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THE RENAISSANCE BACKGROUND OF THE SONNET
AND THE LYRICAL MOOD OF ELIZABETHAN ENGLARD

sology for Poetry, Sidney repeats the ancient
dlotum thas poesy is an "art of imitation."l He continues by
explaining that poesy is essentlally “& spsaking picture”
with an end te teach and ﬁal&g&%;g This conception of liter-
ature was not confined to the study of poetry. The writers
of emblem books, common from the medieval allegory writers to
the metaphysicals, suggest that painting is even dumb poetry.”
This is not necessarily a confusion of genres, but it saye
gomothing about the basic premise of this paper. Thé sonnet
tradition and what Bhakespears wrete in his sonnet sequence,
ts 1-126, is dramatis

particularly. Senng

e and 1ts resultant tension betwesn form and emotion,
distribated throughout the gonnet sequence, into a etructured
ooherent image of man snd his worldesin echaracter, conflict
and in specific plot movements It is poetie potential
aatual&%aau Romeo ful

In thie “ﬁwa&axia @mﬁlaraﬁiaﬁ“ the reader is continually
faced with the essential nature-.of the lyric and of the drama.

Jeot is & spesking sonnet.

igip Philip Sidney, “An Apelogy for Poetry, artable
Lizabethan Reader, gﬁ## Hivam Haydn (New ?aw%;z%gﬁs_. Pe 5

agiaﬁﬁﬁn pe 59%e

ERmﬁmaw Freomen, Sngdish tm Jom
pe I,

Books (London, 1967),




B¢ S+ Dallas maintaing that the drama is second person
present time and the lyric is first porson singular fntara¢¢
‘By generic definition, then, the lyric is subjective and the
drama relatively objeetive, The suthor of this paper agrees,
undey the condition that the lyric is undérsteed as expressing
the speaker's emotions and feelings, not necessarily the
poet's personal emotions. What Stephen Daedalus says in

H3 of the Artist is undoubtedly trues
The lyric poet presents his image (poem) in
immediate relation to himself, as opposod to the
dramatist, who presents his image (play) in

inpnediate relation te the avdience, he himself
withdrawing entirely.d

James Joyeo*s Portrall

Howgver, we do not need to counterpoint each individual
gonnet in Shakespeare*s seguence with an sutoblographical
experience in his life. The paradoxical element in the nature
of the lyric is that it can be both public and private,.
Catherine Ing explaine that a pudlic lyric is that which makes
an "gudidble utterance," 1.6., it “should be communicated to
anyone who may hear the singing.”® The private lyric reveals

bprom Po &w& etry quoted in Rend Wellek and
&na;ig Warren¢ Theory of Literature (New York, 1956}, 2nd ed.,
Ds %
Smmaa in Jamgs L. Calderwood and Harold E. Toliver, ede.,
y ,"Jﬁ;;- (New Jevsey, 1968), p. 84 ?h&Ayainﬁ is
1:9‘ nE § Elder Olson, Iragedy tha Th
imatrm&%‘ lgﬁl s P« 27¢ “The action of drama tends
chiefly intergﬁwaana1¢ It is action, that is, which ia mat
confined <o ﬁ“gyivate gphere, as is so often the case in

lzgie poetry~«it is action in which people act upon esach
other, '«

Scatherine Ing,

than Lyrics (London, 1951), pe 15.



a persomality wmuch in the eense of the later Romantic’s use of
the forme "Iyric of the first type is a veice from the invis.
ables lyrie of the second type the epeech of & personality.”?
But in the final analysis, the ¢rux of this paper is not to
that material once lyrically subjective is now made
dramatically objeetive {although this may be true)s but
rather it is the ensetment of “life in its essence"d in the
impersonation of human passions on a stage.

it @@ﬁﬁ%ﬁﬂ@i&‘ﬁ@ﬁﬁﬁ%ﬁﬁ"ﬁhﬁ% vegardless how
elear and complete this paper may pw@ve “to be on the basic
ﬁﬁﬁﬁm&%iﬁmﬁa th@'ﬁsg}@wr ave dramatized. in Romeo an lie:

prove

The reader m

stages A poem is only a "single art,” drama the product of e
“eomplex of arts:*? “What happened in Romeo and Juliet is that
matic poet.nil

“In vita di Madonna Leura” . o o “In merte di Nadonna
love for Laura became immortalized in his sonnets on those

Shakespeare bocame g dy

?xﬂga Pe 17

Byapeld C. Goddard,
1981)5 pe 128,

P01sen, pps 12«13.

2‘%& @w WW@k* wgwmﬁm “ # bhathan Poaotey
Yorks 19352}, p« 1%

ii%@‘g&é in Theodor E. NMommoen, Med {a
Studies (New York, 1959)s Do 5?&




themes. The conbination of the emotion "love” and the forms
and conventions of lyrical verse wae not inaugurated with
Petrarchs btut with his imagination and artistic skill, the
sonnat form was molded to expross lovee«in 1life and in deathe
in & delicate balance between content and form.
« » » it was eéspecially in the sonnet that hie
genlus found the most adequate mode of expression.
Potrarch 4id not invent the form of the sonnet. It
had afyears& long bafore his time and flourished
greatly in the school of poets writing in the “dolece
il huovo.* which reached its climax with Dante.
€ surpassed, however, all his predecessore in the
fashion in which he perfected the traditional form
and filled 1t with a content ax-agge more rich and
more varlegated than ever bafore.>«

Along with the themes of the transiterinese of beauty,
the pains of absence, the immortality granted by verse, the
eruelty and unagsailable chastity of the lady that inspired
the school of "Petrarchists,” Petrarch exhibited s great sense
of the musicals In his gangoni is contained some of his most
exquisite verse, Although in the sormet he gained fullness
and perfection of exprossion, the ganzoni are significant bew
cause, in Itallan, gonetto and gangsone are derived from the
words for "sound™ and “song.® Hommeen saye this faet is
jmmeasirably inportant because it implies that not only
literary talent but alse musical talent was necessary to write

pootry. 13

12yommsen, pe 87.
pommsens ps 87



Petrarch*s Florentine biographer Filippo Villani says
this about Petrarch's musical talent: *He played the lyre
admirably. His voice wes sonorous and overflowing with charm
and sweetness. o And Petrarch himself, in his lust will
spacifically vofers o his prise poscession--"my good lyre.+l5

It ig a long way from the hille of Avignon snd the peak
of Mont Ventoux of the early fourtesnth century to gixteenthe
century Stratford-on-Avon and the bustle and nolse of an
snorgetic London. Yot when one rasde John Benson's preface
to Pooms» VWritten by Wil. Shake.speare. (Gent.s printed 3.6113;@59
and f‘imia that the printer thought the gomnets "Seren, cleere
and eligantly [éi&] plaine « + + no intricate or cloudy stuffe
to puzzell intellect, tut perfect elojuencey such as will
prajse your admiration to his pralses w16 or if one yeads
Julietts wedding song or veads aloud the twoepart sonnet be-
tween Romeo and Jullet at their first meeting, the musieal
gqualities of metre and tone cannot be lgnored. As Catherine
Ing statess *"Study of the theory and gxﬁ&ﬁiaﬁ.nﬁ'[?&izabathanﬂ
iyric poetry w&:&i‘ show the proper lmportance of music and
aloo other elements in the cxperience of the poots.”l? What
drawg the centuries, the lyrical nature, the themes togetheyx

1
2 Guoted in Mommsen, p. 88,
iﬁﬁamﬁém Pe 88,

16parbara Hernotein, ed., Discussions o
Sonnets (Boston, 1964), ps 3

7 ligabethan lyrics (Iondons 1951)s pe 24,




is parallel to the phenomenon of the Renalssance itself.

To undergtand the ebullient lyriesl output in England
during the 1590%s is to understand a prime factor in the
Renalssance~~the nationalist tendencies embodied in all
countries rejuvenated by the Renaisssnce. And those nationw
allistie Ronalssance tendencies did not escape the genius of
William Shakegpeare.

Shakespeare*s lyricism 1B rovealed by the songs
which adorn his plays, and his sonnete are among
e TR, Ty et onprnee; e trpremees
tendencies of the aenaiﬁaanaagi§

Behind the comparatively simple 1ilting rhythm and
imagery in the verse of the Elisabethan lyricist looms a
larger inforuming principle, l.e., the Renaissance and its
entalyst, the humanist. The Italians ¢alled this movement
Rinascimente or rebirth of the c¢lassical langusges and liter-
aturess Paralleling the idea that Greek and Roman culture wae
thé true culture wzs the "oconnoted dislike"l? for the culture
of the Middle Ages. And in the thought and literaturs of the
period this “dislike" was often turned to direct hostility.

In a brief discussion of humaniem in relation to the
gwelling tide of the Renaissanve, one is often confronted by
the old logicetwister, i.e., which came first, the chicken or

the ege? And of course whatever argument ona uses ig of no

York, 3.93‘&“3’& 2nd éd%;fﬁjpu :

19ucas, p. 207.



congequence in the light of thelr primal indivieible relatione
ship 4o one another. Humanism was both the creoative sgent and
the offspring of the Renaissance, Cicero, in On the Orator,
presoribed a curriculum for futurs leaders of the Roman state
and its soclietys A young man couléd prepare for this position
by studying literaturs, philosophy, ?ﬁﬁt@%ﬁ@g history, and
law. "We sre all called men,® wrote Cicero; “bBut only those
of ue are human (humani) who have been civilized by the
studies proper to eulture.” 0 And thet “culture™ which re-
ferred to that of the ancilent Romans and Greeks was called

The manifesto for humanism was Giovanni Pico Della
Wirandola‘s Oration o iignity of Man (1486}, In this
oration, the theme of man*s godlike splendor asgserted itself

over and over. Egon FPreidell says that "man regenérate 1s the
primary meaning of the Renaissances the rebirth of man in the
likeness of God." > Mirandols, rebelling against the idea of
the Middle Ages that man wdas wretched and foul and ever prose
trate before an angry God, boldly declared that man was only
a little lower than the angels. These highest beings were
from the moment of creation destined to be unchanging servants
of God:

20guoted in Lucas, ps 209.
31’13“%3; P 209,

22auoted in Mirandols, Oration
A+ Robert Caponigri (Chicago,




But man, at the moment of his creation, God bestowed
seeds pregnant with all possidilities, the germs
of every form of life. Whichever of these a man
shall cultivate, the seme will mature and bear fruit
in him. I¥ végﬁtahlﬁp'he-ﬂiii‘baﬁama'a plants if°
gensuals he will become brutishg if rational, he
will reveal himself a heavenly belngs 15 intellectual,
he will be an sngel and. the son of God.<d
The knowledge, nature, snd destiny of mankind was not fixed;
tut rather it rested with the power of gelf-detormination,
The jdea that man might take pride in his ability to
aspire to the higher natures and to improve or ennoble human
nature, was the essence of humanism. Man, in free will, could
look out on the horigon of hie world and say, "I am @ man,
therefore I can discover the seerets in all that lies before
me™ It was not a dethronement of God, but rather an aspirae
tion toward God and a development of his imnate capacities.?23
Fan was at hise pié#ala, and the literary Renaissance
that accompanied the “Renmeissances” of political ideae and
ingtitutions, of systems of law, of philosophies, religlous
ideals and ingtitutions, and visual arts expressed this ldesa.
And not only did the literature itself exprass the idea of the
greatness of man*s beling, but alse the sheor fact of that
literature's existence and sxcellence proved that man was
indeed capable of great things.
This phenomenon known a8 the Renaissance in hietorieal

g3wiranﬁa£ay p. 84
%ﬁraﬁbwm pe 11

gﬁ&&fﬁnﬁﬁl&; Ps 2vie



time must be further defined in ordor 0 understand the trante
mission of learning from one culture to another. In the use
of the word Reriaise
that one culture is oitheyr dead or dying. Toynbee suggests
that three types of encounters between pest and present are
ﬁy@?ﬁpﬁi&%&gaﬁ tne is the reiaﬁ&anahiyvhetwaan a dead civilie
sation and its Infant suceessor, i.¢., apparéntation-ande
affiliation.?? The sscond past/prosent enceunter involves
the phenomencn of archaism, i.es, "as reversion to an earlier
phase in %ha\aééaiéymant of society to which the archaisers
themselves %ﬁiaaggﬁzg However, the socliety that is in reality
entering a Renaimsance iz that socliety which as a “growneup
eivilization” encounters the “ghost" of ite long-dead §arant¢39

A soclety entering on a Renaissance,; on the other

hand, 1s perhaps more likely than not to call up

the ghoat of ite parent as that parent was when he

had reached the same gﬁaga‘gﬂ development as the

effapring hae now veached.JV , . . In other words,

g Western Christendom could not entertain an

Hellenic ghost, or guest, until its own house was

f£it to receive the visitor. The Hellenic library

wae gﬁy&in&i&y prasent all the time, but it could

e e

not ffectively opened uaﬁ&l.ihafWaatermaw=wns
eompatent to read its contentes’

anee or “rebirth,” there is s suggestion

?6ﬁx%@1¢ J« Toynbee, %&g§x f History (Rew York & Londen,
1957), Abridgement of Vols,. ViieX By De Co Somervell, ps 242,

27roynben, p. 242,
%awaynbae; pe 242,
29Toynbes, pe 262,
30poymbee, p. 282,
oynbess pe 252
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The high peak of God's c¢reation on earth was man, thought
the humsnistes and with that belief and a growing confidence
in their literary competence, a literary Renaiesance sprung
foyth.

The father of the sonnet tradition, Francesco Petrarch
(1304-1374), was one of the first to energize his work with
the new spirit of humaniem. Near Avignon, he turned from the
a@u&é of law %o a study of Clcere's orations and Vergil'e
verse. During the Holy Week of 1327, an event cceurred which
mightily influenced Renaissance love lyries. MNe saw the lady
'iauraaﬁg “Lauras 111§ﬁtri¢u$ by her cwn virtues and long
celebrated ig my poems, first appearsd to my eyes in the
earliest period of my manhood, on the sixth day of April, Anno
Domini 1327, in the church of St. Claire, at the morning
haur;”gg And the ardor of his spirit traneformed itself into
poetry and more particularly +the sonnet form. Although this
M%yye of verse was not ﬁrigknam with Fetrarch, he iaiaeﬂ the ary
form to perfections The sonnet form in which he worked was
that of the fourteen rhyming lines divided into two parts, the
octave and the sestet, The first four lines of the ootave
stated a major premise or basic informing thought. The second
four 1ines of the octave elaborated en or offered a variation
on the thenoe of the first four lines. The first half of the
sestet turns on a reflective note, and in the second half it

Ziueas, pr 210.
33guoted in Mommsen, pps B9-90.
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ends in an emotion-~possibly "hope, despalr, resolution,
consolation, or seme other such ematien;”3“

His third sonmnet is typical of this type of structure.
He is describing his meeting with Lauras

Twas on the blessed morning when the sun

in pity to our HMaker hid his light,

Thank unawares, the captive I was won,

Lady, of your bright eyes which chained me quites
That ceem’d to me no time angainst the blows

0f love to make defence, to frame reliefs

‘Secure and unsuspecting, thus ny woes

Date thely commencement from the common griefy
Love found me feable then and defenceless all,
Open the way and easy to my heart _

Through eyes, where since my sorrows ebb and flows
But therein was, methinks his triumph small,

On me, in that weak state, to strike his dart,
Yot hide from you so strong his very bow.Jl5

The Renaissance had not only raised "man” to & high

potential, dut alec woman's position was ralsed.
But one of the effects of the Renaissance was to
raise the position of women, as that in Shakespeare's
comedies the heroines (Portia, Viola, Rosalinda)
are more than equal to the men. In England, . + »
the presence of & female sovereign and one who was
the focue of patriotism and the object of §%attamy
and adoration, assleted the general trend.

And since in both Petrarch's lyries and Elisabethan lyrics

the poetry wes in reality 1mvg*$ﬁatry, woeman's pogltion was

significant. Just as the humanists ¢f the Renaisgance were

breaking out of the world of the Middle Ages culturally and

politically, love poetry also moved from the religlous

3“&uaaa, pe 211,

35F. N. lucas, ed., The Sonnets, Triumphs, and Other Poe
of Petrarch (London, %59 ~ope 3-br and Other Foemg

35Keﬁneth_Muir, Eligzabethan Love Lyrics (Freeport, New York,
1969}, pe 9.
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positions of courtly love to the expression of “flesh and
blecd” substance of human passion.

Dante, in The Divine Comedy, deserted by the great Vergil,
was guided to "divine wisdorm and Christian revelation® by
the lady Beatrice. The idealigation of this woman is very

typical of the posturing found in courtly léva. Like the
Blessed Virgin, woman could guide man to the eternal, and
therefore ghe should be placed on a8 pedestal for worship.
Dante states reveraentlys
I saw the lady, who first appeared t¢ me velled
beneath the angelic festival, directing her eyes to
me on this side the stream.
Albelt the veil which fell from her head.crowned
with Minerva‘'s leaves, did not let her appear
nanifest, ﬁueﬁnligg, iv. btearing yet stern « + + »
{Canto xxv 64-78)37
Phe medieval woman was subservient in her feudal society,
but the courtly love poets ralised her to the earthly countere
part of idenl love. According to Ilucse, Petrarch moved woman's
position fyrom that of the “ideal guide™ %o more of a flesh
and blood woman, although compared to Elizabethan sonneteers
this may not seem so.39
Potrarch sensed the conflicts in the position of a courtly
lover, i.e.,4 he felt lust for the woman (profane love) yet he
mugt treat her as insccessible (holy love). This type of
tension is clearly visible in Romeo and Juliet (I.v.08<110)

in which a prayer for a kiss ia balanced by religious imngery.

37uoted in Henry Lucas, p. 151.
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In & typical Petrarchan conecelit, love and religion are
linkeds
g g Rl Ayt M oo
My 1ipse, two blushing pilgrims, rea&y stand
To smooth that rough touch with a tender kise.
{x.v.95»9?)

Petrarch was essentially working with love poetry that
had developed under the spiritual diseipline found in
Christianity. There was a definite analogy between courtly
love and Christian love, only the former was secular and
erotia.*® por example, the sudden spiritual aswakening
paralleled the devotion to love's demands in which the god of
love becomes "lord.” And the binding of the convert to the
will of God paralleled the binding of the lovers in which the
need to continually supplicate for grace and mercy existed
Prye continues the parallels by suzgesting that the Madornns
and child have thelir counterparts in Venus and Cupid. Venus
thue signifies the complementary area of light, form, desire
ability, besuty and objective proportion in relationship to
Eros, who is hest, energy, desire, love and subjective emoe
tiﬁﬂc&ﬁ

Petrarchan love was more than a cover-up for natural

0 gng Ju ‘~v§n thies paper are from
ﬁﬁ&u Karaaa ﬁaward Furneas hiia:eﬁgﬁ%ﬁ. 8§§§$&§§%K§§é§&gap

Qaﬁarthrap Frya. "How True a Twain,
Bhakespeare's Sonnets {New York, 1963):%; 31 ° oL
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feolings, and it was more than a vault for storing images.

It was a need to control the strongest of natural f@elingaaha
Love was for the Renalssance poet & kind of
ereative yoga, an imaginative discipline in which
he watched the strongest possible feelings swirling
around sexual excitement, jealousy, obsesaion,
melancholy, as he was snubbed, inspired, tessed,
@nmahlgg; forsaken or made blissful by his mis~
trogge

Calderwood sgrees that the source of the poet's eémotion
was "Cupid and the lady's resistance both more or less beyond
his control and both part of an accepted public manner in
writing love verse.*#5

On a superficial basis, the regular themes of the
sonnetesrs wers the character and exploits of Gupld, the
methads by which the lady enslaved her lover, and in turn the
lover*s melancholy, sleeplessness,; wasting and pangs of
absence. The tension between holy love and profane love
always sxisted as a larger looming fagtor in love poetry.

Castiglione, in the gentleman'e handbook The Courtier
{1528) deseribed the qualities of the courtier much ag Cicerc

had described the qualitics of the rising young Roman Statose
man. Like Clcero*s work, it set a model for behaviory and it
alzo drew together the love poetry of the Middle Ages and the
love poetry being written in the court of Henry VIII.

Y3pradvecks p. 23,

Ll ‘
“5ﬁa1derWQuﬁ@ P by
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“Captiglione's book was popular in England and, in the come
parative calnm of the Elizabethan settliement, it furnished s
model of behaviour for ths fashicnable 1@ver.”“é

The true¢ courtier was to réspond to beauty as the first
stop toward the develepment of his fineet qualities. For the
Renaissance poet, the end of art was actionsy and ge, the
poet had to mesh the twoé. But, there were two problems in
the artist's perception of beauty. One, how could one respond
to beauty, and yet surmount "(irce‘s charm®? Second, how
could one achieve the ideal which the peet caw in beauty or
capture 1t, Yecause what he envisioned only lasted for a bdbrief
tomporal moment? The firet problem was solved by the poet's
attempt to couch the idea of beauty in physical termss
‘Bradbook says that “hence, cultivation of the arts and the
¢lear embodiment of the heamvenly Ides of Beauty in the most
persusaive physical terms became h&$\duﬁy¢““?

The second problem was solved in such worke ss Spenser's
Yisione and Shakegpeare*s Sonnets in which the poet trans-
formed the beauty he saw into an “artifice of Q%ﬁﬁﬂiﬁyu"ﬁe
And of course this theme will be dominant in this discussion
of the Sonnets in relationship to Romeo gnd Juliet. In both
the Sonnets and Homeo and Juliet there 1o the response teo
beauty in physical terms, but only in the play can the art of

“%im ps Du
&?Eradbeak, P 28
ﬁgﬁradbeék, Pe 24,
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the Spnnets come %o frultion in physical action.
Castiglione's paseage praising love provided the age with
much of its bellefs about that emotions

Iove is "a certain coveting to enjoy besmuty” and
because longing cannet proceed but by knéwledge,
beauty is known either to sense (which we share with
beasts) by election or choice, which is proper to
nan or by understanding, which is shared by the angels,
and issues in the will. Beauty is "an influence eof
the heavenly bountifulness; the which for all is
stretcheth over all things that can be created « « «
yet when it finde out a face well proportioned « . «
there into §t distilleth iteelf and appeareth most
wall favoured and decketh out and lyghtenth the
subject where it shyneth with a warveylous grace
and glistering.” Of the three kinds of love,
Heavenly love is of the understanding alone.

