, the princesscomes
mm@ﬁi‘mmm Boing thers, she msks:

W ‘sw the king, thst spwrr'd his horse so hard
Agninst the steep wprising of the atlli™

A" %
o . "Zhen forester, wiere is the dash
Ty 7het we must stend and play $he marderer iat*

}




Afterwsrd we - -ar -boub the “coul shade uf a sycuamore™ and a "tiicket".
How this desori tion o:r the lumngined setiing sounds very mucn sike tnat
of & forest., Some disctinction, aowever, must have been observed,
as we shall find in L1l Henry Vi, IV, 6&. It is the parg near diddcnam
Castie, vhere Henry is confined. Jlouceater draws two of nis friends
"hither iuto the c:iefest taloket of tie park”. +{he huntsmuen teils the
king: "?his way, my lord; for tiis way ilies ths game." Glouocester inforus
the king that hAls horse "stands ready at the yark corner”, A "post"
afterwvards informs Warwiok that Edward has escajed with the help of men
“who attended hizm in sesret ambush, om the foreat side”. 30 ia this
eaee the "payk™ is dlistinguished from the "foress®,
“In the Narrx Rives of Elsdser "Vindsew Park” is put before
the wudianss, But then agein FHarne {s spoken of as *mtm
here in “Findsor forest™. At otder times, however, the plees is spexen
qutw; &tmﬁ.mﬂtﬁ‘mﬁn&“ﬁ%'ﬂt‘%hih
ﬂ:m@.mmmmnotaw the andionss would iomgies an
el 0l0sely ressmbling » waod, uummmpmmmmu
Bear & Muses Mot 108, SOM mmmn. 11Xs 1, & xeeper says:
'; m w& thiskgrown bWraxe we'll shreud ourselves,

Pow rough this lamnd enon the deer will come;
Mh*mmtuxnmmsmm

ﬁuﬁmmmmwthmmmmwﬁ “laund®




- 40
the Tem:le Garden: '"The garden "ere ls more eanven;ént." ye .8ar litiie
more of it than the luckling of roses from tnorns. .nd the only notice
wé receive z.st the spening scene of As You oike 1Y is lsld in a garden,
is the answer of Orlando to i3 brother's question as to wnere ne iss
"qs.‘ul, vyer; weli, nere in your orc-ard.”" 3Soon toe wrestler (.aries pppears
at the door, iore vividly is Iden's gardcnk'u il Henry VI, 1V, 10, --
portrayed. Cade says: "These five daye have I hid me in these woods » »
Oz a brick wall have I climbed into this garden, to see if 1 can eat grass
or pick a sallet smother walle”. Iden refers te "swugh guiet walks as
these™ and talks to Cqde adout "bdreaking into my garden,” "rob my
grounds®, sad “oglizbing my walls®.

But the deseription of York's gaxden in Ris.

surpasses them alle It 1s exquisite, and little fu left to tie ilmsgina-
tion, The gueen talks adout entertainment "here in this garden”, and

when oan enter:

"But atay, mere come the gardemsrs,
Lots stap into the shadow of stiese trees.”

The gardener gives his orders;

*$o, bind tnose up you dangling apricoexs,
¥aiah, lixe unruly children, make thelr sire
Sheop with oppresssi on of tieir predigal weight
~ Give ssme supportante to the Wending twigs.
© % thow, asd liks an exeeutioner,
; mmMMQWQMSMN-@m
- ThaS loek toa lafty ln vur commonweslthy
; m et be even in our goversmast.
© Tow S ssplep'dy l*ﬁnwmtm
1 The seisens weuds, whieh withowt prefit suek
N e sedd fertllity n widblesoume flowers.®

i Wnik 8f Mhe gardesess Purticr Stoanghhens 1he SLEGEPWTe,



"our sea-valled garden, tne -rfé‘le iand,

Is Tull of weeds, her fatredt florers cnoke;;/uy
‘er #nots disoreer’d and -er whwiesome nerbs
Swarming with caterpil:ars.”

14

The chief gerdener bids nhi=m to hold als peace, for

"?he weeds wnioh .is broad sureading leaves did sasiter,
That seemsd in sating nhim to nold him up,
ire »lucked up root and z=ll by Bolingbroke.”

The gardener thinks it a pity

ghat he (the king) had not 30 trima'd and dressed his land
As we this garden/ We at time of year

Do wound the bark, the skin of our fruit trees

Lest, being overproud im sap and blood

With too mueh riches it coxfoumd itself,

s e e s o s s Bupsrfluons bransies

Yo lop sway, thet bearing deaghs may live.*

The queen talls him that he “is set te dress this garden™ and

*Gardener, for td ling me Shesse news of wos,
Fray Good the plents thou graft’st may never grew*

A% » mark of ows of her falling teare ths gardeney resolves:

"s e s se0sees s Bare {n the plage
I"1l o84 & daait or Ywe, Beur herd of grage."
ﬁ Mtw L@i@aﬁ‘im of & gardon eetting om the stage could the Elissbetban
m..,. taeire.
h Iwu seex that there m trees in the "garden™; s¢ alse
in the nmw ia Hugh Ade Abovs ERARing. Asts II and 1I1I, we have as arbor.
*& un\‘ufo =6 In the m_r", MGR spys« Hero and Ursula “wslk iz the
| erenird” huf Beatrice 1s bidden t4 "steal ixte the pleasest ower, waere




acney-suckles risened by the sun, rorbid tae sun to enter”, I8ro and
Ursula"trace tnis alley up and down,""“whiie 3eatrice, "even now is
couched in the wo.dbined coverture”.
in effective description of a8 garden with a bower is found in
Kyd's Zpanigh Tragedy. Thers we have aiso the aimosprere oreated by the
reference to the eveninyg and tas birds. In 11, 2, Belimperia au._;geats/f;‘w Lt
the meeting im the "pleasant bower”, which “nlace 18 aafe”, In scene 4
they sit "within these leafy bowers". Tuen the tragedy ocours, so tiat
the lover's fatrher nesrs the cry "witnin the garden", and finds ais son
hanged in "this sacred bower*. %Then in IV, 2, the mother takes revenge:
*Down with these btranches and these loathsom# boughs
Of this unfortunate and fatal pine!
Down with them, Isahella; rent them up
And burn the roots from whsnge the rest is spriugt
I will not leave a2 root, a staik, & tree
A bough, & branen, & blossom, nor a leaf,
He, not an herd within t e gerden spot.

* & % 5 & & & % & ¢ &% & & s % 8 C
Prultless forever may this gardea be."

Eost of the gardens to be L:mgined dy the andience of
Shakespsure’s plays must have contained walks and srbors. Shallow's
Oretard hes sn arbor. Olivia's garden has 2 walk and trees. Maria
says o= XX, 5,: "Gt ye all three into the box tree; italvaliais coming
domn QQM” 2hare }.i alse a garden door. At least partg of
m«m s s:ppe-nd t0 be seen oa the stago; Senvolie refers

ﬁh WOW setting in not a few of Shakespears's plays
is te MW Zhere is for instanse the cpen aocumtry ia Rishard 11,
1%, 3 Wt Jelfagdyeie sus: "New far is it, my lord, %6 Berkeley mewt=

N\
W vilah REUShe i suswers:

j thaas §rees.” Romeo mestions “irees” and “yon trees”, aad




T

“3eliove me, nobls lord,
I am a sirange: .ere in vloucestersaire.
i1ese nign wild hillis and rowsh unevsn ways
Prawe out for miies, and nakes t ik wearisome;
And yet your fair Jdiscowrse aath been as sugar,
daking tne hard way sweet and delesctable.”

"These wild nille" ete. couid not be resro-uced on tie rlizabetaasn stage,

and the audience had to izsgine them simply from the description. In

Love's Labor's Losk, tne wrincess is received by tre king in the onen
3he telis nim: "The roof of this court is too high to be yours,
“This field" and

fields.

and welcome to tne wide fislds too bass to be mine.”

“$his grass” is also mentioned. The opem fields are net seldem associated

with armies. 50 in Ziiua Apdrenious, im the open fleld before Reme. Bul
a tres is present, fer tne $seond Goth.propesees "A halter, soldiers/*
hang him on Shis t¥yes." The epen fislds assesisted with bettles will e
treated later., Am opom field mast also he lzagined in Zae Despest, 1I, .
There Gonsnle Tesauke: “Bow 1seh and Justy the grese lecksl FHew gresal®
TheTe Yas PAriags & LYRUN DIOY oa the stage. A ametier plave, 1i, R
\here Is*melthar wash ner sorwb, s bear off say weather st ail, and
Msmm 3 mn sing in the wind, Yond same black elowud,
”mmmw Wum weubard $hes wewld shell Me 1lqur. 12
anw“ 6t Sales I neow net wimre te hide wy head.®

mmmmuuw m&uw«nmnmnm

, apd iy dmughters want him e
myxm w Glowmgester: *uwa, the
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storm “foul wezt.er', = gentleman “fratful elements and the “to and
fro c.ofiicting wind and rain". “Unbunneted 26 (Lear) runs," 'fhias
night, T.erein the cub~drawn bear souird couch, tne lion and the belly
slaened wolf vcep tasir fur dry.” Lesr's sgeeacn brings the full fury

of tne storm vividly before us:

"Blow, winds, and ¢. a0k your c..ecke! Rape! 3low!

You c¢ataracts eand luﬁi\anes, goout,

T1il you .ave drenca/h our steelp. ez, drow'd tne cocks ! /
You sulphurous and thoughte-sxesuting fires,

Vaunt couriers of ocak-clearing tounderbolts

Si.ge my white head} 2ind thou, all-a@fking thunder,
Strike fiat the thick rotundity o' tae woridil®

And Hemt tells the fools

* Things that love night

Love not such nights as these: the westhfal sikles,
Gallow the very wanderers of the dark,

And moke them keep their caves, Since I was man
Sueh sheets of fire, sush bYursts of horriéd thmader
Such groans of roaring wind sud rein, I never
Romenber to lmve heard.®

And then %0 Lear: “Hard by here is a Movel; Some friemdship will it lesnd
Tou, 'gainst the tempest.” "irt cold? 1 am egld myself,™ Lears says $o
the feel, %ktu@;u@ma:mtwlhﬂa 0 pioture tihw 4ismal
night. Is soens & Xeut vells Lears

- “Here is the place, my lord; good, my lerd, eater.

_ fhe tyrazuy of the open night's too rough
S e e to mawm"
g -ff!é’f : ‘

- M%WMW&M&W;&&W%W:”:&“ . Anik.
tﬁmmm&muwu:uoﬁ: Pour en! 1 will emdure. In sweh
amamr Fote alss his remrk sbout the “peliing of the pitiless




hawthorne blow the winda,” Then tnere are refer ' nces to tne "cold", "the
extremity of tne sigies', to the nhovel, wiere it "is better tumn in tne
osen air".