“Thus the Soule, kindled in the most holy fire of
love, fleeth to couple herself with nature of
Angelles, and not only ¢clean forsaketh sense, but
hath no more need of the discourse of reason, for
being chenged into an Angell, she understandeth all
things « « « without anie veile or cloude she seoth
the meine sea of the pure heavenly bewtye and
receiveth 1% unto her, and enjoyeth that sovereigne
aagpinaﬁpe@ that cannot be comprehended of the
SONCEY,

And when Shakespeare took up the treatment of “love" it was
with this type of background but with his particular stemp.
Just as the mind of Petrarch wag skin and receptive teo
the mind of the ancilent Romans, so the era of the 1590's
revived an exubsrance of splirit as the revival of the classies
revived a high spirit for the early humanists. Both the
“ghost" and the “invocator of that ghost" were ready to ree
ceive one another. And just as a school of Petrarchists arose

after his dsath, the lyrical outburst, lnaugurated by such men

“gﬁunﬁeﬂ in Bradbook, p. 22,
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45 Wyatt and Surrey, gave rise to a sonnet vogue during the
latter third of the sixteenth century. ‘Aihay%”aangg,ﬁﬁga
“both Wyatt and Surrey found their chief inspiration in the
work of Italian posts. Both were innovators in tha true
gpirit of the Renaissance.*5¢

‘In 1593, when lyrical verse was at its prime in"
. ‘Elizabethan England, Gabriel Harvey said in '
Supererasa
poots have in their several veins Petrarchized, and it isg no
‘dishonour for the daintlest or divinest muse to be his

scholar, whom the amiamblest invention and beawtifullest elo-

Fierce

ytion “411 the noblest Italian, Premch, and Spanish

cution acknowledge their master.n5t

The epic Africa by Petrarch, although distinctly Ingpired

by Vergil®s Aeneid, was nod id; ebviously.

“was molded by the temper of Petrarch's own age and by the way
“he interpreted Vergil from afar. So it was with the
Elizabethan use of the sonnete J. Ve Lever supggests that
*the [sonnet] tradition reaches back to a European, especially

an Italian pasts but ‘it was sdapted and transformed by dise
tinetively English attitudes, the resulting tension supplying
the main dynaric of development.®5%

Chaucerian lyrics and other medieval lyrics cannot be

gﬂalbewt @& Baugh and Geo. Wm. ﬁa&iall&nd, 088 ., wwaﬁgry
Literature (New York, 19sk), p. 213, T

ﬁlﬁwaﬁeé in Momnmsen, p. 74

ﬁgé‘* @‘ 3&?’%‘1"1 ¥ i1 V 2 ahe : -

t (London, 1966),
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ignored ag an influence on the Elizabethan lyrie. The court
of Henry VIII was not indifferent to the combination of music
and poetry. The courtiers, trained for a life at court,
fashioned themselves after Castiglione's pattern. In his
advice were these guggesiionss ". . .« the courtier should be
» + « able to read Greek and Latin, to play a wmusical instrue
ment,; to sing, to draw, to appreciate palinting, and to write
verse and prose when the occasion arose.>”

Riding on this tide of lyrics native to England as well
&g ‘on the tide of humanliem, the sonnet form came to England
ﬁhwaugh‘ﬁhemas‘ﬁ&é%%@ Thue, it made an ingignificant court
pastime into a significant literary development.

Sir Thomas Wyats, by profession:a diplomat, Found a spirit
akin to his own In the achievements of the grest French and
Italian Renalosance poets. From his direct translations and
adaptiong of Petrarch, the sonnet, tersa rima, and rondeau
forme were insugurated in Bngland. But as Muir asserts,
Wyatt was more important for “his fusion of foreign influ-
ence and native forms of Italian conventions of love with
individual f&é&iﬁga“ﬁg He had to work within the medieval
lyric tradition of his own Anglo-Sazoh background, and as a
result he worked from a lyrical background that did not deify
womans Courtship was comparatively simple and most lyrics
and e SEer (120) e R oo honty Vie]
composed both nmusic and words for a few songsy and Cornisgh,

& court composey, was actually "good® according to critics.
Egﬁuivg vs 11,
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about love regarded love ag 2 rather frail object--a tem.
porary summers-in the face of eternal daa%h;55 Anothey strong
tradition in which he worked was that of a didactic or morale
iging effect by literature. The temporality of spring and
summer was ever stresged. No flower, birdsong, or summer
day c¢ould possibly last; and so content bocame the ”shaping
factor”® in his work. lever sayss
While infusing the Patrarchan medium with his own
vigorous personality, he lald the foundations of &
new verse form, built upon three quatrvains of decas
gyllables and a final couplet, and of a revived
English metric based, like Chaucer's on five feet
of fambies while allowing a wmodified freedom of
stress. Form and content + + « interpenetrated
closely « « « it was rational rather than imagine 56
ative, empirical rather than transcendental « « « -
In 1567, Richayd Tottel, a London printer, published a
miseellany entlitled Songes ﬁﬁ§_32§§§ﬁﬁtﬁ? The title page
featured the poems of the carl of Surrey although it did
include some of Wyatt's works. Like Wyatt before him, Surrey
had an English cast of mind that rejected the Italian transe
gendental view of nature. In the sonnet that begins "Love
that doth raine,” Surrey immovated as far a8 the rhyme scheme,
so that in an end rhyme analysls the results were abab, cded,
efef, 22
55&6‘9’93?‘* P 10.
séhevar, pe 26,
5?Eaughg pe 213. Catherine Ing (p« 14) dallaste her argu-
ment about the Elisabethan concern with proscdy and lyrical

verse in general by stating that in the 1) there are
seventeen metrical forms not used before Tottel’s publication.
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The effect was to pernit logical expeaition, with
its necessary contraste and appositions, while
gtrictly controlling its aevexﬁ?man% within the
1imites of three balanced qaaﬁra‘ng and ending with
a summary in the last two lines.5
In such a technical experiment, Surrey could express
sontrasted situations in which the lover could react, or he
¢tould present a balanced antithesis followed by a positive
or aplgramatic statement. Eventually, he learned that the
traditional love themes were not necessarily the ultimate
thomes for the sonnet, e.g«s he wrote & tribute to Wyatt and
to a fellow military comrade who saved his 1ife. ILever
suggestes
Such themes introduced a new type of gsonnet
content which derived ite strength not from
intensity of subjective feeling, nor from imagine
ative range, but from Surrey's capseity to set
f&gﬁhalﬁﬁiég and ﬁalgéy the experiences of man
in the social sphere,-
Surrey 4id the most to establish the Eligsabethan sonnet as a
poen of three quatrains and a rhyming @ﬁﬁy&ﬁﬁﬁéﬁ
Both of these ideas are extremely important in this dise
cussion of the dramatization of the gonnets in Romeo and
Juliet. On a peripheral busls, understanding the structural
gcheme and the content variations is relevant to the undey-
standing of come of the sonnets in Shakespeare's sequence as

well as understanding the use of the sormet in Romeo and

58&9?@!‘; P 46,
3 gbwam Do 48 o
¥ ex Lo Shakespe

E

ated History of Engl! A
3 {New York, I@%ﬁ,: De
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Juliet (the sennets at the beginning of Act I and Act 1I).
And, as will be shown later, the entire tragedy existe much
1ike o sonnet in structure.

With the forty anthologized poems in Tottel's Kigeellany
61

going through ten editions before the end of the century,
it iz obvious that the work's presentation of the first
sonnets printed in Englich was going to bave a great effect
on this eve of the lyrieal 1590*s. In France around 1575,
Ronsard, DuBellay, and Desportes were writing their French
adaptations of the Italian sonnets. In Premidres Ceuvres
(1523) some three hundred sonnets were written to three
influential ladies in England, 62 The Bnglish poet te varyy
" on from the French tradition was Thomas Wagson in A Passionate
Genturie of lLove or The Hekatompathis (1582), an eighteenw
"z,irxe poem with three stansas of six linee. Then in 1593,

ined, & collection

he wrote the Tesres of Fameis or Love Disdai
of sonnsts in the Eligabethan form.53 Fellowing this vogue
were the writers Henry Constabdle in m;gm, m PIAa

*’.9.22322

Slyuiy, pe 12,
62

ﬁmwz @am ’mﬂ; aﬁ;,

é%m; Ps 1.3@0

6%1’; Daniel*s famoud line "Short is the glory of the
blushing rouds » « +" or his conventional use of the terme
"gable nizht, sable hair™ to the ideas and conventional use
of the images in both the Somnete and Romeo and Juliet.
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sonnets and lyrice pubdblished in Partheno

_ phil and Parthenope
(1593) or A Divine Centurie of Spirituall Sonnets (1595)s and
Michael Drayton in the sonnet sequence. Idea (1593). Richard
Barnfield is unique in that some of his poems attributed to
Shakespeare appear in edltions of the latter's works such as
The Passionate Pilgrim (1599).55

To eonnect the Tudor and Elizabethan poets, there were
Gascoigne's Sundrie Flowers in 1572 (thirty~three sonnets,
thirty of which adapted Surrey‘'s form) and A Sorgious [éiﬁ]
gallery of Gallant Inventions in 1578.0¢

In the Arcadia (probably written during the 15680's),
Sidney basically follows Wyatt and Surrey in his use of
traditional English attitudes and current English vecahaiary.é7
But by the time of Astrop and Stella (1597), Sidney had
written the true sonnet sequence that was to influence the

whole sonnet vogue at that time. Sidney has often been dubbed
by literary eritics®® an »English Petrarchan," because he
followed many of Petrarch's ﬁan?antianﬁ. But lever retorts
with the idea that the sennetﬁéﬁs of all the Renaissarice
forms, the most personal and the most heavily indebted to

65ward, Pp. 1324133
6ﬁy¥iﬂ‘!ﬁ¥“a Pe 51@
671ever, Pe 53.

éﬁseg tba works of Emil Koeppel (1890), Sidnay Eee
- : S~¢v:t93 Janet ca Scott Elisabethan et (1904),
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conventions. Calderwood agrees by stating that conventions

‘were used for points of departure to release emotion rather

than naps aioneiég Theodore Spencer's essay on Sidney makes
the point definitely clear:

In the sixteenth century, thie saving logs of
pergonality, this discovery of self through _
submission to an "other," could be accomplished

to a considerable extent through convention. Cone
vantian is to the poet in an age of belief what the
pergsona is to the peet in an age of bewilderment.
By submission to either the poet scquires suthorityi
he feels that he is speaking for, ie representing,
something more important than himselfe-or, in the
case of the persona, he is at least representing
sem&th1n§ different from hisc own naked and relatively
insignificant egos in both aasageha haes taken the
first step toward universality.

Although the sonnet seguence was written to Penelepe Rich,

the experiences that Sidney had as a lover f£it inte many of
the Petrarchan themes and conventions, e.g., the famous voyage
down the Thames compared to Laura's voyage down the Rhone.

The striking differvence between Petrarch and Sldney's wonen

ia that the former's is a "revelation” and the latter*'s is a
mere “"heroine."’! The different views are reflected in the
type of imagery used. Petrarch was imnediately concerned with
a trangscendental vieion, and he used the sun metaphor to

capture this viﬁian.72

69&&3.&%%00@; Ps ih,

7ewhaed¢ra ﬂpanaer, “Phe Pootry of Sir Philip Sidney,*
Engd erary History (December, 1945), XII(4), pp. 266-7.
This idea 1is espea“atay important in Shakespeare's rejection

of the sonnet conventions in Romeo and Juliet.
m&evem p. 60,

721n relation to the diaeuaainn of Astrophel and Stell
{1XXI) and Senetto in Vitas CCX. Astrophel and Stella
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laura is likened to the sun, which, in ths Ptolemaic
system, has both natural and spiritual properties:
it ie matter, but matter in the purest forms: It
shines with heavenly light, hu%v'w\ia aceéssible
to. the vision of every mertal.’s
In opposition, Sidney was mainly concerned with the sun
as vepresentative of the "light of reason in Stella‘s eyeaan7“
Petrarch saw Laurs as & sun, Sidney saw Stella as o
product of nature and a potential for the sdification of
society. Lever says that “the English poet's majer concern
is with virtue and beauty as aspects of characters with their
effects upon societyy and lastly with his own subjective
regponse.” 75
Riding the ecrest of the sonnet vegue, the Amoretts
gequence by Spenser (written to Elizabeth Boyle) was published
im'i59§i7é Lever concludes his discussion of the Amoretti

sequence by suggesting that “. . « Spenser’s sequence,
despite ite many Intrinsic merits, was 4o exercise virtually
ne influence upon the subsegquent development of the sonnet in
England.”?7

¥here, then, do Spenser‘'s sonnets contribute to the

Lever, p. 60,

Miever, pe 60.

75{@\*@%‘* pe 60,

?6§t is interemting te note that Amoretti first appeared in
an Gctavo volume published by William Ponsonby which alse
contained Epithalamien and four untitled epigrams inserted
between the poens, Lever, ps 96.

"77mvam j+ 1 3»3'?*
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present discussion? Spenser carries on with the scale of
themeg found in courtly love.”® In the high phase on this
soale, love was a epirituml educatlion which could eventually
lead the lover to the etermnal, i.6., Dante and Beatrice.
Cardinal Bembo'*s speech on gmor ragionale which ends the
fourth book of Castiglione's Il Cortegiane is typical of this
high phase. In Bembo's gpeech there is an attempt to ree

oreate for the sixteenth century the attitude of the Neoe
platonists towards sexusl love.’? Spenser*s hymns 1o
heavenly love and beauty as wsll as earthly love were as
palinodes to the courtly love hymns to Eros and ?@nué. The
Amoretii sequence moves to the theme of the "mlddle scale,®
i«8., the mistrese may be a potential for a wife.B® ohe court
poots always had to acknowledge the fact that their “earthly
love" would move with finality to-the tomb. “Earthly love"
might have ita counterpart in heaven, but the phyesical frus-
tration wae always more &a&inan% in the works of Peirarch
than the spirituval fulfillment after which the courtly love
poets earnastlyuaaﬂght.gi Bpenser solved this dilemma by
terninating his romances with mayriage.
Marriage for the Elizabethan was not meraly a speial
convention, still less a “private affairs” primarily
it was a sacrament, the outward and visible siegn of
Prryes pe 33
"1ever, ps 103.
80 rya, pe M.

S}Frye ¥ P 3’4‘ *
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an inward and spiritusl grace. It bridged the gulf
between the ideal and the actuals it reunited ,
spirit to sense and was at once Symbol and reality.5®

One can readily see that Romeo and Jullet's marriage thus
becomes a part of the sonmet potentiasl and not just a dramatic
device to precipitate the tragedy. It was an Rlizabethan
24 hoc selution to a courtly love traditien.

The third phase in the scale of thames is tho "lower phace"
or the phase in which Shakespeare's genius found the sonnet
form« In this phass, concrete human relations were treated.
The full circle had completed itself. Plato influenced the
firgt phases as courtly leve poets tried teo reconcile earthly
and heavenly love, and Ovid Influenced the lowest phase.
Ovidian Romaneces became a "liberating foree whose combination
of sensuous richness, with certain classic gimplicity and
solidity, rresented Shakespeare with his first great peetic
opportunity. o3

During the 1590%as, the "gonnet was often considered pure
ologquence itself B4 It was a vogue. According to Bradbook,
the theme of love wag that of the age. “There never was a
period in which more loveepoetry appeared. The sonnet
sequences, many of them written earlier no doubt, were pouring
from the press s + « §“85

88}::6?31’0 Pe G5

838raaboek, pe 73.
gaﬁdwa@a Hubler, “Shakespeare's Sonnets and the Commentators,”
Riddle of Shakespearels Sonnets (New York, 1962), p. 5.

85pradbooics pe 120,
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The lyrical naturs of the age expressed itself in music
much as Petrarch's lyricel spirit had years before. MNadrigals
and aire sounded all over England. The use of songs was
common in plays such ug Lyly's Engimion, and Shakespearae also
used songs in The Tempeat, Ag ¥You Like 1i, love's Labour's

Not only is every song perfect of its kind, but,
with few exceptions,; they could not be transferred
from one play to another without spoiling their
effect. 1t is sometimes possible to absord the

peculiar %@ﬁg and atmosphere of & play from the
sSongs alono, ?

Feetry was not forced to music, but rether, like s

marriage, *it seemed to be an ideal mﬂ@@h&aa
« « » English posts of the Ellzabethan age were
writing in an isle full ef nolises, sounds and sweet
aire, Yhen they linked thelr art to music, they
linked it to an art germane to iﬁa&lfgéa &in&, and
a kindly fruit of thair native sarth.”

‘Now; if it is true that Shakespesre bogan %o composs the
gonnets during the years 1593-1594, then Shakespeare was
swimming with the stream as far as the sonnet vogus wasg CoOhe
cerned, After twenily pages devoted to a minute analysis of
the dating of the somets by varicus eritics Hyder Rollins
Bayss

86goneult Richmond Neble,
"1923) .

g?ﬁ‘iﬁif‘ﬁ pe 34,

8Cyard, p. 151,

891ng, pe 107.

2 Use of Song (Oxford,
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Prom the foregoing discussion it will be seen that
two conjecturers place the initial dute of composie
tion in 1582, two or three in 1585, and that the
earliest date of completion iz set by two In 1588.
An average of the guesses indicates that Shakespeare
began writing about the middle of 1593 and laid
aside his pen about June, 1599 Perhaps guch an
average is as reliable a way as has yot bggn found
of “settling” the vexed problefes & « » »

Hevrrison argues that Romee and Juliet was composed in

1594 or 1595
The Tragedy Of Romeo and Juljet was rabably written
In 1558.1595 « « « The style le unmistakebly early,
and the play was written when Shakespeare was still
an admirer of Marlowe. References to Roweo and 1
Juliet begin early, the first occurring in 1595.9
The majority of the critics® analyses in the Variorum
Edition agree that this is an early play of th&'lﬁgs'm&gz
Thens it is easy te place both the sonnets and Romeo and

Juliet in an age of great lyrical pleces; and in turn to cone

elude that they are related 4o one another by their lyrical
nature,; by their common treatment of love, and by their
single conpoger.

In oxder to appreciate Eligabethan and Jacobean
literature one must consider the close relatione
ship between diverse works and diverse writers;
between writers and their own works in.re&a&ion
to the spirit of the sge which served as a griming
charge for %he release of personal genius.?

9%1115an Shakespear Sonnets
odvs Hydor Edward Reiiins (PRiiaiets

9., B, ﬁarrisan, eds, Shakespeay
féﬁta 1952), P é&ﬁ

92@&1&1&m Shakespesare, Romee and Jullet A,w%g u
Edition, ed., §ara¢§53award Furness (Philadelphia, 1899)
LE5tH sy PPe C8-415.,

9ward, p. 105.



I suggest that not only are the two works related to one
another for the above reasons, but that the Sonnets are
actuslly dramatized in Romeo and Juliet.
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CHAPTER 11

THE THEMATIC SIGNIPICANCE OF THE THREE
SONNETS USED IN ACT I OF ROMEQ AND JULIET

In Romeo and Juliet, three formal sonmets occur as dis-
tinct parts of the play. At the beginning of Act I and at the
conclusion of Act I, there ig a choric-gsonnet. During Act 1 as
Romeo and Jullet first encounter one another, another sonnet
is molded from their dialegue (I1.v.91-104). From a purist’s
standpoint, the two choric sonnets are not “dramatic® in the
gense that we have been talking ebout, i.¢., the dramatizae-
tion of sonnet thoughts, themes, imeges in Romeo and Juliet.

It must be admitted, however, that they do influence the

reading of the dramas and since they were composed in sonnet

form, they cannot be ignored here. Sonnets and the sonnet

tradition are inherently associated with this play, and thus

it is striking that Shakespeare should actually use three

gormets in thie cnmpaaitian.l
A+ The Prologue Sonne%

According to H. B. Charlton, the purpose of the prologue
was to encourage the sudience to see the drama from the “right

point of viewi® The "right point of view," Chariton continues,

1In the collation of textual notes furnished by Horace

Purness, ed., Romeo and » A New Variorum t
{thilade?s:phia,_iﬁ). 15th ed.) Pe 3 H 5e Ulr c%s‘a"ei't'amtea that
both of these choric sonnets most likely did not come from
“Shakegpeare's pen"” because "it [sonnet after Act 1] is so
empty, prosaic, and barren, and 8o wholly peintless that in
my opinion it is impossaible that it could ever have flowed
from Shakegpeare's pen.” In eppesition I feel that their very
position in the play, all 4in Aet I, tells us something about
the rejection of the formal pattern for the presentation of
valid feeling. Also, both of the choric gonnets are in a
major way tled up with the themes of the play,
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was negessary to expound because Shakespeare had chosen
tragic heroes that were fictional but not surrounded by pomp
and historieal stgnificanaa.z Although we may never know
Shakeapeare's actual “"point of view” as the critics argue
over the eenturies about the true meaning of phrases such as
"gtavr-cross’'d lovers," the basic groundwork is laid in this
first choric~sonnet concerning the future action and cone
clusion reached in the actual dramatization. Harold Wilson
agreee in this sitatement:
The tragic conception of Romeo and Juliet is simply
stated for us in the opening sonnet-prologue. By .
thus announcing his theme and describing the central
action, Shakespoare prepares us for the method he
will fellow throughout the play. We are to watch
& sequence of events 88 they move towards the
catastrophe in the full knowledge that they are
tragic, that the tragic culmination is somehow
jnevitable « « « « The tragic effect_is to be one
of anticipation and its realization.’

Ag discussed in the opening chapter, Sidney!s sonnets
were concerned with "an empirical approach to love in terms
of its psyehelogieal and meral effects” and with the sphere
of social e@ndueﬁw& Inglis saye in English FPoetry that
"o « « the poets at this time were concerned to find the

public significance in the private event . . . 3 S0, it is

aﬂ%&B‘ Ghar%ton,z"ﬁhakeapeare‘a Experimental Tragedy, " 4
(=) & niy L1 pa % g1 gg;iﬁt (14 99
Eeugias %dﬁg 1§§g1 ;9$§). Pe 5 ’ ’

>Harold S. Wilson, Op the Design of Shakespearis
{Canada, 1957}, ps 3. ' | -

“XJSVQI'Q Pa 62,
Srred Inglis, English Poetry 1550-1660 (London, 1965), p. 26.
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not unusual that Shakespeare*s sonnet-prologue and even his
gonnet sequence should be concerned with the effect of the
private 1ife on the public life and the effect of love on a
gecial plane.

Twoe households,; beth alike in dignity,

In fair Verona, whers we lay our scene,

From ancient grudge break to new mutiny,

Where ecivil blood makes c¢ivil hands unclean.

From forth the fatal loins of these two foes

A palr of star«cross‘'d lovers talke their life;

Whose misadventured pliteous overthrows '

Do with their death bury their parents! strife.

The fearful passage of their deathemark‘'d love,

And the continuance of their parents' rage,

Which, but their children's end, nought could remove
Is now the two hours® traffic of our stages

The which if you with patient ears attend, 6
What here shall miss, our toil shall strive to mend,

Before divectly analyzing the proelogue itself it would be
wige to see if Shakespeare's Sonnets offeér any i1lluminating
facte on the problem of the private 1ife in relation to the
public life. From the Sonnets, we learn that there are two
ways of viewing ¢ho private 1life in relstion to the public
life. Ong, the private 1ife is sssentially superiocr to the
public life because in that private life dwells “our love."?

6 e |
Al) guotations in this chapter from Romeo and Juliet are
from A ggg Variorum Edition, ed., Horace Howard Furness
(rPhiladelphia, 1871),

7?4 ¥+ Bateson, vElementary, My Dear Hotson! A Caveat for
Literary Detectives," Discu ne %ﬁ Shakespeare's Sonnets,
ed., Barbara Hernstein gton, 1964), p. 23, suggests that
Sonnet 107 asserts the superiority of the private life over
the public life. The first quatralin shows the private world
and true love surviving dooms the second quatrain exhibite
the public world; and the third quatrain lssues & connection
hetween the pudlic and the private worlds and the couplet
finally asserts the private life*s superiority:

And thou in this shalt find thy monument,
When tyrants' oresta and tombs of Yrase are spent.
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That this is true cannot be denieds but this is the province
of another chapter. The second meaning gleaned from the
Sonnets is that there is the poesibility that what exists in
private, under the surface, is not all 1t is supposed to
bas=that it is oven rotteon--and mg g result it is corrupting
the outer surface. For example, in Sonnet 69 this problem
is clearly seen as the poet expresses the idea that the
young friend has a deficiency of inner beauty compared with
his obvious physical beauty. Sonmet 69 is not the sole evie
dence of the poet*s concern between physical appearance and
meral disparity, but Sonnets 53«54, 70, and 90-96 also take
up these themes.

In Sonnets 53-54, a NeosPlatonic idea is expressed:
matter is but & reflection of the eternal Idea in the ming of
Gods

What iz your substance, whersof are you made

That milliens of strange shadows on you teénd

Since every one hath, every one, one shade,

And you, but one, can every shadow lend.
The emphasis on the loved one's exceptional beauty #s a shadow
of the eternal ig important hers, because it alse stresses the
idea that one endowed with such beaity is often unusually
tempted. As & vesult, flerce loyalty and constancy are
necsssary to keep that beauty« The use of the terms “shadow"”
and "substance” are important in this Platonic sonnet because

from The

All quotes from ¢
nnets, A Raw Vi ‘ @y @dey iyder
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in their use is found an inherent disparity<-a disparity
significant to the problem between immer beauty and the
physieal appearance of beauty. 4w Es Taylor in hic study
on Plato saye "in Plato's Symposium the difference between
the Idea of Beauty, which is solo and absolute, and all
other beauties is put in terms of the disparity bvetween sube
stance and shadow « « + o7
Coleridge also further illustrated this problem in Alds
Ao Reflsetion by suggesting that “substance signifies essence
of the nature of & thing, guod stat subtus, that which stands
beneath, and {as it were) supports, the appearance . .« . 20
Sonnet 54 carries on this theme with the addaition that

external beauty 1s not only a pattern of the eternsl, but it
mist be enhanced with truth, constancy, loyalty, and fidelity.
True beauty must be adorned with virtue.

The rese looks falr, tut falivrer we 1t deem

For that swoet odor which doth in it live.

The canker blooms have full as déep a dye

As the perfumdd tincture of the roses,

Hang on such thorng, and play as wantonly

When summer®*s breath their macked bude. discloses.

But for their virtue only is their show,

They live unwooed and unrespected fade,

Die to themselves. Swaeet roses do not agi

0f their sweot deaths are sweeteat odorsit made.

And so of you, beauteous and lovely youth,

Yhen tgﬁﬁﬁghallv&ﬁa [8ie] , by verse dlstills your

¢ Yan and
~B o r

B4
BZ

lig Work, quoted in Hilton
B e A harrarey

iaeuetaa in Landry, p. 28.
1%, T b Tamdey (. - e o ‘ |
‘Acsording to landry (p« 36) the use of “odor® in the §§§gg§g

signifles an esgonce, essential part, or moral reality undere
lying a reputation. Compasre Sonnet % (11, aswlhjfanﬁyéonnet 69,
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The use of the "fair* rose in its outward appearance and the
use of the word “fairer® in relation to the roses‘'s sweet
cdors is significant when we consider that in the Prologue,
Verona is called “fair.” (It is ironie also that Capulet
ealls the eity "falr” in I+ii+35 because he ig one-half
respongible for its net being “"fair.”) But then the writer
continues that what may seem "fair"™ to the eye is not in
reality so, beécause there is eivil strife brewing underneath.
On a character level, Romeo and Juliet are the true "roses1?
lgin the play are various references to the lovers as buds

and flowers. When we Tirst heéar of Romeo by his father,
Montague sayss

But to himself so secret and so close,

So far from sounding and discovery,

As is the bud bit with an enuious worm

Ere he can spread his sweet leaves to the air,

Or dedieate his beauty to the sun. (I.1.142-146)
Capulet tells Paris of Juliet:

Let two more summers wither in their pride
Ere we may think her ripe to be a bride. (I.1i.10-11)

The Nurse tells Juliet of Romeos

He is not the flower of courtesy but 1'l1l warrant
him as gentle as a lamb., (II.v.42-473)

{Hunter says in the Variorum, p. 146, "The apparent want of
coherence between *the flower of courtesy' and *as gentle as a
lamb* is not charged to the Nurse's want of proper concatena-
tion in her stock of ideas, the name of one of the flowers,
the Flower Cenue, being in her mind.)

Romeo and Juliet's love is referred to as:
This bud of love, by summer's ripening breath,
May prove a beauteous flower when next we meet.
(I1+1i.121-122)

As Juliet prepares to take the potion, the Friar tells her:
The roses in thy lips and cheeks shall fade.
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distilled into truth after death, whereas the “canker blooms”
that die only to themselves are represented by the other
deaths in the plays; l.e., those of Mercutio, Tybalt, Paris,
and Lady Montague, These latter characters' deaths undoubt-
edly aid in the dramatic action; and Mercutio's death is
especially pivotal in the plot as wﬁlllgs in the establish-
ment of new feelings abeut love in the remainder of the plays;
but still harmeny for the families is only brought through
the deaths of the true "roses." The youths join the natural
order of things so that harmony can be restored. Ribner says

that "by Romeo’s and Juliet's deaths social order is restored

Capulet laments +the "death™ of Juliet by calling her "the
sweetest flower of all the field,” (IV.v.29) and then he
speaks of Juliet as if she were married to death:

Plower as she was, deflowersd by him. (IV.v.37)

When Romeo approaches Juliet's grave this flower image
funetions as a dramatic metaphor as Romeo utters:

Death, that hath suck’d the honey of thy breath,
Hath had no power yet upon thy beauty « « + o
(Veiii.92-93)

The idea of distillation is complete as a flower. Only pure
beauty remains in her death: ‘'moral reality" is aligned
perfectly with beauty.

Walter Kaufman, Tragedy and Philosophy (New York, 1968),
ps 285, quotes Hegel on Juliet as a flower:

In "Hegel on Shakespeare” Hegel says of Juliet's
death that it is much like Hamlet's, i.e., death
Jurks from the beginning. The external accident is
in accord with the true inner nature of these
beautiful characters « « « « This tender blossom
[Juliet] does not find the ground en which she has
been planted agreeable, and nothing remains %o us
but te lament the sad evanescence of such beautiful
love, which, like a tender rose in the valley of
this accidental world, is broken by rough winds and
thunderstorms and the infirm caleulations of noble,
benevolent prudence.
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in a rebirth of love. Harmony results.*l3 This is definitely
true in the play, and it is anticipsted in the sonneteprologue,
Sonnets 69 and 70 also také up this theme sgain while
adding new insights. The last three lines of Sonnet 69
suggest that the fair flower is becoming tainted with weedas
To thy fair flower add the rank smell of weeds.
But why thy odor matehath not thy show,
The moll is this, that thou dost common grow.
The “"flower™ image here is not in reference to the young lovers
as illuetrated in the paragraphs above, but rather once again
the idea of the eorrupt "fair” one is that of a ecity and two
families. The first quatraine in this sonnet have presented
the outward view or the world*s view of the disparity bes
tween the friend*e outward beauty in the light of his inward
carruption. The couplet then states the "basis of marked
diﬁ@repanﬁya”x“ Throughout this sonnet there is the merked
sense of a moral blemish, spot or stalin pushing from the inner
to the outer surfages. The poet's use of terms and images
glearly makes this evident, as Landry points out that " . ...
by language of thoughts [the post] perceives his moral defects
and to fair flowere of his appesvance add the foul odor of
common weeds."15
In iine 12, the use ¢f the word “rank” gignifies the moral
1rving Ribner, Patterns in Shakespearian Tragedy (London,
1960}, pe 27,
3‘%‘33?# Pe 294
Yorandry, p. 35.
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diggust felt by the y@&tﬁlé The use of "common® could have
& wide range of pejorative meanings ranging from just "stale
and vulgar company* as seen in I Henry IV (III.41.51) to
promisoucus sexual relations as soon in Sonnet 137
Why should my heart think that a several plot
Which my heéart knows the wide world*s common place?
(1.9410)

Iandry takes "common™ %@-maga~%éi§g promiscuous in one's
sexual relmtions as based on the opposition of appearance and
reality and its corveapending imagery in Sonnet 54 and 93«96
and on the moral implications of “"rank® and "weed" in Sonnet
n 69121l é‘l?

Tucker alaso takes this positiony

+« » » Though he possesseéd the odour, he makes it
“aommon™ by bheing too free with his soclety; compare
Sernnet 102,12 *Sweets grown common lose their dear
delight® “wééaig are the type of commonness, "flowers"
of cholceness.”*

Brooke has suggeoted that Romeo and Jullet is one of
Shakespeare*s bawdieat Q%Qyﬁiig But it is significant that
the servants, who are alse infected with the canker of this
feud, ¢ome immediately in the first scene bursting with sexual
pungs and by the close of the seene, they merge the two Images

lﬁ&ampara”thia uge of "rank” to the use in Sonnet 121.12,

“Rank” sleo signifies moral disgust in other Shakespearean
gg:{eg tgﬁga Othello I11.384.232 and in Hpmlet IIX.ii,268,
Ladde gl e

71andry, pe 38,
18auoted in landry, pe 37

1983cholas Brooke,

1968), p. 88 eare’s Barly Iragedies (London,
; # Do o
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of the quarrel and sex together: "My naked weapon is out"”
(I.4.34). They fulfill dramatieally the gense of the word
"common” as used in the sonnets.

In Sonnet 70, there is further addition to this theme of
appearance and reaiitya A connection is maﬂéﬂbétwéan youth
and “prime” in relation to the possibility that youth can

20 There is a warning hoere for youth to

overcome this canker.
be virtuous now in order to survive the test of slander, for
slander's target is always anyone beautiful.?l vPor slander's
mark was ever yet the fair;/The ornament of beauty is sus-
cpeect” {P0.2«3)¢ It is up to youth to survive the evil of
this world until tested virtue is achieved with the passing
of time. In Sonmnet 70, it is a Protestant and Senecan ideal
urged in lines 5«6 and fulfilled in lines 9-10 to the extent
it ean be fulfilled in non<dramatic poetry. In Bomeg and
Jullet, thie poetic potential is realised as these youths
bury their parents' strife through their love and death.
Love becomes a healing virtue in this case.

Sennet 94 continues this disparity between appearance
and reality with the idea that rotten lilies smell worse than
healthy foul~smelling weeds., Sonnet 94 also brings out the

20.130 thou be good, slander doth but approve

Thy worth the greater, being woo'd of times

For canker vice the sweetest buds doth love, |

And thou present®st a pure unstained prime.” (5-8)

zlﬁarﬁcn Ress Smith, “The Balance of Themes" in Romeo an
Juliet, Egsays on Shakespeare, ed., G. R. Smith (Pennsyle
vania, 1905), p. S1

» 8AYyS that "Romeo is the only man in
Shakespearet*s plays whe ever gets the eplithet of ‘*beautiful.*”
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word *"dignity™ in line 12 which has s connection with “dignity"”
as 1t ig used In the prologue.

The summer‘®s flewer is to the summer swaet,

Though to itself it only live and die,

But if that flower with base infection meet,

The basest weed osutbraves hils dignitys

Por sweetest thinge turn sourest by their deedsy

Iilies that fester smell far woree than weeds.

The prolegue states that in Var@na are "Twe housecholds,
both alike in dignity.” Like the flower®s place in the world
éuring ﬁﬁb_mummar, the two householde contain the possibility
of being “effortlessly attractive."22 The Capulets and the
ﬁqntaguéa”hava been éndowed respectively with a beautiful
daughter and son. They have a place in socletys they are
known by the Prince of the Clitys and Capulet iﬁ,iﬁ the proe
cess of arranging a marriage for his daughter with Paris, a
yéﬁng nobleman and kinsman to the Prince.

Morris Bishop says of the responsibility of the higher
classes that “the Nobles were at ‘the top of man'’s secular
hiéérahy, but if their position was privileged, it also
burdened them with responsibllities and restrictions greater
than those .of the lower ql&saaa.”g3

If man was not responsgible in his pesition or If he didn®*g
roalize the maximum of his potentisl, he could descend to the
24

lower levels of existence--sdven ¢0 a bestial statuse flants

221andry, p. 25.

23y e B4 AT . .
orris Bishop, The Horisor gaek f the Middle Ages, ed.,
Norman Kotker (ﬁZw York, 1968), p. §§$¢ o '

2l see Chapter I, ps 8 of this paper.
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dignity could be lont and even the "weeda” below him existed
mora truthfully for they were made to smpell foul. The FPrince
takes up this theme in 1.1.75+96 in which he calle the two
families "beasts.” He continuess
RS Re g e P e i
ey el grand Sasepuing srvanente,
ggngégig‘gighyggﬁégfngg §§r§ﬁ§§§r§§a§§§£sa hate,
(1.1.83-88)

The GCapulets and Montagues will neither take their
responeiblility to ené the atrife nor take respensibility in
making wise use of thelr "talents.*25 The two householde
appear in "dignity” but - they are “ocutbraved"™ ¢f that dignity
by the basest of weeds. The two households do not have that
"sweet odor emanating from within which would suggest & moral
wholegsomenced and an segential excelloences It is slgnificant
+hat immediately following the prolegus, the servante, the
lovw clesse in secloty, should be geen “brawling” and feuding
-on the streets of Verona, Sonnet ¢4 suggested that when the
flower meets with base infection then even the lowest weeds
are more accepiable for they are what nature designed them to
be. The gervant class is wmore appropriate for & feud than a
noble household. After mony bawdy sexual puﬁa;anawiaw jesting
between the servants from both houses, 014 G&yalef.anﬁ Montague
come on the seene. Capulet appears in his gown calling for a

25rhe parable of the “talents” in relation to Romeo and

Juliet in relation to thelr respective hounseholds is discussed
in Chapter III of this papers
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gword, but lady Capulet restrains hiw by suggesting that he
needs only & erutche Hontague meets the same feminine
restraint by his wife. We see that the basest of weeds have
routbraved” the dignity that was rightfully the property of
the “sweet flower,* but instead it has been choked by a
rotten, festering infection.

In the sonnets discussed, Shakespeare has sald that the
substance oan mirror an eternal shadow. Beauty of physical
appearance is o touchetone to the eternal besuty existing on
8 higher level. This belief also worked for the medieval and
Renaissance Elizabethan nind on a c¢ivic and social seale.
indeed, the entire universe operated on this prineiple. The
Sonnats, like the derivation of the theory of continuity
during the Middle Ages, begin with the notion that “the
Pilatonic Idea is the expression of the simple theught that
avery rightly formed conception hag its solid basis in objece
tivarraality.“zé The Platonlc principle of plenitude came
next, because to the philosopher it was necessary to ask why
all of the mundane things and the trivial should exist when
God in himself was perfect and all-sufficing. Plato came %o
this conclusione

A selfesufficlent being who is eternally at the
goal, whose perfection is beyond all possibility of
Sy thing not 1tasif.  Tes reallty cculd b me tm O

pediment to the reality,in their own way, of beings
other than it alike in existence and in kind and in

Quoted in A. G, Lovejoy, The Great Chain Béing {(New
York, 1960), p. 3%& " ' .@.2 T
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excellences on the contrary, unless it were somehow
productive of %%amt.it~would ddeck a positive element
of parfection,*

&ﬁ‘ﬁ@ Lovejoy continues thie explanations "The concept of
%ﬁlfm8u£fiaing ?g;famtiang-by & bold legical inversion, wasSew
without losing any of its original implications-e-converted
into the soncept of a Self«Transcending Feeunﬁity.ﬂzﬁ

From the Platonie concept of plenitude, then, the concept
of continuity naturally arose:

The result was the concaption-of the plan and struce
ture of the world which, through the Middle Ages and
down to the late eighteenth century, many philosophers,
most men of science, and indeed, most educated men,
were to accept without guestion«.-the conceptien of the
universe as 8 "Grest Chain of Being,” composed of an
immensa, or--by the strict but seldom rigorously
applied logic of the principle of continuity~«of an
infinite, number of links ranﬁing in hierarchical order
from the meagerest klnd of exigtence, which barely
escape noneexistence through ‘every possible* grade

up to the gng perfectissimimes~or, in a somewhat more
grthodox version, to the highest possible kind of
ereature, between which and the Abaela%erﬁeing2§ae
disparlity was assumed to be Infiniteee » ¢ o &7

The king on earth, then, was the mirror for God himself
and controlled his Kingdom much as God controlled the Universe..
On a smaller soale, the family acheood this same pattern with
the father &g the leader. All worked together in this "chain
of being," snd all worked harmonioualy. However when one

*1ink™ stepped or acted out of erder, then chaos and destruce
tion velgnod havoc. Bishop agreess

27LoveJoy. Pe 49,

23&&?@30?* P hoe

29Lévejﬁy' P. 59.
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To transgress against the chain eof being,; to seek
through pride to raise oneself above the appointed
level~eas did Satan, Adam and Eve, and the
reballious peasant who envied his master's wealth
yer'paaig-én«wwas to sin againgt both G6d and
nature.,

Whdt held this universe together was love. The Middle
Ages and the Renaissance held the concept that the alle
pervading love of God governed the universe and sexual love
was a manifestation of that love. Paul Slegel says:

The philosophy of plenitude and the idea of the
Scale of Being demanded not enly that all possie
bilities~«from the Bighest to the lowest--be
realized, but that when once realiged in the various
elements and specles of the created universe, they
be maintained by the creature's constant exercise
of the reproductive, the generative power with which
they had been endowed by ﬁafﬂié acting as the deputy
of the Bternal Being . « « o« 3

This entire idea then is bound up in the sonnet~-prologue
to the play. *Civil bdlood makes c¢ivil hands unclean." If
there 1s havoee and disharmony within, on & private level,
then 1t can be well expected that such disharmony will reveal
jtself on the higher levels of city and g¢tate. DMNMutiny of this
gsort can only be dissolved by lovej but as we shall see later
the type of love that Romeo and Juliet create is "death
mark*d.” With their love,; harmony is achieved once again.

In the Sonnets, virtue and Inner goodness conquer slander and
evil cyrruption. In Romeo and Juliet, love conquers hate and

gtrife. Both stem from the same nature of Gods He was the

30sishops ps 322.

3lpaul N. Siegel, "Christianity and the Religion of Love in
‘Rgmeg and Juliet;” Shakespeare Quarteriy, XII (Autumn, 1961),
Pe 383 |
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Jdea of the Good and 4lso the Idea of Goodness: Lovejoy
explains that "The one was an apotheosis of unity, selfe.
sufficiency, and guietude, the other of diversity, self-
trangscendence and feaunﬁitya“ﬁz

The Prologue is setting the stage so that when wo see the
two lovers at the brilliantly 1lighted Capulet feast, we are
aware that thies is only an appearance of “falr" Verona.