In all these indications Shaxespeare puls m;atortully before
the audience the furious storm in the open country. The rear astage as
the hovel and t@ rollipg of "buliets”" were probably the only material
alda,

A nunber of timea the storm is brought into conneetion with
the sea shore and the sea itself, and tnerefore the imagined eedtings
desling with the sea are properly trestsd aere. The Rlizabethaz theatre
did not try te produge settings of the ses artifisally on the stage, amd
therefore 'ad te depend wpon the demcriptive poetry in erdsr te areate the
f1llupion.

The*discolorsd ahore” of Xent has already besn refsrred to
iz the discuweaicn of evening, Rerisiss furnisted mest of the settings
dsaling with the ses. In II, 1, tBe Dero exslaims: "Ales, tha sens hath
cast W on the m;m::gtmmnum.’ Ths sess ave
Shrows him from their watery grave. Pishermen enter, aad talk abows
their note snd the "pacy mga that wvere esst away befors us ¢veE 2ow,™ alse
abous the powpeise aud bow the fish live in the ses. Pericles tells theses
that S S0 has caet him wpex their coasts and "both the waters and the
M heve phoped with mu% He is teld that the sowrt ef the king
‘ ‘ﬁ it & Wt M *m this shore”, The fishermen
im mm thelr mots fisd Pericle’s armour, whe seserte %0 have Xept 1%

3\\ *2500 the rowgh ssax, that spares mot axy mam,
ook Lt 4% voage.n-

af’" m ™ min the king's ¢aughter tins he

- oy
e %‘mw q,\, S



"yes by %nue rough zeas reft of s:ips and men
ad efter chlpwresk driven unta © :is snore.’
In 4et 111, 1, tne se%}ost rekicles sneaks froun tne deck of the ship to
the stormy =68, u.on winich the boat bounces like a balle 4 sailor
ecalls tns rew born ¢aiid’a fress uew aeam farer", refcrs t0 tae"brine
and the cloudy vi.lows", kissing ths mooun, remarks thit "tine ses works

nign, tne wind is loud”, and tiae dead cueen "mst oversoard siraigat®,
,/dast into

"s & 2 & % 8 & % 2 % s e s s S gha OOFE ¢

Where, for a monument wson thy bones,

Aind age ~ remaining lamps, the belehing whale,

And humming water must o'erwhelm thy corpee,

~ying with simple shelle.®
To Perdéles' gquestion: "What coast is thia?" a sallor answeras: “Ve
are near Tarsus.” Tyre may be resched “by dresk of day, if the wind
cecse.” The coffin l'ands at the shore close t¢ Ephesus, in a "turbulent
end stormy night", when the "lodgings, standing bleak uyon the sea Shook
as the sarth 4did guske.” The eatering servant tells that "even now
did the sea toss up upon our anore tzis chest.® And he sdds: "I never saw
80 hage a billow, sir, as tosmed it upon shore.” Act IV, 1, at Tarsus,
the wife of Cleon tells Harinss "Wear the ses margent walk with Leonine;
the alr is cuick there, and t&é oherces and sharpens the stomach." Warina
at the shore talke with Leonine about the sea and sea life. Pirates
sppear and capture darina, Leonine resclves to swear he has throwm
Karins inte the ses. In iAct V, we are in iytilens, where Pericles,

" « % 25 » s » o driven before the winds, he is arrived

Here where hés Jaughter dwells; and on this coast
Suppase him now at ahchor."
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Je asar of tae"goodly vessel™ anud wurina is ssked by ecicles 1L sae
is "here of U xse shorssV" .ad tre zuaswer L0 the guertlon where she
lives, is : "From the deck you may discern the .lace." lericles turns
nig "blown salls™ toward Sphesus and in sight of the cosst asks
LyBlonehus: "uaii we refrssu us, 8lr, upon your snoredv
The seccnd a0t L wiielldg e iaid near the sea, and soms of

the canracters save on actual viow of the watere In scene 1, dontans
aoks;

“Yhat from the cape oma you discern st pealt™

niedentl. Notning at ell; it is a high-wrought fleod ,

1 cuommont, "twixt the :weaven and the main
Digcern a asil."

Moantemd thinks 1f the 103 nae blown wita equal fury on the sea as
R land, them the ships oamnofbkRvé the storm. The second gantienea
says that the Turkish fleet must Axve Desn segrogatved,

"For 4o tmt stand upon the faxxing shore,

Thne calddren bllliow seerms to pelé the clouds,

The wind ~ shak'd surge, with »ugh amd monstrous mane,

Seams 0 oast water on the burning bear

And quench the guards of the ever fixed pole.

I never 414 like mlestation view
On the snchafed floocde"

Osesin’s arrival is reported, and lontano proposes;

"iet's L0 the sen-side, hot
As well $0 moe the vessel tast's coums in
A% to thyow cul our eyes for bhrave Othella,
Even %11l we makte the main and the aerial dlus
An 4{indistinct rogard.”

B6on tiw thrice repeated cry “A asili" is neard, and the fourth gentieman
resariest *Che bown L8 expty; on the Brow o' the ses stand ramits Of people,
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and they cry: "4 saillY. Uesdenons and lago srrive, Loon Cassio s.outs:
"3ut hark! a sail,” and the second gentleman: "Tney give tielr greeting
t0 the citadel.” 0Otneliio at last srrives, and refere:ces are ade to the
"isle”, t=ze “"sarbor®, amd the bay".

In Antony gnd Cleonatra, 1I, 6 and l?&mpoy'n galley is put
before us., “Abvard my alley 1 invite you all,” Pompey tells nis ?uostl.
Wnen they are aboard, ien$ooatwe teils Pompey: "These tiree world shafers
these competitdrs, are in thy vessel: let me cut the oable; and when we
are put off, fall to their throat.” When the guests are ready %o leave,

@B@q says: "Come, down inte the boat.” REncbardus warns: "Take heed you
fall not ™ Heuss, I'1ll not to shore.”

Ihe ¥inter's Tale gives us the famous ses deoast of Bohemias. In
11, &, AntigoMas aski: “"Thou Art perfect them, our ship hath touched upos
the deserts of Bohsmia?" Matiner: “"Ay, my lard; and fsar we Have landed
in 411 time; the skies look grimly and threaten present blafstens.®
Antigonus says to him: “@o, get thee aboard; losk to thy barks 51X not
be loeng before 1 call upon thes™ The Hariner warus: "ilske your best
naste, ond go W0t $oo far 1* She laad; 't is 1ike to be Jowd westher.®

o iy did hismalf mekes SAat chasrvetion end Sayhy "The
ummmmmﬁ.cwmwﬁwmsmmmg then ‘ol
1ime te Iees & Iilsdy tod pough. 1 never saw the heavens se 4l by dag”

\ @tmmmﬁ woukd yea 414 tat ses hew 1% ensfes,
m&tmmﬂmwmtm'uu%mﬂpimcwa

WWE Fomsiiun S see them, ant sonstines mot So s8¢ Shemi now
mmmm“uwmm,m&mmmm
’_“wm*ﬁm;mmm,




“ne onening scene or Mne demreat is an inazined ses setting,
and shows a stranding snip. Jne L1ilusion 18 crosted by tane sea language
used and tne references to storm and ses., i'¢ ave 8n, the ship the
*ship master”, the "hboatswain”, and the “"wariners”. The master is
afraid that the ship mey "run sground", und tae usual jrecautions in a
storm are taxen. “he ¢ablin iz mentioned and the fact that the puao:?m-s
by thelr inaporopriate venavior w.il assisi tae storme 411 are in fear
of dfowning, and at iast the terrible cry: "We split, we split,”™ is
heard, Aintonio would "sink with the ktng", and Gonsale would ruther die
& "dry death.” liranda, in the ness doene must be on shore, for she
mentions "the wild wetors in this roar”®, and "that the sesa, mounting te
the welkin's cheak, dashes the fire out", and "& Hrave vessel s » s »
dasihed te pieces.”

4 4% will De seen thmt the settings are broughkt befors the misd
Wm shear foros of tim poetry, s & misrisl objeot seuid Mardly
e wseld ap the stage. In Rerigles. 11, 1, the illueion is ercated nod
alone by the direet statemsats, Wit alse by details referring te She sens
e setiing 4» mantionsd by the poet and it seeme t6 be ssminmed ap &
‘matter sf fact Shed the sudlemcs lnagloes the scene. Here amd there
we have & rather dombastic dsseriptioan of the sex and iSs fury; as ethar 4
Simnn simple sistemsnts are zade, and as in the cmse of the Tempest, the
SEAVEEE.ANNY Do Saforred TTOm the sStwation in Walch the sharmeters meves
e Mm are effective it t& sudiense navd & vivid imaginstion.

Fighting plays & large part ia Shaiwepeara's drames, especislly ia
these mmnm historye. A Battle 0f ecourse gould not be predused on
the steg¥ hud this defect wes felt, Ou Shakespeare tells ue im Jamex L. IV :

LT We s aeses e gy ekl ok dnpees



Jitn four or five =izt vi.e and reggred folils,

dizht 11l-dispozed in hrawl rlilculous,

‘he pame of Agingourt."”
3ut the atmos:here (3 neverthaless nroducsd, when tha dattles iz iae
onen flelda or esvecially before and in a city sre described.

First as to the battles unot in itae vicinity of towns, “fhe
goufllct must bDe imasined f£roz the .ocasiiag sveechea made by the generals
and the different warriora, Dwice a modezill ils nmentioned as being on
the battlefield, in III Henry VI, I, 4, 67, and II, 5, 14« In tae
same play, IV, we have the gusrded tent of Edward “in the oyem ield™,
although his ohief followers lodge in towns.