The next problem invelved in the Prolegue 1o the matter of
the “greater power™ at work in the lives and actions of the
young lovers: Lines 5«6 seemingly tell of a supernatursl
foree at work:

From forth the fatal loins of these twe foes
A palr of stavecross'd lovers take thelr lifes

Within the sonnet tradition, there was also a history of
the use of aetrology in sonnet writinz. ” « +» « the art of
astrology produced a theme for the conceit-hungry sonneteers. "3
1la, Sidney employs a type of astrological

sonnat iu hia Sonnet 26. He expresses the idea that only
fools doubt astrology for * « « « bodies high raigne on the
low." The starg in Stella*s face alone gave the poet assur-
ance that astrology could hold sway over men. In Barnes*
phil and Pax
uee& to lead a lady through the slgns of the godlac. In
-Alexander*s Auyora, Fletcher's Licia, and Constable's Diana,

arthenope, a series of twelve sonnets is

21oveloy, pe 82

33pen Cameron Allen

sance (Durham,
North Carolina, xg&zi. Pe |
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another type of astrological sonnet is used. This type of
gsonnat liets the:
powers of all the plangts and tells of thelr
influence on the sonnetéer*s beloveds the theme may
have been puggested by Sidney's sonnet, but it has
o neoslassical provenience, and we may find the
motif elsewhare in Renalsgsance literature, f

example, in John Lyly's The Woman in the Moo
Whetheor Elisabethans sincerely believed 4in the actions of
the stars over the actions of men is & point of dispute for
many authors. After an exhaustive study of astrology in the
English Renalissence; Allen comas to this conelusion:s
whﬁ7¥hizo$@pky of the literary men of the English
Rennlgsance was in many ways the philosophy of the
moderate sstrologers, The gtars, according to the
poets and dramatists, had an irresistible force v
which is 3ai§§& to the powers of feortune and cannet
be svercome.’.
tn the other hand, Warren Smith claims that the Elizabew
thans had definitely rejected the use of judicial astrologys
and his articie is quite convincing. He cleariy states his

purpeses

o 3t

I intended to demonstrate that both Church and State,
in accordance with tradition, condemmed the doctrine
ag sscrilegious and treasonable, that eovidently _
fueen Eligabeth.and certalnly King James rejected it,
and that not only was Shakespeare conversant with the
most important contemporayy pronouncements but also,.
wheraver heé is not appropriating the cccult purely
for dramatic effectiveness, his work in whole
evinces aiﬁhwr,inﬂtggarenea or hostility towards
Sudicial astrology.-

Matien, pe 150.
35a11en, pe 169,

Fbyarron A. Smith, "The Elisabethan Rejeotion of Judielal
Astrology and Shakespeare*s Practice,” 8¢ (1958), IX, p. 160.
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Many orities of the play have seen it as some demonstrae
tion of the malignant power of fate, or avanfguaﬁ sheer mige
fortuns.?? Of course this then implies that the lovers are
in no way responsible for the plight they share. It seeme to
me one way to resolve this confliot lg to return to the
Sonnets for illumination on the "stars” and their relation
to the actions of men.

Shekespeare's sennet Sequence has one particular sonnet,
' Gonnet ib, devoted to the subject of astronemys |

Not from the stars do I my judgement plucks
aAnd yet methinks I have astronomys

But not to tell of good or evil liuck,

OF plagues, of dearths, or seasons® qualitys
Nor can I fortune to btrief minutes te&l,
Pointing to each his thunder, rain snd wind,
Or aay with princes if it shall go well,

By oft predict that I in heaven finds

But from thine eyes my knowledge I derive

And constant stars; in them I read such art

As *truth and beauty shall together thrive,

If from thyself to store thou wouldst convert*:
Or else of thée this I prognosticates

*Thy end ig truth®s and beauty's doom and date.'

Sonnet 15 gontinues in line 4 with the idea that the stars
*in gecret influence” comment on the show of men. And again

Icompare the writings of these authors among others who
share the opinion that the play is a arama‘@f fate and fate
alongs F. S« Boas, n.;,ﬂ g. A,, i3 his ‘gsdfaymaars (New Ya?kw
18¢ 63_ pe 2143 Allardyce i;;.,{;iw e
1925)s PP« 1?ﬁ~x7x; Ee K; ﬂh&mbera Shakes
ihanﬁang 1929)s pps 70«71 Elmer Eﬁgar Stoll, S

,$ : {exfnrﬁ ﬁgiversiﬁy Praéfi 193?},

19“3}: pa 67‘3'3 I'h Qm Chayr
bridge University Press; 1952

Ian Duthies edm. gigg Ju
1955}, pp.*xxiiizxx vs Hs S ﬁan,
an Tragedy Taxnnta; 195?3av9$a

‘ \‘“ ’ . .. «. ;.. .‘ 4 i b 1 ‘
bethan Drans iﬁhi@ﬁr&%% of Als
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fortune and the stars are linked in Sonnet 25:
Let those who avre in favour with their stars
Of public honeour and proud titles boast,
Whilst I, whom fortune of such triumph bars,
Unlook*d for joy in that I honour most.. (le4)

In Sonnet 14 the stars were connected with the eyes of
the beloved, and in the latter twe sonnets the stars were
married to fortune. Prom these sonnets, we can derive two
meanings for the reading of the uses of astrological signs
in Romeo and Juliei. In Sonnet 14, the poet is concerned
with the possibility that a ¢hild could in some way blunt
time for the friend. If the friend does not procreate, then
truth and beauty will be lost forever. This is a certainty.
This perishable quality of truth and beauty is a definite
predictions Why? Because the youth and the poet are in a
completely selfe-sufficient, selfesustaining relationship.
Knowledge is not derived frem the traditional source of
knowledge~«the stars--but rather it is derived from the loved
cne's eyes-~the only constant starss: It is as though the
eternal stars exist no longer as eternal truth, but rather
truth resides in the love relationships. By using the concelt of
stars te represent the eternal, as decreed by the astrologers
of the time, in conflict with the “stars” in the eyes of the
beloved, an obviously temperal organ, the poet makes what was
once eternal a human gelf-gsufficient experience. This is an
essential Petrarch conceit, and I suggest it was not only strong-
ly influenced by medieval physiology but it was alse influenced

by the humanistic philosophy surrounding Petrarch's work. Man
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could himseélf be a muatter fur self-concentration and 4 bounty
unte himeelf. Through the eyes the lovers exchange souls and
ereate their own world with the eye/star imege beceming their
foeal point for existonce rather than the stars in the heavens.
Krieger sxzplains the Petrarchan use of the eya images

The Petrarchan lover, of course, spiritualizes
this appropriation, the form of the beloved residing
in his heart. How can the boloved find proof that
she exists in her lover? By lsoking into the eyes
of ‘the poet; seeling in them her imsge as in a dis-
torted mirrors But what she sees is not a merse
reflections the coneelt, rather, must faneifully
maintain that in looking into the eyes she seas
through a window to the poet*s heart in which her
forw is lodged. The mirror hes become windows
refldetion which seonms to return one upon oneselsd
suddenly is trangformed %o wranﬁp&rggﬁe which opens
cutward intc the soul of the lover.J®

Thus, the lovers can porceive the very essence of the
lover through the eyes. As Sonnet 14 explaing, there ig a
type of "agtronomy” at work hers, but it is not the type that
the world acospts: That Romeo and Jullet use this conceit of
eyes and stars canmot be denied. In Act I2.11.1520, Romeo
is speaking in 8 soliloquy below Juliot*s windows (It is
gignificant that he is below in speaking these lines because
it gives more impert to the ided that she is in reality a
“heavenly body."} He sayss

Two of the fairest stars in all the heaven,
Having some business,; do intreat her eyes

To twinkle in their spherss til) they return.
What if her eyes wore thera, thay in her head

The bri§h%hﬁﬂﬁ of her chook would ghame those stars,
Ag daylight doth & lamp + « & «

ci

%ﬁwxw- Krioger, A Window o Critl

8081 ' (Princeton, 1964),
i}ﬁﬁ‘ |
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The actual dramatic metaphor that the lovers have become

*starsg” for each other is found in Juliet's epithalamiums

Come, gentle night, come, loving, black brow'd night,

Give me my Romeos and when he shall die,

Take him and cut him out in little stars,

And he will make the face of heaven so fine

That all the world will be in love with night

And pay no worship to the garish sun.e- (111.11.20+2%5)
The sun, ﬁymbal of a day's passing and mortal time, is re-~
jeeted for the eternal stars which themselves no longer retain
their destined place but rathér'existbin the person of Romeo
and Juliets Joseph Chang says that "Shakespeare creates cons
flict between time and eternity by using the symbolie import of
sun and stars, one as the measure of time and the other as
the symbol of timelessness. It is by the selfecreated rays of
love that our young heroes can attain a stellar censtaney.”Bg

in this sense, we could read line 6 of the Prolegue in a

new way., Starecross’'d need not mean predestined by fortune or
fate, or even the overlying providence of God, but rather it
could mean that these lovers have exchanged the eternal with
that of the temporal as they are bound in the human experience
of love. They are self*sustainang; they have created their

own world. They are each other's souls.“ﬁ They have created

39Joseph S« Mu Jo Chang, *“The Language of Paradox in Romeo
and Juliet," Shakespeare Studies III, ed., J. Leeds Barroll,
(Cinginnati, 1967); pe 35+

“Oln II.1i.164, Romeo says o Juliet: "It is my soul that
calls upon my name « o ¢ "

In IIIl.v.25, Romeo says to Juliet:s “"How is*t, my soul?"

In I1.41.113, Juliet tells Romeo not to swear by the incone
stant moon but by "thy gracious self./ Which is the god of my
idolatry."”
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for themselves & world that concentrstes on both this werld
and the other world,; i.e., the two conflieting major strasins
in Plato and the FPlatoniec tradition.

By this-woridliness, I mean essemntlally what A.0. Lovejoy
took to be Flate's meaning of the words

70 be coneerned about will happen o you after
deaths or let your thought dwell much upom the Joys
which you hope will then await you, may obviousliy
be the most extreme form of this~worldliness; and 1%
essentially is such if thet 1life is conceived, notd
as profoundly different in kind from thls, but only
as more of much the same soxrt of thing, 2 prolongation
of the mode of being which we know in theworld of
change and sense and plurality and soclal fellowe
ship; with merely the omlssion of the trivial or
painful features of terrestyial ezistence, the
helghtening of its finer pleasures, tg? compensae
tion of some of earthle frustrations.

The “other-world” then stems fram a type of cuntempius
muhdl in ‘which "both the genaiaﬁly *real' and the truly good
are radlcally antithetic in their essential charaseteristics

to anything to be found in man's natural life. . « 42
Lovejoy explains his lnterpretation of the theory Botnere

world®s
Ande~the theme 18 of the tritest--the Joys of the
natural life are evapescent and delusive, as age
if not youtn discovers, But the human will, a2& con-
concelved by the otherworlddly phllosophers, not onliy

Goddard, p. 135 sayss

Shakespeare knows.where the stars are~~"both

heaven and hell and earth are locsted within the

human soul," As 8 result, "Romeo is the skille

%@gs saldiat“ whe lgnites the dlisaster by Just
eing.

41L@veaﬁy¢ Pe 24,
&3§9VE3933 Ps 254
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soeks but ig capable of finding some final, fixed,

immutable, intrinsic, perfectly satisfying good,

as the human reason seeks, and can find, some

stable, definitive, cocherent, self-contalned and

:iggzgxplanatory object or objects of contempla-

with love as their pllot, with the stars or each other's
gyes ag thelr reckoning peint.““ they look upon death from
the vantage point of their world: Death will eliminate their
obgtacles in this world, and simultancously Death will allow
them to find lover's paradise ferevar.uﬁ Without carrying
the analogy too far, they act much like Christ's plea in the
Garden of Cethsemanes "I pray not that thou shouldest take
them out of the world, but that thou shouldest keep them from
the evil. They a&re not ¢of the world, even as I am not of this
world.” (St. John 17:15-16) Much like the mission of Christ,
they defeat time through death and through an intense life on
earth they prove that time does not matter. What matters is
2 commitment to the values threatened by death,
The second meaning we can derive from the sonnets as far

as the meaning of "gtar" is concerned is the idea that man
pust operate within time, and the eternal "star" as it comments

on his action ever reminds him of his destiny--death. By

&3£evejeyg Pps 2526,
bbrr.11.80-82,

“531egez. ps 372, says that "a tenet of the medieval religion
of love said that *joining the loved cone in death qualifies the
lover as ene of Cupld’s sainte and ensures that the two meet in
the Paradisce in which dwelt the god of love, and in which were
reseyrved placea for hie disciples.'™ (Cf. William Dodd, Gggrtlx
Lave in cer and Gower (Boston, 1913), p. 18.) See Romeo's

ram "s1e6e1l Emd ll 0-12 in Sonnet 126.
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gazing on the symbel of eternity, wian is constantly reminded
that he is mortals; but as we have already sald, %o Romeo and
Juliet death is merely the stepping stone to another world
where thelr world ecan continue in verfection and unending
satisfaction.

It seems to me that the idea of fortune operating in some
*gecret’ influence”™ upon the actions of mwan carnot be discounted.
The Sonnets imply this. FRoweo alse says: “Chy I am foritunes
fools". Jullet also says:

0 Portune, Portune! all men call thee fickle

If thou avt fickle, what dost thou with him

That 18 rencwn®d for falth? Be fickle, Portune,
FPor then I hope thou wilt not keep hiwm long

.Put send him Pt » » o o {3110?:5?*&3}

The important thing to remember is that Portune always

operates within Time, and the “stars were the sgents of for-
.%anggﬁﬁé In the play, Fertune ies at work just as it is in the
lives of every wan; because Rowmeo and Jullet, like ue, are
wabje@% to the capricicus nature of time. Gorden Rosg Smith
addss “ﬁﬁakaagaara*ﬁ play employs fate only 28 a subjecsive
feeling on the part of %hﬁ,&@v&%agﬁ“? They begin to under-
stand MBar in time. Slegdl also adde the idem that "the
glorification of the love of Romeo and Juliet involves a
basic aceeptance of this world, that aceeptance which i
necessary if suffering and death are to be tragically

l?éh?rmmﬁ ﬁgzlaﬂﬂ’.fﬂ7m*!ﬁﬁ%*+f$:@5i Imggination (Mew York,

+ Pe 7

“7&@rﬁ¢m aasm Emiths “The Salanﬁe of Th@m&ﬁ 1n HRomeo an
Tt £ Shakespears a*enﬁfﬁﬁ%ata
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Here then is where the exquisite Sonnet 116 ¢dn.illume
ina%é the dramatized idea found in the play:

Love's not Timets fool, though rosy lips and cheeks

Within his bending sickle's compass comes

But hears Tt ot sven to the edge of aeomiis "
The lovers must operate in Time and under the auspices of
fortune; but in their love they paradoxically experience the
highest of human emotions while simultaneously defeating Time--
the ultimate enemy of man.

Time is the ultimate enemy of man because it brings death.
The Sinneﬁs_vividly express this ideas+ Sonnet 1 anticipates
death and even the last aamne%gﬁ%‘@he theme of time, Sonnet
126, conecentrates on the idea that nature must elaim her own
eventually.

The importance of this idea to the sonnet«prologue is this:
the prologue anticipates death for the lovers: The stars
remind man that he is mortal and that he does have a “"rendezvous
with death."30 The prologue says that the lovers were born
from *fatal loins." “With their death" they bury their parents®

gtrife,; and the audience is to view "the fearful passage of

Y8giegel, pe 392.

497nis sonnet will be further discussed in Chapter III as it
relates to the general theme of time in the Sonnetg and in
Romeo and Juliet.

501 contend that this idea accounts for all the passages
referring to "stars"™ in the play.
IQiV. 1@6"1130
Vhlhak’n )
V+iil.111-112,
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thelr death-mark®d love." This is foreshadowing to be sure;
but it is not the eotablichment of a tragedy of fate as seen
by some critics. It is the expression of the idea seen in the
Sonnets, i.e., what does love de to death and what does death

do to love? It ig the knowledge that all human beingss includ.
ing Romeo and Jullet, must learn~stime brings death in spite
of love's greatness. Yhen Romeo declares, "then, I defy you,
gtarres,” he is not trying to "uncross™ the stars from some
twisted position. He is asserting & very humanistic position
that 1ife here is the best of all possible worlds in spite of
evil, chaoe and'&eathaﬁi He 1s thruseting hie fist. In the face
of death and accepting denth as the ultimate experience of Man.
Ribner also suggests that this is truer “Romeo and Julliet's
acceptance of death is their final recognition that it is the
finality of life's journey and that it is necessary. By
accepting death, they accept the order of the universe."52

The use of the term “passage® in the prologue suggests
the idea of a voyage. Sonnet 116 also uses the voyage idea in
a way that further illuminates the idea that the “star” image
is the enmbodiment of a selfesustaining world for the loverss
and it also tles in with the stars as & focal point for telling
one*s position on eéarth. "Love ig not love/Which alters when
Jovslogel ronds this Line sintlarlys iotelly comivted vo
could be taken as a rejection of the destiny which God operates
through the celestial constellations.” (p. 388).

ﬂakihﬂ&r, pe b4,
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it alteration finds .+ ¢« « It is the gtar to every wandering
bark.” In these lines are summed up what I feel ie the essen-
tial meseage of the sonnet-prologue. The lovers reckon time
and 1ife itself with the “star® they mee in each other, and
Death is the natural harbor of that voyage.

Achieving harmony within their private world--an &cceps
tance of deathe~~the public world can be restored to harmony.
The prelogue acknowledgaes thise

And the continuance of thelir parents* rage
Which, but their ¢hildren's end, nought could remove.

B. The Sonnet in Dialegue between Romeo and Jullet
After the lovers catch their first glimpse of one another,
thoey speak to each other in dialegue molded by the sonnet form
and tradition in metre, rhyme scheme and thoughts l

Romeos If 1 profane with my unworthiest hand
This holy shrine, the gentle fine is this,
My lips, two blushing pllgrins, ready stand
, To smooth that rough touch with a tender kise.
Juliets Cood pilgrim, you do wrong your hand too much,
Which mannerly devotion shows in thiss
For ﬁ&iﬂgﬁ have hande that pilgrims* hands do
touch,
And palm to palm is holy palmers® kiss,
Romeos  Have not saints lips, and holy palmers too?
Juliets Ay, Pilgrim, lips that they must in prayer
Romeo: s then, dear saint, let lips do what hands doj
They pray; grant thou, lest falith turn to despair.
Juliets Bainte do not move, though grant for prayers' sake.
Romeos Then move not while my prayer‘'s effgei 11t§§§§
{1:ve9lelis)

Inmediately following this set pattern, Romeo kisses Juliet

and says, "Thus from my lips by ¢thine my sin is purged” (I.v.105).
This sonnet, inserted directly into the dialogue of the

play itselfl, serves two purposes. One, it is directly cone

nected to the Petrarchan conventione derived from the courtly
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love traditions and two, it illustrates the "sslf-substantisal
world” that the lovers find in one another. The equation of
love and religious thought was common in the thought of the
Middle Agesy and Petrarch was influenced by these ideas.
During the Middle Ages, the monks developed their own theory
, about women. With Eve as the archetype of the evil woman,
| woman's gole funotion on this earth waes to tempt man and to
lead him to damnation. “Carnal love wae itself demenic.”>>
The physical body of & woman was supposedly a thing of £11th.5%
During the twelfth century, the concept of courtly love de
valoped into & typs of rsjection of these notions about women.
Then, human passion became an enncbling force in mans and it
no longer assumed the proportions of a carnal activity. Often
the woman becdame the inczrnation of perfection-«a perfection
not otherwise found on sarth. Bishop in Petrarch and Hig World
suggestest

ﬁgziaval idealism, represented { the Chureh*s thought,

» ané architecture, by feudaliem and chivalry, by

devotion to the Virzin Mary, found a curr&gﬁanding
expression in soclial life and literature.>

The application of the ideas surrounding courtly love in

53Morris Bishop, Poatrarch and His World (Bloomington, 1963),

P 80.
5“ﬁishnp, ) y j%ﬁﬁ » pe 80 _
) trarah 23 esea ’
over him by "meditating on the f£ilth aesa of %he femin&na bndy.

8¢, Augustine ur
S5pishop, Petrarch, p. BO.
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Petrarch were twofold. First, 1t taught Petrarch the possle
bilities of selfwrealivation in the contemplation of the loved
énes and second, the lover must conceal his passion from the
world and address his loved one as one would a sa&at¢56
Casella deseribeéd Love ag it pertalins to courtly love and
ity persistont influerice on Petrarchs
Love 1s the desire of beauty, our essentisl delights
it is the @antamgiatimn of the intelligence through
the senaés, and its intultion through the movements
of the heart. Ideal beauty arlses bayond sensible
pleasures its recognition is the culminating moment
of an intelloctive process through which the subject
within that beauty, recognizes %taelf in the inten-
tions of its own profundities.5
And it wat from this general idea asg sung by the %troubie
dours that Petrarch obtained many of his conceits, thoughts,
and language patterns. However, he rejected the high philo-
sophic content of the true courtly lover so that laura was
morse of & real woman asg opposed to the allegorical figure that
Beatrice had been to Dante. “They [Petrarch*s poems | take
their rise from sciual incidents, which proveoke the poet's
emotions and veflections. They prosent the idealization of
the real, or the realisation of the ideal."58 The experience
on a human level wae then the erux of the matter. It is a
sensual desire on the part of Petrarch that made him dwell
postically on laura.

57Quoted in Bishop, Petrarch, p. 81
383&3&2}@3@, Petrarch, p. 81.

reh, Pe 81
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The relation of these ideas to Romeo and Jullet's sonnet
is that with Resaline's rejection of Romeo {earlier in the
same Act) we have the game eesential pesition that Petrarch
found himself in when Laura yejected his love.’? Romeo ecannot
find self«-fulfillment in Rosaline's love, but with Juliet now
on the scene the sonnet potential is able to be realiged.

Andrea Cappellanus,; at the end of the twelfth century,
suggasted that lovers should conceal their passion from the
worlds *If he meets his beloved in public, he must not try to

s 59€emp&ra Rcmaé?a statemente about Rosaline and Petrarch's
. Bonnet CXXXIX. Romeo tells Benvolvio about the torture he is
feeling over Rosaline's rejections

Why thens O brawling love! O loving hate!

0 any thing, of noth first created!

0 heavy lightness! serlous vanity!