Aot V of Julius Qaessr drings a battle hefore the audience,
Bratus and Cassiuns have "come down" from the aflls aud upper regions,
80 Antony calls the battle~ground an “even field", Cassiua' tents are
mentioned, "Phis hill is far enouzh,” Cassius tells Pindsrus, awl
"get ligher on thet hill", Mt afterwards "cose dowa". Tpitiniwe
afterwards, ssys he has left Csssius on "txhis bill®, Ootavius' tent is
mentioned, And when Brutus kills himself during the nighkit, he and his
friends are clese to a rock, for Brutus says to the ¢thers; "Come, poer
remaing of MMO, res} om this roek,®

% mﬁuemﬁv in Cymhelline, IV is in the opems. In IV, 4y

Mw&n lmz "The noise is all about us.” "We'll higher $o the
slterwards

nm WWWWmmmm The dsalsive
$akes ﬁ?ﬁm iz & lane, for xcmvﬁ& shoutes

*m. standi W ham the advantage of the growdy
N he lane 1s guarded,”

mmm W Pasthums mides Whe sebilng #1511 slespene
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"o o« x s o ke s ow o tne arm‘ brol(en'
And but the backs of 3ritons seen, adl flying
Prroush a stralsht lane,”

the enemy slaying azany 80 "that the straight pass wes damm'd with dead

men hurt behind”. 4And a8 to the loosticn of tae ianeg

"Ji0s3e by the battle, diten'd and wal.ed <itn turfy
ynich gave advantage 0 an acient soldier « = «

s w oa v s o« o= - % LUhmart tre iane,

Je witnh two atri. lings

duve 2o0d the passage.”

Antemy, in Antony aad (leepatrs, I1I, 9, puts the field of
settie bafere the andiense when he says:

wdot we our squadron on youd @' the Rill,

In eye of Cassar’s battle; from whieh plaue,
Fo may the aunber of the ships henodd,

Asd se procesd secordingly.”

m prominsut froa & sesnio stanipeint am the bedtlon waged
mum boasuse thars the towers and walls sre meutismeds u
b sen the bal gony was supposed $0 be the walls and towsre:

Painted mgmn wers &8 times alse put on the Baock art of the stags.
| Bewh of these hattles Sads plzce befors a fortified towm 4

Prgee: ﬁ&”!& % ond X, we are befere Orleans. Ia seems &

we boor of an spisede during ¥he siege.

T Saster Cuamely Sirvah, thow inow'st how Orleauns is besieg'd
ok Aund mow he Ruglish heve the suburts won.

ﬂ » R NI I LI S I

She Priube’s supials mve informed me
Bow w8 g ieE, ia 1he suburds olose entrenshed,
Vost Shrengh & séqvel gate of iron dars
Ix yonisr tWwwsr to overpeer the 6ity
And muawm e with wost advamtage

; 4iet and with sspenit.
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The Znglish appear in "yond tower."

"Salisbury. How it ie suppertime in Crleans,

Here, through this secret grate, 1 count each one

4nd view the Frenchmen how they fortify.

Let us 100k iNe o « =+ & 2 s & 3 5 ¢ & »

where 13 best place to mexe our battery neitl”
Gargrave thinks "at the north zgate; for there stand lorda," bdut
Glandsdale '"here, at the bulwark of the bridge; A well aimed shot iets
Taibot exclzim: "Accursed tower!" When in the ecansuing fizht the English
lose, Talbot gives the command: "Retire to your trencies!™ Aflerwards
the English resolve ske to tale Orleans by surprise. The French sentinel
on guard st the wsalls complains that while others are asleep the sentinele
are '"constraired to watech in darkness, rain and cold." “Let us resolve
to scale their flinty buiwarks,” T8lbot proposes. His companions agree,
and each one selects his plsce of assault. 3Bedferds "I'll to yond
corner”, 3urgundy: "izd I to this", white Talbot resolves: "ind hers
will Telbot moumnt, or make his grave”, |

In Aet 111, 2, Jean of Arc with the French tries to surprise
Rouen. The Aiaguisad virgin and several soldiers gain entrance,
Fhen the French forces arrive before the city, the Bastard asks how Joan
de Arc will indigete the best place to attack.leignier answers: "By
thrusting out a forch from yonder tower." DTuceile thrusts it out and
exclaoims:
"Benold! this is the happy wedding torod -
That Jjoineth Rouen end her country men,"
In several of the alasvorical pléya the setting 1s su.posed to

be a fortiffied city with the besieging general demanding surrender. A

typical example is found in King John. "Before Angiers whll met, brave



Auatria®™, Lewis says, apd Arthur greets hiu with “Welcome before the
gates of ingiers, Duks". Kiag Philip decides:

"Our cannon shsll be bent
Againat the brows of this resisting town."

Afterwarde he saya:

"Some trumpet summon hither to the walls

These men of Anglers. Let us ear taem speak

Yhose title they admit, Arthur's or John'a."
The citizen entaring on the wall calls subt: "Who is 1t that bath
warned us to the waliav® To the rivzl c¢laims of Philip and John he is
obdurate; the town wiil be loyal to 1im who provas himsalf to be king.
"Pi11 that time have we raman'd up our gates against the world.” Thea
John,diagustad'camands:

"Up higher to the plain, where we'll set forth

In best appoictment all our reglients.”
Kinz Philip aiso takes advantage of the fleld, and "at tae other nill"
commands the rest of his troope to stand. To the rival claims of the
heralde the citizgen replice that “from off our towers” they behold
both armies, but do not xnow to whom victory is due, and reminds them
of the"town's strong darr'd gates."” At last the Bastard) disgusted with the
citizens standing "“securely on thelr batclamnts/" proposess

"By enst and west let Frunce and Ingland mount

Their battering cannon chorged to the mouths,

711l their soulefearing ddamours nave brawl'd dowa

The flianty ribs of tiais contemptuouns city."
The proposal is favored and Anglers thinks it prudent to open the "fast

closed gates.®



In Henry V, we have severszl battle soenes. "iilnes™ are also
talked of, and Fluellen mays that "the concavities are not sufficiemt™,
for the advsrsary "ias digt himself four yard under ths cownterminse.”
A% the battle of Agincourt we nesyr about "this mountain'e basis."

Jenry objects t0 the snemy “horsemen on yond hill", and afterwards tells

the French herald "yet & monsy of jour ~orsemen peer and gsal lop ofer tiw

field",
In many of the »lays the strong walls and toweres are msnticned.
Ulysses, in Troilus and Cressidp, refers to Troy with her "yonder wsalls,

that partly front your town, Yond towers, whose wenton tops do buss the
clouds". And in Timon of Athens 2 senator reminds the besieging sleibiades
of “ocur wmpe'r'd gates™ and "these grast towers™.

The desoriptions of the battles given by Shakespeare would
engble the sudlence t0 imagine the setting n e f:irly satisfactory manner.
The indlcotions are woven irto the dialogue ir alrmost every instance,
Curiously enough no sea-~battle is given in all of Shakespesre's plays.

Aslde from those mentinned in bhattles, cities are seldon
indicated other than Yy name. The "bravelX town of York"Fwith its gates
ia menticnéd. but the gates in connecticn with "yonder's ths head of your
arch eneny'. However, in Cericlapms the hanished general comes to the
"enery towm" and remarks: "A goodly city is this Antium," and refors
to "these 'fqir edifices™. The strests of towns, however, enter ianto
many scenes of ths ~lsys. But these streets are not often cloerly
indicated Iin the text, at least not by direct statements, dbut the
audignce may gaix;x the knowledge of the setil ng nearly aiways from the

conversation-of the characters. 30 for instance in The Comedy of Errors,

Berchant of Venice, or Twelfth Hight. A4 strect scene is cleerly indicated
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when the oassing of somabody is awaited., 320 in ¥ Henpry VI, 1I, 4, where
Gloucester watches his wife "endure the flinty streets, to tread taem
with her tender felling feet®; and where she passes with the complaint:

"dethinks I zhould not thaus be led along,

dail'd un in shame, with papers on my back,

And follow'd #ith & rabble thaat rejoice

To see my tears and 1ear my decp-fet groans,

The ruthless flint doth cut ay tender feet,

And when 1 start, the envious people laugh

And bid me be advised how I tread.™
The opening scene in (Cgesar is a street scene, the workmen awsiting
Qsesar's coming. The cobbler is asked:"¥hy dost thou lead these men about
the streets!" In II, 3, ArtemkdoMus is evidently in the street, when
he says: "Here wili I starnd till Cszesar pass along, and as a suitor will
1 give him this.” The southsayer likewise is in the street when he
roemarks; "i go to take my stand, to ses him (Caesar) pass on to the
eapitol”, amnd asoon aftors "Here the street is znarrow; the throang that
follows Caasar at the ieels 'of sanators, praetors, CoOmmON auitors. will
crowd a feeble man almost to death., I'11 get me to a nlace more void,
and there epeak to great Caesar as he comes along." Artemidorus is after-
wards rebuked for urging petitions "in the street.” In 4ct III, 3, the
poet Cimnna is killed in the street, Street scenes are to be imsgined &a
in Othello, I, I and 2, where in Venice lago awakens Desdemona‘'s father
by calling aloud and whers Othello is aocught hy a guard garrying lights,
a8 also the sgene of the wmurderous assault u-on Casaie in Cyprus, 1I, 1.
Likewise in The Taming of the Shrew where “etruchio and his companions
stop hefore the nouse occupied hy the disgquised pedant. The person
knocking at 8 nouse in tne £own wculd of course be generally in the stroet,
In Zhe Meronant of Venice, the penthouse "under which" Lorenzo desired

the torch bearers "to make stand", is of course in the street, as also



the one in ifueh 4do Ahout Fotsipg when Bzrachio tells Conrade: "Etand
thee close, ther>, under tihls jenthnouse, for it drizsiesz rain."

| Shakespeare's indieations of a street scene nmas nothing uncome
mon. #Harlowe especieslly hzs several indicated.

As &n nmany nobles and kxings sppear in Shakesyceare's plays, it
might be inferred trat many casetles are mentioned. The number of scenes
laid in or near & castle 18 considerable, Almost all occur in tae
nistorical plays, and tne indicstions of the castles with a fow notable
sxecentions are rather meager. The baleony agaia wouid scrve as the walls
and battlements. Sandal Castle is several times referred to in
11l Heory VI, Pam romfeet Castle mentioned in Hfohard III as a plsce
for nrisoners. A better refersence oscurs in Richard Il to Berkelsy
Castle, for in III, 3, 1t is said: "“There stands the castle, by yon
tuft of tress”. Similarly 3arklaughdy Castle in Wales i3 xentioned,
when in 111, 2, the lending iichard asks: "Barkloughly Castle call
they tuis at and?" o which Aumerle replies: "Yea, m& lord. How brooks
your grace thse air, aftcr your late tossing wpn the breakicg asas?™ In
the sume :iay, Act III, we hear of Flint castlse, of “yon lime and atone"
and of the "rude ribs of tat ancient castle", Refersuce is a2la0 made
to "this cnetle's tattered battlements™ and to the "grassy carpet of the
plain® beforé ite This descriotion of Flint castlce is ose ef the very
best desarintions of castles in all of Shakespeare's workse Only that of
I¥vernces Castle in Macbeth 1s more vivid and pleasing, In Kinz John
we have the unnamed castle close to a strset in which Arthur is confined,
In lv, 3, Arthur sayss

*The wall is high, and yet will 1 leap down,

Good ground be pitiful end hurt me a3t.