Mis-shapen chaos of welleseeming forms! .
Peather of lead, bright smoke, ¢old fire, sick health!
Stillewaking sleep, that ig not what it ist

This love feel I, that feel no love In this,

Dost thou net laugh? {I.14169+176)

Potrarch examines thegs game smotiongs

Can it bs love that f£ills my heart and brain?
If loves dear God, what is ites quality?

I2 i¥ is good, why dbés it torture me?

If evil, why this sweetness in my pain?

If I wurn gladly; why do I complain?

If I hate burning, why 4o I nover fleet

0 life~inedeath; C lovely agony,

How ¢an you rule me 8o, if I1'm not fain?

And if I'm willing why Go I Buffer 807-

By such contrary winds I'nm blown in terror
In a frall and rudderless bark on open seas,
\ballapgted all with ignorance and error.
Even my own desire I do not knows

I bvurn in winter, and in high summer freeze.

I suggeat that Romeo, like Petrarch, was indeed "rudderless”
until finding his “star” Jullet.
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communicate by signs, but should treat her almost like a
strangers Beware of communication, anyway: too much converw
sation deoronses lﬂve‘"éﬁ Drematically, this notion about
signs fits perfectly with the idea of the feud in the play.
Romeo and Juliet must “epeak™ with hands and 1ips not only to
keep thely new love from “"decreasing” but also from letting
thelyr feuding parents know that thoy are together.

Dante continued the ideas about courtly love in his poetry
in such a way that 1t became commenplace for & poet te address
his beloved in the form of prayers. MNorris Bishop says that
“She became a réligious and & wetaphysical symbaxwﬁéi Cs S
Lewis alsc says that love at time could be "an eascape from
religion,® "a rival religion,” "an extension of religien,” and
aven a ”c&mhiﬁaﬁi@a“ of all these ﬁhimga¢§%

Thus, from the tradition of courtly love and from the
faet that Petrarch, the father of the somnet tradition, was
highly influenced by these ideas comes the appropriateness of
Romeo and Jullet*s eonnet with its religious imagery.

At this point, Romeo is still bound by tradition to assert
his feolings in a conventional way. He is still viewing Juliet
as he would Rosalinee~-a hely ghrine. On the ecther hand, he is
entering an almost "religious™ axperience in which he finds
Juliet to be the source of hisg salvation. The "religlousness®

60quoted in Bishop, Petrarch, p. 81

61pishop, Petraroh, p. Bl.
62Quataﬁ in Slegel, pe 373,
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of Shakespeare at this point is not the topic of this paper,
but as J. B, Leichman has pointed out in Themes end Variatic
;&,‘ﬂ@*@%zﬁ@~???_[%z1?ﬁ€_Sh&kéﬁ?ﬁﬁrﬁ had the theme of "compenw

sation” in common with the “religlous” theme of other somneteers.
And thic theme of compensation 15 equated with a typs of
npaligionsness."03 Rosaline was a religlon to Romeo in the
gsenge of his gourtship, languishing adoration, and protestis
against the i&ﬁg*ﬁ cruelty. &ggiehman compares the “religlion

of Laura” for Petrarch:

« « «[Therg] are mony exprescions of a kind of
Christianived "Platonism,” declaring that laura‘s
beguty of form and spirit has raised his thoughts
and his soul from earth to heaven, together with
occasional expressions of & desire to emcape from
this bondage of passion, which, as he made to 5t.
Augustine, in his dislogue, the Sscretum, lead him
to confess, wag not really raising

heaven, but confining it to earth.™

18 soul to

Romeo found this same problem te be true in his own life
when he speake to Mercutio of the heavy quality of love, the
way it binds him to earths

1 am too sove enpiereced with his shaft

To soar with his light feathers, and so bound,

I cannot bound a pitch above dull woe.

Under love's heavy burthen do I sink. (I.iv.l9-22)

later in the eame act,; in the sonnet employing religious

inagery, Romeo assserts that like a pilgrim on a pilgrimage he
has loeated that which ¢an free him from bondage and offer him
repantance. With conventional imagery, Romeo makes Juliet a

637, B. Lelishman (London, 1961), p. 214.
%Bhﬁ&ﬁw Pe 216,
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*saint® who can purge his sins. The new eélement here that
‘breaks away from tradition is ‘the dramatic realisation that
Juliet does become the scurce of light and 1life for Romeo.
She- becomee truth., Thug, in the first lines in Act 11 Romeo
boldly declares that he is no longer “bound” as he was in his
relationshiy with Resaline, but rather a type of salvation has
made him free.

Can I go forward when my heart is here?

Turn back, dull earth, and find thy centre out.

(IX.i.1-2)

The stage directions glve him dramatic action in proving that
he has found new liberty: “He climbs the wall, and leaps
down within it.*

Shakespeare's Sonnet 146 oxpreseed the idea that the soul
is the "centre of my sinful earth.® But with Romeo's "sin®
purged through the kiss of Jullet, he is no longer bound to
earth.

Paradoxically, he is still bound to earth in this very
human relationship operating in Time. Thie is where the theme
of compensation fits in beautifully. In Romeo's acknowledge-
ment that Juliet is able to grent him pardon, he is implying
that Juliet is allesufficing. That this is true is clearly
pointed out in Julliet's reference to Romeo as the “god of my
fidolatry.” They worship one another. They are the “essence
of good” as seen in Platoniec doctrine:

The essence of "good," even in ordinary human
experionce, lay in self-containment, freecdom from

all dependence upon that which is external to the
individual « « + « "The Good,"” says Plato in
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Philebus, "Differs in its nature from everything
else In that the being who possesses it always and
in all respects has the most perfect’ aurf%aiéney
and is never in need of any other thing."

In Shakespeare‘'s Sonnet 30, the same relationship is
expresseds .

But if the while I think on thee, dear friend,
All losses are restor'd and sorrows end. (11.13-14)

Leishman suggests that in this sonnet the loved one is the
"supreme object of contemplation” because 1t_§g~h§mam l1ifews
"allesupplyine, all;rastering. all»aaffieingQQQané in'itéelf

1t ie transcendent.¢ Lelshman aleo guggests that the differw
ence between Shakedpeare's sonnets and Petrarch's is that,
.although theyrafe alike in their treatment of love as "unworld-
ly,* in reference to time Shakespeare ia not *bthérwerlﬁlyﬁﬂé?
Rather Shakespeare was more in tune with the young men at the
Inng of Court like John Donne who was writing a religious type
of poetry to express & very human love. I suggest that this
relationship between Shakespeare and Donne is analagous to the
relationshlp change between Rosaline and Romee and Romeo and
Juliet. Romec and Rosaline represented that potential eof love
that could only express itself after death because Rosaline
rejected Romeo's advances to procreate for posterity. If she
died no doubt Romeo would have treated her as the angelic being
that Petrarch saw in lLaura's death. Romeo and Julliet symbolize

65Quateé in Lovejoy, p+ 42,
661.61ishman, p. 217.
67Loishman, p. 52+
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a love that concentrates on the "now" of experience.
Leishman, in speaking of Donne's poems, ¢xplains this

idea further:

« « + [they] were not poems of courtship but poems

about the oneness and all-sufficingness of two

lovers® unalterably established love-~the fact

that Donne never allowed himself to be deflected

from hig concentration upon the thisnesg (siec] of

this experience inte either descriptions of vieual

beauty or inteo any kind of transcendentalism,; into

any reflections upon the possibility of sublimat%gg

this experience into anything other than itself.

Granted, Romeo and Jullet's love does not meet all the

conditions and environments of Leishman‘'s comments on the love
‘poems of John Donne., Thie paper is not proving this thesis.
But in this religious sonnet the lovers are breaking away from
a traditional past into a relationship that proves to be all-
sufficient for each other. As a result, a relationship occurs
that will oceur later in the sonnet tradition as represented
by Donne. Donne declares that "he and his beloved are a whole
world in themselves, that *nothing else is,* that princes do
but play them, and that *All other things to their destruction
draw/Only our love hath ne deeay.'"69 From Romeo and Juliet's
first speaking lines with one another, we learn that even
repentance can be granted by the lovers in their own world.
This sonnet is clearly a pivotal point in the gsonnet tradition
as well ag in the dramatic action of the play which in turn

®81eishman, The Monarch of Wit (London, 1959), 4¢h ed.,

69@&&%@6 in Lelshman, Themes and Variatioens, p. 217.




65

hinges on the very themee of that tradition.
Cs The Choric-Sonnet FPollowing Act I

Act I concludes with Juliet's recognition that Romeo is
from the House of Montaguei

Too early seen unknown, and known too late!
?radi§ians birth of love it is to me,
That I must love a loathed enemy. (I.v.137«139)

Immediately following this speech follows another chorice
sonnet. As in the somneteprologue opening Act I, the choric
sormet before Act II has much ¢to say about the experiences of
the_play, The sonnet-prologue established some of the major
themes of the play €o come) and the sonnet woven into the
dialogue “[involving| & consciousness of sonnet as formal
embodiment of valid feeling in distinction from sommeteering
fas mere attitudinieing « « &"?3 suggested & pivotal point
in the love experiences of Romeo.

As Juliet concluded the actual &rematic dislogue with the
theéme of & new’”ﬁixth of love,” the second choric sonnet takes
up the same themes

Row old Desire doth in his death-bed lie,

And young Affection gapes to be his héelrs

That Pair for which love grean‘*d for and would die,
With tender Juliet match'd, is now not fair,

Now Romeo is beloved and loves again,

Alike bewiteched by the charm of looks,

But 40 his foe supposed he must complain,

And she steal love's sweet dalt from fearful hookss
Being held a foe, he pay not have access

To breathe such vows ag lovers used to swear)
And she as much in leve, her means much less

?Qﬂiﬁkeias Brooke,

‘o Early Tragedies (London,
1968), p. 96. = == ’




66

To meet her new beloved any where. .. .
But Passion lends them power, time means, to meet,
Tempering extremities with extreme sweet.

The first line of this sonnet suggests the same type of
gesture that the "fatal loins* phrase 414 in the sonnet-prologue.
Somehow in hig play both of the primal experiences of birth
and violent death are inherently meshed together. Not only is
the word *“gapes” dirsctly eonneeted with the first sonnete
prologue (in the sense of death), but it also is fulfilled in
dranatic action as Romeo violently tesrs open Jullet's tombs

Thou detestadble maw, thou womb of death,

Gorged with the dearest morsel of the earth,

Thug, I enforcee thy rotten laws to epen « + « o
The word "gapes®™ in the cheric sonnet takes on the full force
of gesiure.

The young heirs of the houses of the Capulets and Montagues
are destined for deathy and the young love of the lovers pushe
ing its way to existence againgt the gtvains of a dying
Petrarchan love is destined t¢ be tempted by death. The primeval
emotions of birth, love, and death are found within the exper-
ience of these lovers.

The next twe lines make a paradexical gtatement about
Juliet in relation to Romaline. Resaline was deseribed as
“fair.”

And ghe's fair I love.
A right feir mark, fair cos, is goonest hit,
(1:1:199=200)
Again a few lines later, Benvelio discusses the possibility of
Romao giving “liberty unto thine eyes « « « +” Romeo replies:
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These happy masks; that kiss fair ladies’ brows,

Being black put U8 in mind they hide the faiwr;

He that is strucken blind cannot forget =

The previous treasure of hie @yesight losts

Show me & mistress that is passing fair,

What doth her beauty seérve but as a note ,

Where I may read who pass'd that. gaﬁsing falr? 1
(Tei.233-240)7

The use 6f the word “fair" is almost obnoxious in its triteness

and conventional usage. However, when he first deseribes Juliet
for the audience the word "fair” is obvious in its absence. He

. saye ingtead:

8y she doth teach the torches to burn brigh%!

It seems. she hangs upon the cheek of night

Like a rich jewel in an Ethiop's ear;

Beauty too rich for use, for earth too dear!
(xgv.@2~453

In a éxama%i@ gense, Shakespeare is rejecting the conventional
use of "fair® that the sonneteers before him had found so
faiimringivgi He did the same thing in Sonnet 130:.

?1N@te also that Lady Capulet refers to Paris as nPair.®
1+111+85,90. By not using "fair™ in. relation to Romeo and
Juliet*s relationship, Shakespeare is taking them out of the
, conventional mode of expression to deseribe beauty.

7Z2por illustration, Edmund Spenser in hisvggiﬁhaiamian.writesz

Tell me, ye merchants® daughters, did ye see
S0 fair a creature in your town before;
So sweet, so lovely, and so mild as she,
Adorned with beauty's grace and virtue's store?
Her goodly eyes like sapphires shining bright
Her forehead ivery white,
Her cheeks like apples which the sun hath rudded,
Her lips like cherries charming men to bite.
Her bresst like to a bowl of cream uncrudded,
Her nape like lilies budded,
Her snowly neck like ¢o a marble tower;
And all her body like a palace fair.. . .
Quoted in Hiram Haydn, edﬁy The Portable Elizabethan Reader
(New York, 1968), pp. 629630,




My mistress® eyed are nothing like the sunj
Coral is far more ved than her lips*® reds

If enow be white, why then her breaate are duni
If halirs be wires, black wires grow on her head.
1 have seon roses damase’d, red and white,

But no such rosessee I in her cheeksy

And in some perfumes is there more,light

Than in the breath that from my miﬁ%ra?gsgagkgg

becanse she is not a conventional

Juliet is not "falir”
type of mistressto be addressed in such terme. She is the
young affection, heiress to the type of love that cannot be
deseribed in cenventions snd that cannct walt for its proper
time to appesr on the scene. It appears, it “gapes” to be
the heir.

The reasen that this young Affection "gapes™ to be the
heir iz again concerned with the problem of Time. There is the
element of necessity involved here. In the couplet, we learn
that "passion lends them power, time means, to meet.” The alle
importent factor is once again brought out-~they are operating
within times They can only achleve the goals of their love as
long ae time lends tc them o few short hours.

The three sonnets discussed here have definite idéas %o
say about the major themes of the play. They &lso refleet on
the sonnet tradition behind them. It s significant that with
the conclusion of the pecend chericesonnet a formal sonnet does
not appesr again. The old Petrarch typs of love is dead, %o
be sure, but even more important, the heir that has survived
will continue with the sonnét themes in even more dramatic
proportion-«in action that includes the consummation of
marrigge in the tomb agelnst the background of Time.



CHAPTER 111

THE PORTIC' TREATMENT OF LOVE AND I HE SOB
AND ITS RELATION TO THE DRAMATIC TREATMENT.
OF LOVE AND TIME IN ROMEQ AND JULIE

gnnets ~thematic«
azlg amﬁ %0 see hew that thematlic scheme on &eve and time
juliet requires a look into the

’%&ﬂ dramatized in Romeo ali
way this paper will approach theme. Two current pain@a of
:f:?aawn although unlike by definition, seem aygfapxiata %o this

disoussions In Anad omy of Crit _ .
somewhat traditional definition of the w@ﬁﬁ‘”ﬁh«m&tiéi“ The
definition of “thematic® corresponds to the "point of this
gtory™ with full emphasis on the abstract conceptions drewn
from the “mesthetic totality" of the work.l And te grasp the
aegthetic totality of the worksesthe Sonnets and Romeo and
duliete-demande a look at the poetry and drama from the cone
textual eritié?s method of literary evaluation. The veader
must look at literature ss literature and not as a comment on

biography, soclety, or great ldeas.

We should be betiter advised to start with the
asgumption that the sonnets are poetry, therefore
written in a.apaeifia Iiterary tradition and a
specific litevary genre, both of which were 2
developed for spec. fiaally literary reasons.

lﬁarﬁhwa@ Frye, Anatony of y (Princeton, 1$57),

Pps 52«55

g&@rthr@p Prye, “How True & Twaine® Riddle of Shakespeare's
Sopnets (New York, 1962), pe 29. fThe c@ntaxtaa -eritie’s
mavﬂa af evaluatian iﬁ elu@&daﬁad in René Wellek and Austin

' Thaory of Lit ; {ﬁw York, 3—95&); @2}& Iﬂ?»%?‘
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Frye in the same essay continues that "poetry is not reporting
on experience, and love i¢ not an uncultivated experience; in
baggfpggﬁri and' love, reality is what is created, not the raw
material for the éreaﬁion‘”3

| The ecritic Murray Krieger attempts to go beyond new
eritieism in his definition of theme, because he does net
aéeep% the idea that a philosophic theme is separable from the
aesthetic totality. To illustrate his rather obscure defini-
tien ofbthemﬁties (" « ¢« «+ the study of the experiential ten-
sions which, dramatically entangled in the literary work,

become an existential reflection of that werk's aesthetic

?egmplexity“)o& Krieger assumes a dualistic role for the Sonnets
in. agreement with his mirror-window concept of poetry.

Shakespeare's task is to convert the rapturous
equations of love's mystic inte a total presenta-
tive body of language, te convert claims about ?ﬁié]
a mirror-window miracle into the presentative
immediacy of a form of which the mirror-window is
the controlling feature open to our aesthetic per
ception., Thus Spitzer's three eriteria--poetic
visions, historic greatness and organic artistrye-
can be united in the aesthetie moment.5
Thusg, in the search for meaning through the exposition of
theme, the reader may view the Sonnete and Romeo

, and Juliet

either ae a window looking out onte the world of Elizabethan

England, the experiences and people, the literary traditions
that influenced Shakespeare as he wrote these workss or asg

mirrors trapping the reader with its distinctive and unique
bkrieger, p. 207.
5Krieger; pe 203,
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meaninge eternally roflscting themselvess or as both a windew
and mirror giving the reader meaning through an evaluation of
the work itself and simultaneocunly oponing the shutters to
“man®s concern as A Social-historical being."® The previous
two chapters have treated the tradition behind the sonnet ase
it appxiaﬁ to various ways of reading the Spnnets and Romeo and
Liet. But now it is time to consider the works from another

approach.

The Seuthampton-Pembroke controversy has often engaged the
eritic interested in the autsblographical elemsnts that can be
*1ifted” from the Sonnets.
Hhe.

Congider Frank Harris® comment:

Sonpets give us the story, the whole terridle sinful

:‘éagieal story &ﬁ'&h&%ﬁ&ﬁ@&fﬁ'ﬁ paaaiaag“? To expound on theme
from this standpoint alone would invelve & clear and detailed
“ploture of Shakespeare's life and aa'inéi&@uiéﬁi@ knowledge of
his intentions while compomings and mercover, the universal
intrinsic merits found in the thematic material would be sube
ordinate to mere pérsonal experience, Instead of “eternal
durability,” the reader would be loet to relationships that
-é%ia%éd‘aﬁly‘fﬁm'%ﬁa&eageara and his friend, whoever it might
have been, and Shakespeare's dark Mistvess.

After all, even if Shakespeare had assured us that

the Sonnets were written under the duress of a

friendehlp broken and restored and an intrigue with
Mary Fitton, the only importance they could have for

%&i@gﬁm Do By

Tqueted in Ls C. Enight, "Shakespesre‘s Bonnets,™ Elizabsthan
Poetry, ed., Paul J. Alpers (New York, 1967), pe. 276.
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us would heggéa%ry, as sométhing made oit:.of
experience.

e Ey L@imfj;fa in Themes and Yariatior

nnets, ha& &%tampﬁ&é ﬁa treat theme in the | ggga%w in big-

torieal vﬁlaﬁianahi@s t@ the sonnets anﬁ/br love poems of the
R@mﬁm poets, ?&%ﬁ&%ﬁhg &aﬁ&ag Ronsard, %yux%ﬁ Surrey, 3idney
‘aa& ﬁy@naaﬁg and ﬁamaﬁ* As Interesting as %his may prove in
the. aﬁnﬁy ané development aﬁ‘ﬁ Aiterary %r§§< ion, the reader
is at;&l:amwx§~@£ only the general tnﬁngh% aaﬁvatﬁiwuéa SUPe
‘xﬁéaﬁiagwﬁhg!éaﬁventian of the sonnet, and to discuse the theme
of Ehﬁké&g@@%a*#tﬁwgﬁxgy<aa it was dramatised infggggg,ﬁag
Juliet from the voint of view of &rli%armwy%@a@i&iﬁb{ﬁ#&iﬁ the

reader ne more than “ﬁﬂ»@ﬁﬁﬁnm% of th@q&@vamga,yiﬁg‘%élla us
about Hamlet."®

xﬁjéﬁﬁm&a then, that the author's experiénce snd the literary
traditions are enlightening about theme only to & limited
extent. The seriocus oritic must deal with the works themselves
and conzider the biographical significance ané literary trads
tion relevant to the general theme and partisular situation.

The purpose of this chapter is to propose, after close
sewutiny of particular sonnets and lines in the drama, certain
themes which once get forth in the Sonnets were given the

« Oranted, theme

breath of dramatic life in Remen angd Jull
cannot be entirely ceparated philosophically from the

Brnights pe 2784
Tgnights pe 279,
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"axperiential tensions” of an asuther or of a tradition, but
they can be obzerved for what they essentially ere. Haud
'%@&kiﬁaﬁuggaaﬁa;
A profound vesponce to great poetic themes can bo
socured eniy by living with such themes, dwelling
and brooding upen thewm, choosing these moments when
§§§1§§§g@?§gma spontansously to open itself o their
The destruction wrought by time organiszes the themes for
beth the Schnets Romes and Jullist. In Sonnets 1-126, “time®
ie mentloned seventy-elght timea and never again after that.ll
Tiae Is treated ag a thing to ve defied by childreni and later
it ie treated as a thing that cannot decay the beauty of the
loved one. Romes and Juliet, Shakespeare took Brooke's tale
and; ag Granville-Barkey says, "doubled its dramatic value by
furning ity monthe to éaya.*zg Speaking generslly, Time in the
Sonnets is metaphorieelly portrayed as a soythe, an houreglass,
& reaper®s sickle. Time is alse pertrayed in the Boonets as
operating within the forces of the seasons, Spring means

youth, Summer metns ripensss. Winter means death.

Poetry (London, 1963),

Y0yaua Bedkin, Archotypal Patterns ir
Ps e ' o

gxﬁﬁwﬁr& Rﬁb&arg Shakenpeare's Songe and fﬁwxg?(ﬁﬁw York,
1@5§>i ¢ J  See Sonne By 55s 73s 60, 63-6%, 73,

97, 116, 123. ‘

lzﬁarlay aranviliasggrkewg “&;xﬁw' AY‘L;Aﬁ«
"‘@h@ Mti@m Jyenti } et 025 gg;;ﬂ_,m‘ A & %%
suliet, ‘ : - G108 {Ung &y igfgg %Q 1970 P 19.
s@w a'vary'minute anaz ia @f ﬁha ﬁafaramaea ﬁe ﬁime see
G ?namaa Tanselle, “Time in Rome liet s Shekespeare

rly XV (Autumn, 1968), Pps
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When I do count the clock that tells the ‘time,

And see the brave day sunk in hideous night;

When I bohold the viclet past prime,

And sable curls all ailver*'d o*er with white:

When lofty trees 1 see barren of leaves,

Which evat from heat did eanopy the herd,

And summer's green all girded up in sheaves;

Borne on the bler with white and bristly beard,

Then of thy besuty do I gquestion make,

ﬁhat thou amohg the wastes of time must 0 ¢ » o s
{12&1@&9)

With Romeo and Juliet taking place in the hot dog days of
August, it 15 no wonder that haste and swift time are signifi.
cant. When death sits upen Juliet as “an untimely frost upon
the fairest flower in the field,” we are imtensely aware that
Time 18 marching to hig harvest fields in alwost unnatural
1gts, the eyeclical nature of the seasonsis
Bomeo and
jet, dramatic action is earried out as though the reaper

‘speed. In the Som

‘emphasizsd throughout the first 126 sonnets: In

Time was standing there with his seythe over the heads of the
"loversi and indeed he is. The play involves a cyecliecal plan
alsos 0ld dge produces youth. Youth dies and we are left on
stage with old age and winter “"eonfounded there.® In the line
of Capulet*s that Jullet is indeed the "fairest flower of the
field,” spring, summer, and winter are combined in one persen.
Romeo says at her tomb that “Death hath suck*d the honey of
thy breath'™ (V.11i.92). ?he'éiewer is at once in its prime,
ripe and dead. Nature has done her werk. In the Sonnets, we
learn from poeiry that death is inevitable. In Romeo and
Jullet, death comes.

Love operating in time complements ‘the general theme and,
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in both of the works, love i# sxploved as the vietin of time
and simultanecusly the conquercr over time. Leove is & vietin
of time because with the death of the loved one, the love must
perish. As explained in Chapter II, the lovers in both of the
worke are a selfesustaining worlds and when ons dies obviously
the love sheyed is gone 400« The imbgery of eyes and stars is
sgain inherently connecied with that thought. Sonnet 14 says
But fram,%h&aa“ayaﬁ‘mgﬁﬁﬁ@w&&ﬁga I derive,
.. And, gonstant stars, in them I read such art
CecmAs Yoruthland beawty shall together thrive,
if from thyself to store thou wouldet convert’i
Or else of thee this I prognosticates o
*Thy end is truth*s and besuty's doom and date.*
Jn Bomeo and Jullet, these eyes do meet doom. Time cone
quers their leve. Love ¢ & pilot crashes upen the rocks in

death*s harber,

«aByes, look your lspti
Arms, take your last embrace! and, 1lips, 0 you
The doors of breath, seal with a righteocus kiss
A dateless bargaln to engrossing death! -
Gome; bitter conduct, cowme, unsavoury guide!
Thou desparate pllot, now at once yrun on.
The dashing w@ﬁﬁa{%hg gea~gick weary bark.
Here's Yo my love! [Drinke,] ««0 true apothecary!
Thy drugs are gquick.~«Thus with a kisg I dle¢ Dies
(Vei3iell2120)

‘Threughout the play, Romeo increasingly becomes awars of the
nature of time, & battle to be fought at all
eventual process of Timee«degaths, Yot he glves himself oome
pletaly %o loves ¥With a kiss he begins the most monumental love

costs, and of the

atory the world has knowns &nd with o kies he @ﬁ@y@ﬁﬁamﬁ_dzx
to death. He understands what living in Time ueane,; &g the
sonneteor ales dids  Winters: suggesto:
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« v + he [Bhakespeare] displaye in certain poems an
obsession with certain metaphysical notions of time
and destruction, ?:w%i@u&ariy in thoir subtle and
dmpereeptible impingemént upon the humen consclouse

neas. Shakespeare is minutely aware--almest sensu-
ously aware-~of the lavading chaos, the unmanageable
and abserptive continuum,; smid which the ethical
man; the man gg‘fraélaha;@a and of usable distinc~
tiong exisie.t ' et

Petrareh used the triveph of love over 1life, chastity.
death, fame, ting, eternity smueh like s Rouan militpry pro-
gosaion in triuvmphal cslebratien through the Roman stroetos
and by suggesiing the triumph of time, the ancient poets implied
4 compromise, & cooperation, with time. In Shakeapeare, “iime
i the enemy of all %himgw;“iﬁ Defisnce of time is ef the

§ and Romeo and Jull
dsaths"*5 In both of the

essence. Both the Sonnet gt reflect fears

of time and its “love-devouring
works, time is never finally suvbmitted to in spite of the faot
that the laws of time are sctepted.

Por him,£$hakeﬁyeaﬁa} there is no recognisable
diatinction, as there seems to have been for the
anclents, between Time that destroys the mightliest
monuments of stone or bronge and the Time that
transfixes the flourish set on youths for him the
Q&V@uwia%nésa of Time, the swift-footednese of Time,
the brevity of human life and the transience of
youth and beauty are continually and ingeparably
asseciated, . and what he gives us is an ever-changing
series of varistions upon, personifications, metae
phorisations and « + » é@&mggxsa@iaaa of -the great
gingle thewe of transienge.

%mg&agéﬂﬁ Critical

and Historical Reinterpretation,” Elis
Paul J« Alpers (New York, 1967)s e

1&“?%@ ¢ “How True & Twain,” p. 43,
1opradboot, pe 143,
61esahman, pp. 100-101.

137vor winters, "The 16th Century Lyric in
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The trestment of love in time reflects the enigma that
what ig created in ¢ime muet eventually be destroyed. Joseph
Chang sayst

As in the sonnoits, love ls used as a vehicle for
representing, simultansously, wan®s subjection to
time and decay and man's abllity to transcend the
limits presoribed by its mortal nature. Paradox
ically by seiging the day, lovere can triumph over
times. It i& precisely because man is born to die
that the play moves inexorably to its conclusion,
dateless death » + « « The tragic experience is
exclugively resorved foyr the lovere because they
alone perceive, gradually, that the gnage and comw
pass alloted by time is not enough.l’

Love becomes & reasction, and it is often viclent in its action
beonuBe men fatally perceives the transience of even the
higheet of spiritual valuea.® The poet is violent in his
words as he recognises this transience:

Deveuring Time, blunt thou the lion‘'s paws,

And méke the earth devour her own sweet broodg

Pluck the keen teeth from the fierce tiger‘'s jJaws,

And burr the long-liv*d phoenix in her bloods

Meke glad and gorry seasons as thou fleets,

And do whate‘*er thou wilt, swiftefooted Time,

To the wide world and all her fading sweets;

But I forbid thee one most helnous crimwe + « « »

{19.1-8)

The dramatist is also deseribing this "violence” as he has
the FPriar say,; “These violent delights have vieolent ende.”
Romeo proves in a dramatic way the violent action that comes
from perceiving 1ife's transience. Before Juliet's tomb he

+olls Paries

Ychang, ». 3.

1Bnoris Pord, ed., The Age of Shak

1955} 189 » 11 (Baltimore,




I will tear thee jJoint by joint ”

And strew thies hungry churchyard with thy limbe;

The time and my intents are savage-wild,

¥ore fierce and more inexorable far -

Than empty tigers or the roaring sea. (V.111.35-39)
After which, Romeo violently breaks operi the tomb.

Amidst these themes, the ultimate question is poseds in
the light of Time's destruction over all of man's achievements
what can preserve and eternalise that which man has created?

Sonnets _  gnd Jullet: this dilemma is ex~
ploreds and the ldeas set fwrth in the Sonnets are dramatised
n Romeo and Jullet. One way to immortalige what time destroys
s through children.

The dostrine or theme of increame is explored both in the

ts and in Remeo and Juliet. Within the first nineteen
sonnets of the 1609 Quarte,19 the poet advises his friend to

mayrry and procreated

Prom falirest ocreatures we desire inorease

That thereoby besuty's rose might never die,

But as the rigﬂﬁ’ﬁhau&é by time deceass,

Hiz tender heir might bear hig memory ¢ « s o Lilel)

Two virtues for procreation were gounded for the age in

the epistle Encomlun Hatrimoni
Wilson's Arte of Rhatorike) an
found in Matthew 25:14-30, Ersemus declaress

This is the law of natvre, not written in the Tables
of Brasse, bvt firmly printed in ovr mindes, the

4 by Eresmus (translated in

19¢. Knox Pooler, ed«, e Works of Shakespoare

(London, 1543), pe 3+« Pooler BUgeests 5 XVIT i
gonnet to wrge marriage. It is, but xvxxz and £IX aarvy on
with the theme of immertaligzation through verse as & solution
to the Friend's reiuvetance to marry 80 thie paper treats I-XIX
ag one thematie group.
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whiche have, whosoever doeth not obeye, he is net
worthie to be called a man, mvche legse shall he

be covmpted [sic] a Citesen » » « + Por there is
nothing so natvrall, not onely wmte all other living
eroatvres, as it is for every one of them, to keepe
~their owne kind from decale, and throvgh increase

of issve, to maketheir whole kind immortall. The
whiche thyngz (all men knowe) can nevgp be dene with-
ovt Wedlocke, #nd carnal copvlation.

In Jesus® parable of the Talents,; twe servants made good
use of thelyr %alents according te thelr abilities and the
third, who originally received one talent, buried his in the
ground. When the Lord returned frem hie jJourney, he required
an acoount of the talents., Upon finding ocut about the two
rogponsible servants, he promoted them. The third one was
reprimanded and had hie one talent taken away.

For unto every one that hath shall be given and
he shall have abundances but from him that hath
not shall be taken away even that which he hath.
‘ {att. 25:29)
This “"sin” of hoarding the talent ls brought out in the So
The talent is the gift of beauty.

In the Sonnets, the poet urges the friend not t¢ hoard his

glift of beautys, for the one unassailable way to preserve beauty
and to defy time is to produce children. Barber says that this
sgtrangely epecial theme of the first seventeon gonnets « . «
[enables Shakespears| to onvisage generously, in the idea of
having children, a process by which one identity is re-~created
in snother & +» « «"2} And in relevance te the Biblical parable,

aﬁimmm Ps 1904

al@a‘&, Barbers “An Eesay en the Sonnets,” Eligabethan
edsy Paul J. Alpers (Mew York, 1967), p. 311,
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ﬁaaﬁ%yf%iii-mw%.ha taken away if the friend "uses™ beauty

{ﬁﬁ%mﬁmﬁiﬁiﬁﬁ Huch like the parable, the poet says of the

NNNNN

friends that not only is the friend in the prime of life but

- also héﬁiéxﬂ£_$,#@$%§ﬁﬁ,@ﬁﬁﬁ&iﬂiﬂ@‘ﬁiﬁhiﬁ potential beautyes

fatherhood, 2

And only herald to the geudy spring: rnam
Within thine own bud Buriest thy content
And tender churl, wak'st waste in niggarding,
{Eﬁyﬁﬁlﬁ )
Somnet 2 bringe out the theme of Time as the ultimate
onqueror of beauty, in that after “forty winters™ “youth's proud

livery” will be a “tattered weed.” And moreover, when the friend

‘48 required in old age to produce his iremsure, the poet advises

that the friend would be well praised if he could answers

§§§§§ §§£?§§?§§§n§£g§§§§akam@ old exeuse,®

Proving his beauty o0f succession thine! (1I1.10-12)

In Sormet 3, Shakespears makes & conncction between offe

spring and usury. Beauty is seen as 4 legsoy~«"Nature's
boquest.” The @ﬂé% aceuses the friendsof being & “profitless
usurer® in light of the bounteous largess® given to the friend.
According to Landry, the Greek word tokos suggeste the anclent
and natural relationship between offspring
senantie sense is cfild, son, or interest on & loan as exhibited

and usurys The

by the word "inerease. >
Not only will Beauty be ereded by time and finally lost

.ﬁg?ﬁﬁqﬁrikﬁﬁ-gﬁ See Tucker BErooke, Shakespeare's Sonnets
(London, 1936), p. 3%, for a brief but elear oubil
gonnet groups

2tandry, pe 45
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without progeny, but alse Truth will be degtroyeds
Put From thine eyes my knowledge I derive
And constant stars, I read in them such art
As, "truth 2nd beauty shall together thrive,
If from thyself to store thou wouldst converd;®
Or else of thee this I prognosticnte:
"Thy end is truth's and deauty's doon and date.”
{XIV.0«14)

Pruth as identified with the immutable stars is linked
with the friend, bacause stars were treditionally the source
of higher knowledge and ite sublime aspects. Also, eyes of
hunan beings contained truth much like the stars: and with
death, or the cessation of eyes, "this quality man shares with
higher intellligences of the outer gghawes“zﬁ is extingulshed.
The dilemma here expressed in the Sonnets is the inabllity of
“ruth to be reéstored through proereation. Lever declaress

The unigue personality of the Friend, the truth
shining in hig eyes, muet perish, and dreed cannot
restore 1t. This dilemma growing unforeseen out of
the veary process of poetie thought, will assert
itself, inexoradly from now on, %gd compel a new
assesenment of the initial theme.”-

The poet resigning himself to the reluctance of the friend
to marry and produce children, proffers the suggestion that
"rhyma* ean immortalise the gift of beauty given to the friend.
There will always remain the "mightier way" in which to “war
upon this bleody tyrant, Time® (XVI,l«2)x~keep ana'e’hean@y
through children. The poet acknowledges that his poetic

ability is rather dim--no more than a "tomb/Which hides your

2“%&?9?, Py 198,
aﬁzaver, pe 198.
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life and showé not half your parts! (XVIX,3-4)

No matter what the poet writes to immortalise the friend's
"gtornal summer,” a child as representative of the human race
gtill remains of the highest value. Only man can approciate
or even comprehend art, and it is from human experience that
poetry can be understood; 20

52 1008 SRR, T RS S50 shee.
(XVIII.1%«14)

*"Por in these sonnets mankind is, in the last analysis,
the sole tribunal of all values."2? The friend refuses to
procreate, and thus he refuses te make wige use of his talent.
The queation 8till remainse-can the poet intervene with
jpmortality?

.This theme of increase is explored dramatically within
sg and Juliet. We will look at the treatment of the theme

of increase in twe ways. One, the Capulets and the Montagues
are holders of “"talenta® in respect to0 their cohildren. and,
as proven out at the 2nd of the play, they are chastised for
rot making wise usge of thelr talents~-*for oroesing the
heavens.” Second, Romeo ard Juliet refuse to consider pro-
ereation as a defiance of time. They are content to be in
their selfe-substantial world. And, as a result, they too must

be responsible for their soctions.

gﬁmawer, e 201,
3?Levara Pe 201,
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Rather than urging the Capulets and Montagues to procreate
in order to preoserve theiy gifes of ng@gwe,.thé beautiful
legacies~-Juliet and Romeoe«have aiyééééikaaa,hgatewedg The
“galents,” in a manner of apeaking, have already been given,
the charge %o use wisely has been uttered and the “Lord"” has
departed as the characters come to 1life on the stmge. Hardin
Uralg suggestss

Youth is forever born inte & World not of its ouwr
making, and the gine of the fathers are continually
vigitad upon the children. What had this youth and
maiden to do with the ancient stupid feud of the
Montagues and Capulets? And what in general has
youth had to do with error, perplexities, injustices,
and erimes which it finde in ocur world or in any
world? Youth often destroys itself in the age-old
ains and cruelties of & new and unknown life,
destroys iteelf because of its own ignorance and
willfulness. The tra%eﬁy is that age has 1%33
heart broken because it has deetroyed youth.s®

From the somneteprologue, the "anclent grudge™ becomes the
world into which these children are born.

Apart from the main dramatic relationship of father to
child, l.e., Capulet to Juliet and Wontague to Romeo, another
dramatic facet of the parable of the talents prosente itself
early in Act I. Romeo speaks with Benvolio on Resaline's
desire to hoard beautyt

Romeosy She will not stay the seige of loving terms,

Nor bide the encounter of assalling eyes,

Nor ope her lap to sainteseducing gold:

0, she i{s rich in beauty, only poor

That, when she dies, with beauty dies her store.

Benvolios Then she hath sworn that she will still live

chaste?

2Byardin Cralgy An Inters sare (New York,
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Ropeos She hath, and in that spering makes huge waste)
For beauty, starved with her severity,
Cute beauty off from all prosperity.
(1.1.205-213}
As in Sonnet 4, Rosaline is made analogous %o the friend
who is & hoarder-usurer: She not only has gonerous gifts
begtowed, with hor "unthrift” she ultimately moves %o poveriy,
doom ond waste. A48 In the Biblical parable, kept unused the
gift $tself is destroyed.29 Sonnet 9 echoees

But beauty's waete hath in the world an ond,
And kept unus*d, the ugey so destroys it. (IX.10,11)

Romeo's advice is traditional and conventional in troatment.
With Jullet, the unconventlional bvecomes the response in the
possibility of future zonerations defying time for the lovers.

The evidence that Juliet and Romec are “talents” lomned
to their respoactive parents begins early in Act I too. Paris
seeks Jullet's hand in merriage; and in so doing he first
emphasiges motherhood for Jullet. COapulet retorts to Parie!
proposal that Juliet hae not seen the change of fourteéen years,
thus emphasizing her extreme youths PFParis counters with the
ideas “Younger than she are happy mothers made” {(I.11.12)
Later in Acts IIY and IV this pressurs to marry Paris, brings
out the dranatic conflict between father and child and pree
sipitates the tragedy. In both of the worke paradoxiocally the
final immortaliszation results from the reluctance to marry in
arder to propagate.

2% rieger, p. 109,
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Capulet at once acknowledges that Juliet is his fille de
lerre -- an heiress: “She ie the hopeful Raﬂy*bffmy sarth,”
{1s11.15) Steevens refers to egarth as a Galliciem with the
old use synenymous with lands or landed estate.’? A1l of
Capulet*s “hopas” are in Juliet for the earth, in this cage
meaning tﬁmb,31 has swallowed all of his other "legacies."

In Aet I. 111, Lady Capulet opens with a call for “my
daughter.®™ The Nurse relays the c¢all to Juliet with a distinet
emphasis on the words “your mother.” Jullet answers:

Madam, I am here. - _
What is your will? (I.418.5,6)

Juliet, in her firast spoken lines, reveals her willingness or
poseibly passivity te be used much like the Biblical talentw
wisely or irresponsiblys. The cholee depends on the nature of
the character holding the talent, and the reader and/or
éudi&mﬁa has already been made aware of the fiery strife
governing the two fathers.

Toe strees the open, innocent position of Juliet as the
young heiress, the Furse emphatically states Jullet's age as
. fourteens and then she veminisces on her dead daughter, Susans

+ « « Well Susan ig with God,
B8he was toe good for ma. (I.138.19,20)

The legacy was given and taken away. In a way, this ls pro-
phetic of the sction that will be taken againat the feuding
houses, but perhaps this is also the reasen Angelliea is totally

39@ﬂ@%@d In Purness, p. 32.
3grarke quoted in Purness, pe 3l.
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unable to grasp the youthful passion of Jullet and eventuslily
forces the isolation of the young lever. Sonnet III explaines
Thou art thy mother's glase, and she in thee
Calle back the lovaly April of her prinmes |
8¢ thou through windows of thine age shalt sse,
Despite of wrinkloes, this thy golden time.
{I1X.9-12)

On the hoels of the Nurse's revelation about herself and
about Juliet, lady Capulet states the theme at the heart of the
aotions

Marry, that "marry™ is the very theme I came to
talk ofs Tell me, daughter Juliet, How gtande
your disposition to be married? (I.111.63-6%)
And like Parls, lady Capulet continues on the guantity of young

mothers already made in Verona. The world oxpects ite youth

to m@r@&aﬁwﬁﬁﬂ axhibited in the Sonnete:
Pity the world, or s&lge this glutton be,
To esr the world's dues by the grave and thee.
- {1.13,14)

Thou dost begulile the world « + « o (IIT.N)
The world will wall thee o + o+ o z;x.&;

No young woman would reject the young friend in the Sonnets,
and Capulet ié alse gquite convinged of Paris' complete acceptas
bllity. All Paris lacke is Juliet because:

s & « tie much pride
For fair without the falr within to hide. (I.1311.89.90)

Love is not necessarily innate in the ides of merriage, dut
‘rather the theme of inorease ie the response suggested by
charactors other than Remoo and Juliet.

32sracke, ppe 75-764
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In Act I.iv, Bercutio®s Queen Mad speoch refers to proe
genyweprogeny from a fantasy world. After Mercutio tells
Romeo that Gusen Mab has been present in Romeo's dreams, the
next line blatantly states that this Madb is the *Pairies’
midwifer (I,iv.54). Steevens believes “midwife® to mean that
she delivers the fancies of men %o their dreams and neot that
she is midwife to the fairies.?3 This is berne out by
Mereutio’s conclusion to his lively treatise on the fairy
worlds

True, I ttlk of droamsy

¥nich are the children of an idle brain

Bogot of nothing but vain fantasys {(I.iv.p7-99)
Like the Sennet's analogy of truth to etars, all must be linked
to ﬁ?&&gpﬁi&i hgm&ﬁ.vglﬁass Inmediately after the “meconshine's
watery bean" world of the fairies and their relation to the
world of men through dresme; Romeo fearfully “misgives/Some
congeguence yoi hanging in the stars”™  {I.iv.106«107). The
*draan” children of a whimsicsl espricious world are “bitterly”
linked to the children from the *fatal loins” of human exice
tence. This drasm world reference gives birih to a new type
of love. Tho nature of this new love is then both of thie

world and otherworldly.