& & $ ¥ 3 o 8 % ¢ 9 & ¢ TS S ¥ B BT

I az afraid, and yet 1'1l venture it."
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But being hurt,he exclaims: "0 ne, my uncle's syirit is in these
stones." Aigincourt castle is mentioned in Jenry V. "#aat castle is
this called that standr’hird by?" Henry asks, ani hesring the name,
he calls the battlefield after it.

Hagbeth is notable for its castles. Iverness, iacheth's
castle, ls veautifuily desoribed. Lady iacbeth, I, 5, rofers to

"my battlemexts'. And then the rine desoription in scene 63

"Uun. This castle hath a nleasant seat; the air
Jdimbly and sweetly recommends itself
Unto our gentle senses.

San. Zhis agmest of sumnmer,
The templa haunting martlet, does approve
8y bis loved mmaounry, that tne heaven's breath
Smalis widingly here; no Jutty, friezs,
Buttresa, nor ceign of vantage, but this bird
Hath made his vendent bed and nrocreant cradle,
nere moBt breed and haunt, 1 have gbserved
The air is delicate.®

Tnles deseription certainiy osuts the imagined setting before
the audience.
dith this npay be compared dasainger's desoription in A New

w8y to Fay Gld Dehta, 1V, ls Altnough the object is & manor honme, it

was probably not very differemt from lacbeth's castle:

__TOverreachs s » »= s « » «low &0 you like this seaty
It is well wooded, and well watered, the acrses
Fertile and rich; wounld it not serve for change,
To entertain your friemds in a summer progress?™

= "Lovell. s & s & « &« » 'Pig 8 wholeaome gir,

Vo And weil-buiit plle”.

Dunsinanc Castle is also desoribed in @g_m;indirectly by

#Hacbeth who is in the ingide, V, 5:

"Hang out our bamners on the outward walls;
ne cry 1s still;'7They comet/ Our castle's strength
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¥1il laugh a siege io scorn; aere let tuea lie
Tiil famine cnd the aiue eat thep kp."

soon the enemieg arrive, and iedcolm exclalnss

"Now noar enoughy your leafy screens throw down
And show like those you are.”
The enemy must be very clos2 to the castle.

i Often the castles were used for political prisonsrs. 350 we
have them mentioned in different nlays. 3ut no special description
is added. The Towsr of London oocurs several times a3 a pluce of
confinement. The best description is probably that in Richard lIl.

As proliminary informstion, we hear Buckingham tell the prince that
Julius Caesar "A4id dYegin thzt »lace; which asince, succeodiag agez have
re-edified”., In 5, Gloucester roefers and noiats to the "deawbridge
and the "walls". (ueen Zlizabeth, looking back upon it in IV, 1, €x=.
claimss

"Pity, you snclont stone, those tender babes

whom envy hath immr'd witain your walls!

Rough gradle for such little prevty ones!

Rude ragged nurse, old sullen nlay fellow

For tender princ.s, use my Yables welll
So foolish sorrow bide yon stones farewell.®

Other Hrisons are mentioned, but the desoriytion is meager. Kugh Ado

3 ums a srison, Dwelfth lght tne private room wisre
Malvalie is confined, | It is sarouded "in hideous darkness,” "dark as
hell"., So he cails for a"candle". In Yessure for leasura Claudlo's
nrison has to be imegined. The whole conversation adout the prison and
the making rcady for the executlion is such that a rcal prison atmosphere

is oreated. It is the most effactive prison sceno in shakespeare. ill
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the other priscn scenes named in Shakespeare may be passed ovey as
findhing wemarzable 1a told.
¥ith the prisoas the trial soenss may be linked, In the
3@;‘_@_@__&_ of Yenice, iV, 1, reference is made to the "court", "tais
gourt”, "“our cowrt”, and the clerx, eto. 4bout the samv 18 true of
tae trial acene in Jexry YIIle These and trial scenes ocouriug iz
otusr lays, aa:.:'diy £0 beyond the mentioaing oi tae court, and are ool
rgaoarkable.
As reiigious .ife enters luto severas of Shaxespears's plays,

monasteries and nummeries, s1s0 celis of friars are mentioned., Hone
is oxtensively descriyed.s Reference to a building is made in the
Gonedy of Zrrors. In V, 1, the second merchant says:

"inon, 1 am sure, the Duke hniwgself ia person

Comes tnis way to the melancholy vale,

“he place or death and sorry execution,

Sehind the ditches of the abbey aere."
Luciana tells idriands: "Kneel to tiue Duxe beroure ue pass the abbeyi”
The woman tells the Duke about ths her husband: "Even now we hous'd him
in the abbey here."” ind afterwards the abbess entreats the Duke to "go
witn ue into the sbbey here, In Msasure for Meas s there is a con~
versaticn In bdoth a monastery and a nunnery. Ko direct mention of
the placesis mads, but the convérsstion of the Duke with Friar Thomss
creates the nroper atmosphere for tino monastery. Uiailar i tm case
regarding the nunnery. We near about the priviiegas of the nuns, of
the rastrictions, e.g. of taeir being forbidden to speak to a man iz;
the absence of the nrioress, {ne atmospnere is very skilfully created
through these indlrect statements, ¥Friars' cells are mentionod & fow times,
probably indipetéd,as the caves, by tne rear stage. 50, in {he iwo

Gentlomen of Yorona, IV, 3, "Friar Patrick's cell” and again in V, 1, when



Silvia tells Fglamour:

u.‘.,..aa‘.owgn'goodxglmur.