The meeting of Romeo and Juliet at the Capulet feast i
not without refarences te the young people as legacies. At
the conolusion of the sonnet built inte Aet I, scene iv, Romeo
‘fﬁaiiﬁaﬂ that if Juliet is a Capulet; "my 1life is my foe's

33quoted in Purmess, p. 62.
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debts" In the sollations of Furness*s Va
that “debt” means much what it did in Brooke's poems
Seo h&gﬁagg lesrnd her name, and knowth ﬁha is no-
Her fathar-waﬁ a Capilet, and mastor ﬂf %he feast
Thua hath his foe in choyse to geve him life or ée&tk,
That §?§§§§Q%¥§§%§3§£$ wofull brest keape in the
Romeo*s existence 1e¢ at the merey of Capulet.
In the opinion of the suthor of this paper, the above is
a possible reading: but in the light of the treatment of Juliet
aw a legacy and in later passages when Romes and Jullet claim
to exehangs souls, *my 1ife” could refer to Juliet and "my foe's
debt™ could vefer to Jullet's position within the Capulet
fanily, >
wWhen Juliet inquires of the Furge: “What is yond gentlew

rioyrum, Staunton states

man?”, the Nurse repliesy

His name 1o Romeo,; and g Nontague,
The only son of your great enemys (I1.ve135)

Besides helping %o add suspense to the resolution of the feud,
the emphasis is laid again on these young people as legaciogee
B85 inhoritorg.
The sonneteghorug at the conclusion of Act I alse treats
parenthood and the heir in personificastion:
Now old Desire doth in his death bed ile
And young Affection gapoes to e his helrs
Mauoted in Purness, p. 82,

3§8f* the axakawa%iaﬁ,iaaﬁlﬁg %o the guotes “Ig she a Capulet/
0 dear acgount!™ (I.v.115,118) See alse TI.11.1604.
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Swinburne conments that “papes,” uncommonly used hers, refers
to the impudensy of the heir "to oris upen the %aﬁtatéw«”Sé
In Act II, the fomous pasgage on the renunciation of thelr
respective names “thwarde® the dootrine or theme of ingresses
Juliets O Romeos Romeo! Whereforo art thou Romeo?
Deny thy fathey and refuse thy name)

Ory 4F thou wilt nots be but sworn my love,
And I'1l no longer be a Capulet. (II1.58:33-36)

Several lines lator Romeo answorss

Call me but love, and I'1l be new baptized:
Henceforth I mever will be Romeos {(1I1.i}.50-51)

The lovers attempt %o isolate thomselves without ancestry
and without posteritys Romeo im such Truth to:Juliet that a
goncelt ig woven into har Epithalamium to eoxpross the idas that
at Romoo's death, he should be out out inie stars and flung
into the face of heaven Vo outshine the “garish sun® (IIX.ii.
21+28). AS'in the sonnet passage linking eyens stars, and truth,
in IZ.814,15«23 Romeo speaks of Juliet's eyea like stars that
gan be interchanged with thd heavenly bodiesy and even nature
would be gonvineed of thelr superiority for the *bleds would
sing and think it ware not night (IX.11.23). For the lovers
at this point, pelfesufficiency is alls Enchanted through
sach other's ayes, they eche Sonnat I
But thou, contracted to thine own bright oyas,
Feodsat thy light's flame with self-substantial fuel
lisking a famine where abundance lies...... (1.5-7)
The eye, able te grasp 5118 objeet while beholding the

3prom Swinburnets Brief Treatiss of Te
Willes (1590) quoted In Furness, p. BSe

ents and last
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object, evolves from a3 Potrarchan concelt molded from medieval
plysiologys The image made prisoner by the eyes .04, "through
the eyes in the heart,™ becomes ithe very life of the lover.
that'the teloves San be humenly vefiected in o way
that %é&ma'%ﬁe'&ﬁﬁé&raﬁeéﬂihﬁéytngﬁigggaémﬁgggg
Krieger continues explaining thiz Petrarchan eoncelt with
iteg "substantial onenese™ necessary to sompreheonsion~-"the ene
elosure of self«love is broken by kavs."gg Bhakespesre, in the
onnete, suggests that progeny will break thie “oontract® to
the eyes. In Bemeo gpd Jull
love that mggﬁifiﬁénﬁzy surpasses courtly love--leve that defles

gt the bondage is broken by lovews

times The inherent dilesma here, worked out from the necessi
ties of "dwamatic thought,” is love which holds ﬁ@lvaam for
btreed. Breed could not pessibly restore or preserve this
lightning«inethoenight. By mature it perishes. HNot onoe in
thelr rapture 4o they mention poaterity. Crdinary eourtly love
as exhibited detween Romeo &nd Rosaling is the scene for dise
cussing postority in contrast to Juliet's love which is "bounty™
in iteelf with an Infinite source tc be glven %o Remeo and alss
kept for herself. (IX,i8.134«135). John Powles says in The

The supposed great migery of our century ie the _
lack of times Our sense of that, not a disinterested
love of selence, and certainly not wisdom, is why we
devots such 8 huge proportion of the ingenuity and

Wﬁ!‘iﬁ@:ﬂm ppe 81a82,
Byricgers ps B2,



or

income of our societies to finding faster ways of
doing thingsw«sas 1f the final aim of mankind was
to grow closer not to a ﬁeggaﬁt humanity, but to
a perfect lightning flash.
Romeo and Juliet in their battle againgt time succeed in
ereating that perfect lightning flash, but they also by that
action die alone when the lightning flash is over.

Sormet 10 contains a unique comment that I suggest is
dramatiged in Romec and Juliet at this point« The chief image
in this gonnet ig one of @ person attempiing to ruin a beautie
1l house and family because that person is filled with a
murderocus hate.

For thou art go possess'd with murderous hate,

That *gainst thyself thou atick'st not to conspire,

Seeking that beauteous roofe to ruinate

thich to repair should be thy chief desire. {(X.5«8)}
This is interesting because in the midst of the gonnets on
procraation, the poet is ateting the fact that with unwise use
of love, it will wither away. Ho states even more emphatically
that with this unwise use an entire "house” or family line can
be destroyed.

On & bilographical level, A. L. Rowse sees this as the
poet*s attempt to nid the young earl of Southampten‘*s mother
in her campaipgn te get the earl to marry and to econtinue the
house. In reference to the guotation from the sonnet above,
Rowse makes this statement:

This is the point of 11.7-8: it was Southampton's
duty to repalir the fortunes of his family, damaged

39§ghn Fowles, The FPrench Licutenent's Voman (Boaton, 1969),
Pe .
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by his father's extravagance, jeopardi&gd by its
catholicism, and make its future safe.

If young Southampton does not marry Lady Elizabeth Vere, then
very possibly the lineage will come to a close. By the young
friend*'s self-hatred, an entire house will be ruined.

In Romeo gnd Juliet, two houses are ruined. With the
deaths of Romeo and Juliet the house of the Montagued and the
house of the Capulets are respectively cut off from further
heirs. A point has already been made eencerning the fact that
Romeo and Juliet are sole heirs to their respective houses.

Traditionally, the stupidity of the Capulets and the
Montagues was held responsible for the destruction of their
houses. This paper agrees with that premise, as it has already
been intimated In the treaitmeént of the traditional "urge to
marry theme." However, the idea of "selfehatred,” as initiated
in Sconnet 10, poses a new way in which te read Romeo and Juliets
and it aids in the explanation of the dramatization of the
Sonnets in Romeo and Juliet.

Romeo and Juliet, as stated above, cut themselves off frem
ancestry and posterity. They, in a sense, refuse to procreate
in order to preserve their beauty as well as thelr houses.
According to the peet in the Sonnets, the refusal to “make a
child™ is indicative of selfedestruction and murder. In the
drama, this potential is actualigzed in plot, character, and

action so that at the conclusion of the play Romeo commits

40 « Li Rowse, Shakespeare's Sonnets (New York and Evanston,
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both murder and suicide and Juliet commits sulelde. Although
this is not a psychological study of %wa Italian young peopls,
psychiatrists might agree that this could be one reason for
the calamity that befalls the characters in the play. 6. Rs
Smith makes a ecase for looking at the play from thie psychoe
logical point of views

s + + it seems not only possible but likely that
much art in the Renalssance or earlier is intelloce
%Bally; esthetically and gg yehelogically as complex

s anything done ginee. the interest of the
fullost understanding, it needs all i@a instruments
that oan be brought to bear upon 1t

Psyohistriet Exic RBerne explains this oreative urge as it
is thwarted by the destruetive urge in mane

Thé two most powerful urges of human daings are the
crontive urge and the destructive urge. The creative
urge gives rice to gonerocus love and giving, ardent
proereation, and jJoyful wailding up. The tensien
which driven man toward these congtructive goals
may be called libideo, and its most concentrated oxe
pression 1o in sexual depire. The destructive urge
astivamaﬁ hostility and hate, blind anger, and the

ny pleasures of cruelty and decays: The tension
w&i&h londs fordee to such feelings may be called
mortidos It finda its most concent ggted expraession
while Tighting for survival « « ¢ »

Thus, we have two drives mightily at work within the mind
of mone«the energy of the life~wich and the energy of the
deathewish. According to Dr. Berne, there are two basic
methods in denling with these two "energies.” And they must

%lg, R. smith, p. 56.

“zﬁria Beyne, A layman's Gulde
{New York, 19687, p. 60, This
Berne*s The Mind in Actien.




te dealt with in vhatever manner because they inevitably
cellide and erupt into 4 conflict within the mind. The first
way to handle these drives is to ignore thelr presence and to
attempt to push an unwanted deive out of one's consciousness.
The other methed 18 4o allow one feeling to dominate one
moment and another feeling to govern the max%sm@mﬁﬁ%¢&3
In fact, we are now resdy to say that humen
behavior, iz determined largely by the tensions of
1ivide and wortido, whiech upset the mental equil-
Abriun of the huwan being and drive him to gct in
such & way %hatﬁga has 2 chance to restore his
If the ercative urge must find expression in sexual relae
tlons and procreation, then we seo in Romeo and Juliet that
the ereative urge i distinetly thwavted in favor of the deathe
urges. Iomediately befere Juliet's epithalamium in which she
pleads for “lovesparforming night“ te come, the Prince has
isgued an ediet concerning the murderer, Romeos
Let Romeo hence in haste, -
Blae, when he*s found; that hour is his last.
Beay honce hie body, attend our will.
Merey but surder, pardoning those that kill. V
{I1X.11.199-202)
Romeo has surdered Tybalt. It is true that Benvolloe agrees
with the Prince that Romeo did not instigate the guarrel but

rather:

Romeo that spoke him fair, bade hinm bethink

How nice the quarrel was, and wrged withal

Your high displessures (III.31.1584160)
M”Bemm P 62,
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But we. cannot disregard Romeo's own words immediately before
the slayings

Away to Hoaven, o eative lonity, ,
amﬁ‘fira*ayaﬁ fury be my conduct now! (111.13.128.129)

According to Goddard, this use of "fury” ig aignificant
heve, betsuse for Shakespeare, fury connoted an animal passion
in a man gone ma&ﬁag' Romeo yields himeself to the death spirit
and in particular to the spirit of Mercutio« Erie Berne, cene
tinuing his discussion of the 4ifferonce between 1libido and
mortido, enlightens us on Romeo's actienss

s .+ « One can be very hateful toward others, the

most aggressive act in thie ease being murder)

moos SEsresnive st then being suloiaciie’ o

After the murder, we next see Romeo in a state of suieldal

despalyrs We will consider this in & moment, In between the
nurder and Remeo's suicidal state, Juliet says her epithalae
mivms Curiously enough the epithalamium makes references in a
metaphysicnl conceit to the death of Ramﬁae“7'-wnan'thﬁ nurse
bresks in to announce that Tybalt is dead, Jullaet's first
reaction 1o thiss “Hath Romeo slain himeelf?” And immediately
Juliet declares that she will press to garth on the same bler
a8 Romoos She wishes death for herself also. The oxymorons
immediately following her outery suggest the type of tension

&5@ﬁﬁ"¥ P 131&
Mﬂﬁmﬂw e 6524
b Prrr.a8.20-20,
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found in the temsion between the libido and the mortidos

Beautiful tyrant! Plend angelical!

Dove~feathered raven! wa&viah~rav&namg lanb!?

Despised substance of divinest showt

Just oppesite to what thou justly seem'st,

A damned saint, an honorabvle villain! tiﬁz 11.75-80)

Harrison suggesats that these oxymorens weye very typical

af‘&&ﬁ&grﬁl&ﬁ&h@ﬁﬁﬁﬁ dramatic poetyy and that they reflect on
the Petrarchan language of @ﬁxaﬁ@xfgﬁ Mo d@u@ﬁ-gﬁia is quite
true, but I suggest that it also reflects the tensions between
self-hate and self-love at war within the consclousness of
Juliet« &he is herself torn between her aggreasiva axpresgionge-
should she love Remeo or hate him and iﬁ«haﬁing him hate her-
.gelf? By the end of her vacillation, she makes ‘the dramatic
‘gtatements T

Come corde, come Rurse, I*ll to my wedding bed,

aaﬁ aﬁaxh; not Bomeo, %take my maldenhead!

, (IIX.44.2308-138)
The 3uxﬁgﬁna&ﬁ&wn of wedding bed and death clearly thwarts

the traditional idea of joy and prooreationreshlting from the
wedding bed: Structurally, Shakespeare has put the scenes of
murder and of suleidal despalr around the scene of Jullet's
wedding song. Just as in Somnet 10 we see & confusion of the

natural urge to procreate by self-hate, In Romeo
the “beautecus roofe” is about to be ruined instead of “repaired”
through dramatic actien.

The scene following Jullet's epithalamium involves Friar

aa@% Be ﬂ&Wﬁ@@ﬁp &@t, Shakespon)
York, 1952), p. bob,
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laurence and Romeo in the Friar's e¢ell. The Friar's first
gpeech indicates that Romeo's marriage is not-to Jullet, in
a manner of epeaking, but to ”@&iém&%y”:

Affliction is enamored of thy parts, _ ,
And thou art wedded te calamity. (XII.iii.2.3)

Harrison says the firet line suggests that "sorrow has fallen
in love with your good aaaiitieeﬁ““9 On @ sexual level,
"parts” could alse refer te the male sex ovrgan which would make
the whole line imply that “afflictlion” as a lover would devour
that organ of procyeation. It is umnatural, just as it is
unnatural that Romeo and Juliet should be wedded in death

" before an heir ecan be preoduced. The second line clearly re-
venls this to be true. Calamity and the wedded state are not
natural éampamiﬁaﬁ&

After Romeo lamente and analyzes the gtate of his banishe
ment from Verona, he falle in suleidal despair. Remeo tells
the Hurse, who has just entered, that Juliet must now hate hims

Doth she not think me an ¢ld murderer,

Now I have gteined the childhood of our joy

With blood remeved but little from her own? |

{IIX.1488.00-96)

The use of the three nouns "murderer,” "¢hildhood,” and “blood”
in Romeo*s outburst eignifies not only the hate that he thinks
Juliet feels for him, but also his own gtate of self-hate. As
& murderer, hie aggresslive expresaion of hate has been loosed.

“Childhood of our Bay“ refers to themselves as young lovers,

4Oarricon, pe 895,
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but it also ties in with the impoasibility of their creation
of & ehild. "Blood” in Elizadbethan times was tied in directly
with sperms Iandry explaing:
Eanaiaaan@a hysiology recognized loss of vitality
in sexual relations o9 ially when ﬁxaasg ve.

spamm was nade from a rge amount of bl
transformed into a,aﬁai& amount of seed.

These words directly then, in juxtaposition, eche the meaning
of Sormet 10. Selfshate and its resulting action, murder, will
be in tension with the theme of prooreation: Self-hate will
bring rein on a *heautecus roofe.”

Imsediately following Romeo's perception about Juliet, he
would ecommit suicide:

Bouey Tane Saaget” T413 23Ty 1 may seck

The hateful mansion. (111.331.106-108)

This agpoech connects with the passage discussed above on
their regpective name-reflectiona. Hot enly will he cut hime
gelf off frow ancestyy and posterity, but he will also eradi-
cate that name entirely. The use of the phrase “the hateful
nansion”™ truly becomes language ag gesture. In these two words,
the whole problem concerning hate and lineage is summed up. It
i® through selfehate that a body cen be destroyed--cither
suiclide or murder--and it is through self-hate that a house can
be brought %o destruotion.

Priar Laurence then picks up the word "fury" as used
earlier by Romeo. He supports the original idea that Romeo
has turned from man into a beasts

50 .
Iandry, p. 97.
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Thy tears are womanish, thy wild acts @anata
The unreasonable fury of a beast,
Unseemly woman in & seeming man!
) o illw eeming beast in seeming beoth!.
(II7.431.110-113)
Harrison explicates these lines by suggesting that line
113 indicates a shameful beast that is neither man nor woman.5l
Again; procreatione-or the creative urge-+is unable to function
when man in self<hate turns on himself much like the beast.
jgnd in this case, the beast even assumes no sexual aistinetien.
| @ha Friar continues in rebuking Remeot s
| Thy dear love sworn, but holilow p@ranryg
Killing that love whieh thou hast vewed to cherish + + «
{IIT.411 128a129)
Essentially what the Friar is saying is essentially what Sonnet
10 says except that the Priar is commenting on .a dramatic
action««s dramatic eonfliet raging within Romeo's breast and a
dramatic action that finally fulfills itself as Romeo dies
drinking poison end Juliet diees plunging a dagger into her
‘bosom. In Sonnet 10, the wise poet revealed the human potenw
tial to commit murder and suicide through self«hate. In Romeo
uliet it is actualized. Eric Berne states that "the chief

argument among peychiatrists is whether destructive urges are
inborn or develop as a result of thwirting the creative urge,sz

In the Sénnet series,; numbers 1«17 continue on the theme
of procreation. Sonnet 10 continues this theme but with the

staprtling idea of melf-hate that thwarts the procreative urge.

5lgarrison, pe 496.
52 perne, ps 63
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1% iz an awareness on the part of the poet that this could be
a reason for the lack of procreation, and it enters before
poetic thought worke out the deflance of time through verse,

In Remec and
the wedding song is placed between a murder and guﬁeiéal dess

Jullet, the ides is given dramatic structure as

pair. The rejection of their names amplifies th@ frustration
found in thelr seeming indifference to procreation. Thus, it
is suggested that the ﬁe&%vaa%ivgnesa exhibited in Sonnet 10

in the dramatic scenes in Romgo

and the destructivensss: j}”“
&nd Juliet both rosult from a. thwarting of the creative urge.
Going back to Act II briefly to bring ocut annther aspect
”¢§(thia'ﬁhﬁmea finde Romeo visiting hig "spiritual Father."
The Friar, like Meroutie; epeaks of another type of mother and
child. Frisr lawrence introduces the idea that the esrth,
nature's mother, serves simultaneocusly as a womb and a tomb:

The earth that's nature's mothar is her %@mbt

¥hat 1s har boryin e, that isiher
FYIng ErAVes B (??:hiii.l@-—ll)

The combination of "womdb™ and "tomb* is also found in Sonnat
II1. The relation of ono %o thoe other is by negatlon of use,
1ife itself is on the line. And sgalin, Hrieger explains the

®s » » lineage of the giving of gifts, the movement from legacy to
"i&ga@y that ensures & history that is both repetition and
progrossions is axﬁenaaﬁgsg For Romeo, the "fatel cennon's

womb" violently explodes bothlife and death, The combination

of womb and tomb places 8 disztincet valus on life's entrance

SKriegers pps 109-110.
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and life*s destinys That the two should be so¢ closely rhymed
and in juxtaposition is significant because 1life now is pushed
%o the highest values
In a philosophic vein, the Friar sclilequizes on the
dual nature of herbs, plants, stones, and ult&maﬁezy mans The
"weak Flower™ with its inmer polsen revolts from "true birth.®
Again, the analogy is linked with human values; and these
values are dramatized in Act IV, seene v as Lady Capulet and
her hugband. discover Jullet in feigned death. Lady Capulet
initiates the laments *My child, my only life.* Capulet
continuest
Death is my sonsinslaw, death is my heir,
My daughter he hath weddeds I will die,
And leave him all; life, living, all is Death's.
{IVeva38-40)
Apart from the Liebestod theme inherent in old Capulet®s speech,
Death has finally claimed the logacy. A1l of Capulet®*s fore
tunes belong to Death. In the Sonnets, the ehild, according to
the peet, contalned the potential for "reflectlon and incarma-
tion.»5% The Rape of lucrece presents the idea as Lucretius
.grieves over his dead daughters
"Daughter, dear daughteri” old lucretius cries,
“That life was mine which thou hast here deprived.
If in the c¢hild the father®s image lles,
Where shall I live now Lucrece is unlived?
Thou was net to this end from me derived.
If children predecease progenitors,
We are their offspring, and they none of ours.
"Poor broken glass, I often did behold
In thy sweet semblance my old age new borns

S4krieger, p. 85.
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But now that fresh fair mirror, dim and old,
Shows me a bare~don'd death by time outworn.
0y from thy cheeks ny image thou hast torn
And shiver*'d all the besuty of my'giaasa
That I no more can see what onee I was
(1121751-176%)55
The past and present were united in this deughter as wers the
past and pregent united in Julle% For the Capulets. The future
will net be mesured without an heirs Xrieger says that "as
such she was more than mirror in that she destroyed time by
maintaining an eternal present for the aging father, thus de-
feating %hﬁﬁj&gimge”ﬁ@ lady Capulet reflects the same senti-
‘went with a tone of a desth drum*s monotonous beats

+ » « this sight of death is as a bell r
That warne ny old age to a sepulchre. (V.111.205-206)

Fhe “Lord™ has returned to take back the loan, comments the

Friar:

Heaven and y&urm&if had part in this fair maids
Now Heaven hath all. {IV.v.66-67)

In Act V.ii1.208, the Prince recounts to NMontague that

»thy son and heir [is] more sarly down,” and Hentague laments
that §% is almost unnatural for the sen to press to the grave
vefore the father. The tragedy then may be placed, in one
interpretation, on the sevourging of the Montagues and the
Capulets ae irresponsidle servanta.d?