Out at tne postern at the asbbey wall."
In 3omeo spd Juliet we nave Friar Laurence’'s cell several times
mentioned. iere as in other casea, the atmosphere 18 created by indireeot
references end the dislogues, 4 former abbey, but now isore of a
fortification, 1s Gescritbsd by Webster in his Duckess gf Halfi, V, 3
"Delis. Yond's tae cardi.al's window. This fortification
Grew trom the ruins of an ancient abbey;
snd to yond side o' th' river .ies s wall,

Yiece of a cloister, wnich in my opinion
wlves the best ecno that you ever lsard "

"Ante 2 « » » x 1 do love these arcient ruins,
We never tread uvon them bHut we sét
bur foot uzon some reverend nistory;
And questionless, nere in this open court,
%aleh now lien nozed to the incuiries
Of steray weather, some mm lie iatere’d.m

"Pelia. llark! the doad stones ssam to have pity on you,
and give jyou good couasel.™

Ap 1o churcies, Shexcspoare lays hig scens there only in Hugh
&do About Mothinz. No detalls excopt & monumont are givem. The viocinity
of the church is once bréaght to the mind of the sudionco when the second
watchman in jluch sdo Joodt otihing, III, %, 96, projoses: "Let us sit here
Qpon the church bench till two, and then all to bed."™ In Hamlet there 1s
the sraveyard scense with tiae grave diggers sznd the gra;e. Phe atmos-
phere is crasted by the stntements sznd the conversation.

As in the case of taverns, the interior of yrivate houses is
nevar prominently described. e are told sometimes whare the scene is
laid a» glean {4 from tae conversation, but that is about all. A knoeking
at the door would of course :ndlcate that the scons is laid either before

the door or inside >f the nouse. Tais knocking is comwon, in Shakespeare
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as well a8 1n otvher Zlizebethnsn dramatlsie, The nest fan.zs 18 of course
that in Xaecheth, In a0t 1I, 2, 65 Lady Eacdeth, Jjuet after lhe murder,
naya:‘ "l hear g koockluyg at the scuta entry. Zetire we to our cuamber,"
and when the knocking is reneated: "Hark! Xore xuocking. oet on your
night gowns™ And then follows the famous tuird scene w.ere the Horter
ia arcused.

Several bangyuets occur in Snokeospeare's .lays. Ulrect statements
are mnde and the actual oprocedure at a banguet secuzs to be given. There
ia the prenaring of the dishes by the servantus, tine setting down at the
table, and some, though snaring, rsferences to ectisg. The ssat famous
banguetting soenss in Shakesneare are probebly those in fitug Andronicus,
¥acbeth, and Timon of Athems. 2411 ¢ thesc and ths otaers are zllke in
essentials, and no further trcatment is reguired,

0 sum ur the resultc of the discoseion. ¢ have seeu that
Shakespeere employs in le Jcens 2 well as in s plays many flgures of
sneech dealing with noture, but oniy in & fow lsolasted cases in tr.;e
nlays do they create the sroner atmusphere, olxewise much descri.tive
nerration is used, wiich does not refer to ismplued sceitings on *he sgage,
but some of this deseri-tion, esneclially thet of a seni-iirect nature, 1is
very imcortant in cresatiog the =tmosphers in some of the nlays, and in
cermbingtion with the direct descripticn is highty effective. sad ?.,t peems
that thfs indirect description ies zluost g nwoerous as $nat referring to
_light effects and imsgined settilays on the stage.

But in the absencc of deta.led etage setiings, the direct poetic
descrintion becsme sractically a necessity, as & fair amount ¢f indication
as tc the immediate snd detailed enviromment of an action on the stage Lad

to be su-plied. A\ symvolic lmdicatlon or petting on the stage might serve



as an 24d in creating the illusion a3 to stage effects, tmt it ecould
never crable the auilence to visualize a pmErticular spot or setting.
bireét deacrintier poetry hud to be brouzbt ianto nlay, the words
oroducing the effect u:on the senses.

Shake spesre succeeds admirably in creating the sarticular
illusions. 3ut ais method is not alw~ys the came. Someti~es the osaterial
method with descristive pocetry is employed to bring asboul the effect.

At othor tines descriptive poetry alone is rosorted to. Then we may

have dirsct and explicit statements to g particular setting either by g
chorus or by a cnarascter sppearing in tiae play proper. In taat czse not
seldom glowing poetic desoriptions serve to create tne i{iiusion as to
detnils, Thege desoriptions, however, do not interfere with the action,
but rat:er suspert l1t. At tives indications > scenery are glven rather
sparingly, and the aeffect of noetic imegination is them produced by
puggestion. Detalls of 4 particular scene seébserz may be Ziven as the
gotion nmrogresses, 80 tiet tae imsgined setting 1s graduaily brought before
the audience. At cthar times Jhacespeare gaturates the dislogue with the
proper at.acapinere in such a TWANLET , tnat tno lmagined setting iwmmediately
suggests itaelf. 3ut wiatever nethod Shakesnears may follow, he susceeds
in ercating the illusicn necessary for a ouroper understanding of the éction,
end this fully Justifies his relatively large use of descrintive soetry

g8 an Irndiocstion of scenery.
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