The clesing scenes of the play reveal the inadequacies of
Both parents as stewards of their *"talenta:”™ The Friar anti-
¢ipates the doom which will f£all on both parents:

5snueted in Krioger, pe 8%
ﬁﬁxrieg@m; pe B6,

57Robert Metealf Smith, Iypes of Romentic Drams (New Yerk,
1o28), p. 8. . ‘ i~ -
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¢ ¢« o EVEry one prepare
To follow this falr corse unto her grave:
The heavens do lour upon you for some 1lls
Move them no more by crossing their high will,.
(IVgVGQa‘”@ﬁ)
The alliance d4id not prove to turn "rancour to pure love,”
and the Prince echoes this failuresr
See what 6 soourge is laid wu n your hate,
That heaven finds means to kil ur joys with love!
+ +,» 811 are punish'd. t?«ii&. xw%gz.a
The drama then moves to the final problem of immortalize-
tion. The feud ceases as Capulet reaches for Montagues *0
brother mcutague; give me thy hand™ (V.111.295). In order to
proserve what the father could not keep, Montague proposes to
raise o statue in pure gold to6 immortalise Juliet-«a statue
that will symbolige hey truth as lohg as Verona is known.
The tetal inadequacy of the response iglaatﬁunéimg.ﬁg The
proposal is even below the trite conventional: it is much
1ike raising an aluminum tree in tribute to the majestic forest
evergreen. In the Sennets, the immortalisation comes from the
change from convention to polegige--poetyry will seize the
"eternal essence."5? The immortalization in Romeo and Juliet
hag already occurred and paradoxically perished-«their love.

It is in the speech of Diotinma, however, as reported
by Socrates, that the essentisl Shakespearean
attitudes toward love's triumph over time can be
perceived, What object 8o lovers have in view, the

5$ﬁavia Laird, “The Generation of Style .in Romee and Jullet,®
Journal of English and Germanic Philelogy 63 (April 1964),

59&~ P+ Blackwmur, "A Pooties for Infatuation Riddle of
hakespear ?‘»ggﬁégum {New York, 1962), p. l§§?aﬁ
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prophetess ashke, and snswers herself; “The object

s ¢« +« « 48 birth in beauty, whether of body or
soul + .+ « Wherefore love ie of immortality « « »
Thoge who are pregnant in the body only, betake
themgelves to women and beget children + + « but
scule which are pregnant s « « conceive that which
is praygg for the soul « + « And such erentors are
poeta.”

¥hat was postic potential in the Sonn has come to pass In
dramatic actione-death takes away the beautiful one who has
refused to re-create that beauty in a child. And those who
have vréfused to use their talents wisely have been chastisged.
In the tragedy of Romeo and Juliet, it is significant
that we do not feel the terror in the presence of death as we
do in the later tragedies such as King Lear. Many critics
have attridbuted this seening lack of a true tregic vision to
the early composition of Romgo and Juliet in Shakespeare's
dramatic career. This is trues it was an early work for
Shakespeare. But I would suggest that this work is not
fmmature in reference ¢ the play as a true tragedy as many

eritics have suggested, but rather it is the dramatication of
the somnets in the defiance of time by love and poetry. We are
gorry, extremely sorry. that we must leave the lovers silent
in the tomb. But we learned from the sonnets that thls is
naturals it is to be expected as the only possibdle outcome

of time. Death is the ultimete *debt™ that Natuve has to pay.
As Cs ¥Ward saye:

60@ueﬁeé<in Leslie A. Pledler, "Some Contexte of Shakespeare's

Sonnets,* The Riddle of Shakespeare*s Sonnets (New York, 1962),
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Tragedy in Romeo and Juliet is a misnomer because
death is the inevitable escape from tragedys it
was the perpetuating culmination of their ecstasy
and the apotheosis to which a%* lovers aspire in
the moment of complete union.V

6lyard, p, 201« According to O. R. Smiths p. 60

‘The symbolie equating of sleep with death is world-
wide « « « +» Renalesance and geventeenthe-century
Bnglish usage allowed the infinitive *to die* as a
cant term for the sexual acts The Renaissance asso-
clation of love with death was recognised as &
nystery, but felt to be “right." Shakespeare has
stressed death so much in this glay « » » that we
way suspect 1te deepest appeal is to the death in-
stinet hypothesized by both Leonardo and Freud.:

Leconardo da Vinei says on the return to the death inetinot:

Behold now tiie hope and desire af*gaia% back teo
one's own country or returning to primal chaes, like
that of the moth te the light, of the man who with
perypetusl longing always looks forward with joy to
each new spring and cach new summer, and to the new
months and the new years, deeming that the things he
longs for are too slow in comingi and who does not
perceive that he 1s longing for his own destruetion.
But thie longing ig in ilts quintessonce the spirit of
the elements, which finding itself imprisoned within
the life o¢f the human body desires continually to
return %o lte source. And I would have you to know
that this same longing is in ite quintessente inherent
in nature, and that man is a type of the world."

sis trans. Edward MacCurdy

Proud also says en the death instincts

“The attributes of life were at seme time evoked in
inanimate matter by the action of a force of whose
nature we can form no conception« It may perhaps
have been a process sinmilar in type to that which
later caused the development of consciousness in a
particular stratup of 1iv! matters The tension
which then arose in what had hitherto been an inanie
nate substance endeavored to cancel itself out. In
this way the first instinet came into beings the
ingtined to return to the inanimate state. It was
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‘Death is not the final slement of vevenge ae in Hamlet.
It is not the final punishment for a fatal fiiw or hpmartia as
in Lear. In Romao and Juliet, We are prepared for death ss
the natural outcome of time and love, The Sonnets have pres
pared us £or thie

Like as the waves make towards the pebbled shore,
$o do our minutes hasten to their endy”

Each @h&mg&ag\%&&&& with that which goés btefore,
In sequent toll all forwarde 45 contend,
Nativity, once in the main of light,

Crawle to maturity, wherewith being crown’d,
Crooked sclipses *gainet his glory fight,

And Time that gave doth now his gift confound.
Time doth tranafix the flourish set on youth -
And delves the parallels in beauty's btrow,

Feeds on the raritios of nature*s truth,

And nothing stands But for his scythe to mows

And yet to times in hope my verse shall stand,
Praising thy worth, dospite his cruel hand. (XXX)

The problem, however, still remaing) what defies Time?
I have already suggostod that Shakespeare was more concerned
with life here and the "now® of experience than with the othere
world philosophy of the Platonlsts. In turn, thie jwplies that
this high premium placed on human 1ife here and now is ultimately

gtill an easy matter at that time for a living sub-

tance to diey the coursgo of its life was probadbly
‘only a brief one, whose direction was determined by
the chemical structure of the young life. Por a
long time, perhaps, living substance was thus being
cengtantly oreated afresh and easily dyling, till
decigive external influences altered in such a way
ae to oblige the still surviving substance to diverge
ever more widely from its original course of life and
to make ever move ecomplicatod detours before reaching
its aim of deaths These circullous paths to death,
faithfully kept by the conservative instincte would
thus present ue today with the picture of the phenow
mena of 1ife.

¥rom | e iple, trans. James Strachey, et

als (London, 1955

i

ure Principl
pps 3839,



107

confronted with mertal decay. The defiance of Time is then
sventually impsssidle. But in the Sonmets and in Rompo and
Juliety that is not the final thought in spite of death's
f£inal conquest of every mans The triunphant thought that both
the poet of the Sonnets and the dramatict of the play cenceive
i that verse can defy times Art can maintain eternal dura~
bility but only as long as man is arcund to comprohend and
understand ite supreme value.

A% the coneclusion of the sonnets on procreation as a
nethod of defying time, the poet anncunces that verse instead
will make the loved ene immortals

Yot do thy
Ry love ah

worets old Tiner despite thy wrong,
all in my vevse ever live young.
(19.13-1%)

Sormets 54 and $5 take wyp these themes also adding new insights
to the thome of procreation being replaced by verse. Before
discussing theso sonnets, let ue return ¢o Sonnet § firste In
Sormet 5, the pooet speaks of summer's distillations

& liquiad prisoner pent in walls of glass,

Beauty*ts effect with bealty were Yoreft,

Nor it nor no remenbrance what it wass

But flowers distill*d, though they with winter meet,

Leese but thelr showy thelir substance stil) lives

sweatse (10«18)

Tho sap in a tree though it way be covered with frost on the
outeide o 9till a guarantor of future creativity. As Krieger
says, "the human, sexual equivalent of procreation can hardly

63Kriagﬁw,,pw 114,
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It 48 life in the midst of death:s as the seminal
fiuvid that guarantecs the evereroturning April it

is the disgolution of the ice that is death + « 4
And of course primarilye-«and explicitly-<the 1ligquid
is "prisoner™ of the “walls of glanss,” as if the ice,
trus to ite service of the jmmobile, were sctively
containing 14, keoping it fr@%;flﬁwiﬂg abroad to
tring the world to new bipth.®d

In Sonnet 54, the idea that the “child is to his dead
father ss rosewwater to the rose"S™ is forseken for the idea
that verse ¢an distill this ¢truth found in the loved one. In
opposition to the canker blooma that only die to themselvess

» & « Sweet roses de not o

0f their sweet deaths are sweotest odours nmader

And so of you, beduteous and lovely youth,

Vhen that ahail vade, (eie] Iy, verse distilis your
truthe {1le18) ’

Sernmet 55 continues by rejesting the idea that another
form of art, soulpture and avehitecture, can achieve immortali-
gations

Not marble, nor the gilded nmonuments

Of princes, chall outlive thie powerful rhymes

But you shall ghine more bright in these contents

Than unswept stone, begmear*d with sluttlish time.

Whon wasteful war shall etatues overturn,

And Brolils root sut the work of masenry, A

Nor Kars his sword nor war's guick fire shall burn

The living recond of your memory.

fCaingt death and alleoblivious enmity

Shall you pace forthy your praise shall s5til)l find
room

Bven in the eyes of all posterity

That wear this world out to the ending doome.

Sos %111 the judgement that iauraa&f arise.

¥ou live in this, and dwell in lovers® eyes.

In the piay., theae jdeds tre dramatized as we have already

63kpicger, pe 114
6“?@@1&@; e 8
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seene Romeoe and Juliet rofuse o release that "distillatlion”
in order that thair besuty might be preserwved in heirs. The
Capulets and the Montagues want to ralse & golden statue to
Juliets Verse must achieve what the parents and children could
not accomplish on this earih. However, it seems quite strange
that the idea of fathers and children should somehow be
gquated with the poseibilities of immortal axt. Maud Bodkin
guggests that the poeteimage and the father image can funotion
in the stne manner:
The communicated exporiences of poetry bear witness
to & positive, creative aspect which the figure of
poet or father may posusess within the inner 1life,
noedigting to the individual thome seocial values
which can be ageimilated by his own nature. As te
the child the father may first appsar pre-sminently
the Beoing that has command over speech; material
contrivance, and gl)l forms of the world's stored
magic, 805 with the development of the inner life,
other figureo«by chance-the y&atmt&kﬁégﬁa father*s
place, as charged with the same pana.

Art and poetry can schieve that power ofre=creation every
sgpring™ for man, becsuce it can funciion in the some lifes
giving way as 8 father dees. Art and poetry can communicate
the valuos and ideals of love that seenmingly perished with the
lover*s deathss becauase art is, not was,

85B06kin, pp, 301-302.



CHAPTER IV

THE DRAMATIC USE GF THE PETRARCHAN
SONNET*S THESIS AND ANTITHESIS

As pointed out in the previous chaptors, Remeo and Jullet
tie presentation of the selfw

is a speaking sormet in its drap
substantial world ereated by the lovers and in the triumph
over time by love and art: But Romeo and Jullet ie also a
speaking sonnet from a stwuctural standpoint. The play struce
turally reflects the Petrarchan sennet tradition of thesls and
antithesiss The thesis of the Petrarchan sonnet tradition is
built up befere the death of Hercutio, and with his death, the
antithesis begins: The formality of thé play has been highly
gstressed by crities. Aas Nicholas Brooke saye, *[the play] in
many ways seems to be a formal exercise in romantic tragedy,
given the kind of overt formality of structure and verse which
rather suggests the order of a stately danca."}

The sonnet too is a formal, tightly woven unit. Stephen

Booth saym

The most important thing about & sonnet is that it

is o sonnety that $a true because the sonnet form

is, 1ike the sonnet tradition, a peculiarly urgent
factoyr in a readerts exporience of the particular
sounde and subatances of particular sonnets. By ite
structural nature, any sonnet stresges simultaneously
both its unity and ite disunity. The unity of a 2
sonnet is the first thing that & reader sees about it.

&.makﬁf ps 8le

234ephen Booth, An Esan:

are*s Sonnets (New Haven
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When we first read Romeo and Juliet the first thing we also

notice is that it is entirely about love, and the fact
that the world expresses one opinion about love and Romeo and
Juliet reveal another opinion a&bout love.

Petrarch*s major work, (anzoniere or Rime, or, as he

referred to it, Rerum yulgarium fragmenta,’ contained 317
sonnets out of 366 itams.& In anﬂanalyg;s of the very first
gsonnet of the Cangzoniere, Bergin saye that it characterizes
the other sonnets found in the series: "e-the formula, then,
as illustrated by the keynote sonnet of the Bhymes, is a
straight-forward statement of an emotional condition, adorned
with rhetorical embéllishment, musically set forth and con-
ceived as a unity."? For Petrarch, the emotional condition
and unity molded from disunity made the importance .of the
sonnet form. The sonnet was ¢to contain exactly fourteen lines,
and a single theme was developed within this rigid pattern.

In the Petrarchan rhyme scheme, there are three possibilities.
There is either abba abba cde cde, or abba abba cdec cde, or
abba abba cde dece. The two guatrains form the cetave or thesis
and in the thesis the problem is stated and developed. The
last six lines or sestet resolve theproblem. This last sestet

often &ffers a resolution which could. involve a turn of thought

Sthomas G. Bergin, h (New York, 1970), p« 154.

Petra;

QBergin, ps 158. The remaining forty-seven items consist of
29 canzoni, nine gestine, seven ballate and four madrigali.

SBergin,s ps 1764
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or antithesis. The intercesting feature here is that the
rhyming scheme of the cctave offere a4 linking of rhyme go that
the first elght lineé seem almost & single units: In Petrarch's
rhyme scheme, the last six lines offer no possibility for a
couplets A5 a result, it presents a unified @Qﬂﬁiﬁﬂié Gaylsy
says of this type of sonnets

The oetave bears the burdeny a doubt, & problem, a
reflection, & query, an historiecal statement, a
ery of indignation oy desires & vision of the ideal.
The sestet sases the load, vesolves the problem or
doudt; answers the qg@&&i soclaces the yearning,
realizes the visions ‘

The feeling engoendered is like a tidal wave rushing in
on the shore and then falling back to reveal what has been
left by the powerful arm of the seas. And what is left gives
elues to the ses ond the tide that left them there. Petrarch's
poetry became a delicate balance of opposites. Booth says:

The logical and syntactical reinforcement of the
division between the two physically dissimilar parte
of the sonnet centers the energy of the poem inside
it. vhen, as is often the case in such sonnets,
the sestet contradicts or modifies the statement of
the ottave, and when the division is simultaneously
enforced by vhyme and symtax, the whole energy of
the firgt eight lines is directed forward, while the
enorgy of the last six is dirseted backward in formal,
logical, and emotional contradiction to the occtave.
The division at line 9 not only helghtens the cone
trast but turns the poem in upon itself, assserting
unity by divieion. The continental agnnatg a vehicle
for paradoxes, is itself paradoxical.

lance in structure

Of course, underlying this delicste bam

ﬁ@ilxiam Thrall and Addison Hibbard, 4 Handbook %o .
ture. (New York, 1960), pe 465,

all and Hibbard, pe 465.
Baooth, p. 30«
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wag the frustration between Petrarchs desire for passion
and his desire for purification that he inherited from the
dolee s34l muove traditien. Leonard Poruter says that “he
designates thip state of affairs by & characteristie anti«
theticsl paradex: he cpeaks of *dolendi V@Xﬁ@ﬁﬂﬁﬁﬁg? Foyster
continues by suggesting that Petrarch®s somnets 132 and 13
sye vary typical of this type of elaboration and exploitation.
In gonnot igﬁ* Patrs

Can it be love that fille my heart and bi

If love, dsar God, what is its quallty?

If it is good, why does it torture me?

if evil, why this sweetness in ny pain?

If I burn gladly, why do I complain?

If I hate burning, why do I never flee?

¢ 1ife~in«death, Q'lﬁ?$&5v3§ﬁﬂ?ﬁ

How can you vule ms so, if I am not fain?

And 1f I'm willing, why do I suffer so%es

By such contrary winds I'm blown in tervor

In a frail and rudderless bark on open seas,

Ballasted all with lgnorance snd error.

Evon my own desire I do not knowy 4 10

I burn in winter. and in high summer freeze.”™”

The potave is mainly concerned with rhetorieal questions,

and of those rhetorieal questlons each is concerned with a
type of contrast. The phrase "life-in-death™ and the phrase
“lovely agony™ break up the monotony of the first six rather

monotonous lines. These antithetical pe

r¢h examines his contradictory emotions:
in?

irs sum up the cone

centrated images that cone %ﬁfﬁ?@wik The sestat then concludes
the intellectual argument. “The last line but one breaks the

ard Forster, The &
franslated by Morris Bishops Petravrch and
Uporsters ps 5¢

ey Rire {Cambridge, 1969), p. 33
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geries of images, before it too becomes monotonous, by the
simple atatement of econfused desire (whichs however, is itself
an implicd antithesis) and the sonnet culminates in two anti-
theticsl paradoxes.” 2 fThis thesis and antithesis for
Petrarch became an important clement in his poetic treatment
.,0F love, Thesis and the delicate balance of antithesis worked
not only in imagery and concelts on an internal basis but also
in the aetual atructure of his sunnets.

The sgme is true in the play Bomec and Julis
chapters the features of the paradoxes and oxymorons weve dise
cussed as they related to the explanation of the dramatization
of the sonnets in Romes and Jullet. The play also reveals a
ructure Built around 8 type of thesis end antithesis.

The “problem” stated and developed in the thesis of the
@&a&'i@»@f‘@a@@ﬁa the problem of love. ﬁmaﬁba@k‘saya of the

*zja in esrlie

tentral core of Shakespoare's playss

The central core of cach of hig plays-«ite gos nE
Ides, or geime<is an informing powar radiating and
glowing %§r®u§§§§Ver tiggue and fibre of the whols,
down o the single word. It is, as the Elisabethans
would say, the "soul® of the play, which is "diffused

- quite through® to “make it of a pisce.” It is this
central E@ﬁ&>@$'%§$m which determines the gquality of
the play,s controlling and shaping the lenguage and
atructurs, the use of common material and use of
experinent.l

Until the death of Hereoutio, the first portion of the
'play ie concerned with an attitude of love that is completely

m%mwm pps Sebe
i3 B&'Bﬁ%@kg Pe 81«
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unlike tha 4€ype of love Romeo and Juliet later finde-a love
that ean be g *Fformal) embediment of feeling® ratheyr than juet
attitedinisings The thesis presents love in 2 Petrarchan

manne,

Az the serva
‘love is abassnt and row sex is present. Hate, sex and violence
are combined in their puns and images:

Sameson:  *Ti8:all ones I will show myself a tyrants
when I have fought with the men, I will be
ﬁiggﬁlwiﬁk”%hﬁ maides I will cut off their
heads.

Gregs  The heads of the maide?

Sameoné Ay, the heads of the nalds; or their
mg%i@aﬁaaﬁﬁa take it in what sense thou

. Wilts . o

Greg: They nust take it in sense that feel it

{1e441823)

nig, Gregory and Sumeon appeay on the sceneg,.

Richelas Brooke says of the firat scenes

It is o variation on the theme propesed in the
opening chorus,; at the other end of the scale from
the symboliec kisa with which Remeo and Juliet cone
eclude this Acts That development g@mf&gurea the
play, in its movement from the vomic to the serious,
and one functien of this seene is therefore to set
the play moving deécieively in cemic terms. I ree
maried that until Mercutioc*s death the tﬂﬁ&,éin
variod ways) is predominantly comic « ¢ + b7

Love as a comie response is primarily the preblem set up in

the thesis of the play« This theme of love especially as it

is ¢xhibited in the seenes before Mercutio's death appeared

%o the Zligabethans as "comieal.® Bradbeok saye that “Eliga-
Bothans would, then, have Been Romeo and Juliet as an ‘amorous
tragi-comddy® if any Polonius had eseayed ita alassif&ﬁaﬁﬁan¢“£9

l@ﬁrmﬁﬁﬁ pe 89
Lpradbook, pe 121,
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The sevvants have focused sex and violence together as
the Prince of Verona entavswith4hi§v£$ag@a'aﬂ‘”yﬁ@@i@ founs
tains iseuing fyom your veins « + & &ﬁxﬁ-lﬁﬁaﬁk is the
prineipal fecus of hie spesech, and Brooke suggests that sexual
Inplications may also be latent heret? Immediately Benvellie
%ﬁﬁ-ﬁ&&@aﬁﬂi@n'ﬁé-iava@

fppears on the sceng to further move
Love s shown as & frugtrating oxperience wmuch as it was for
Petrarch. The servants® soene revaaled the lustful glde of
passion In broad jests and pungs The Prince brings up the
subjoct of desth, and Benvelie snd Romeo in the grove of
gyoamore trees show the slde of leve that is frustrated by
the simuld of lustiful passion and the desire for
purification from the loved ene. It is an essential Petrarchan
d4ilemma that Homoo faces.

The Fetrarchan obligatory lan
folds on an external basls ggwaia& of the lady, the lady's
accomplishpents, objects belonging to the ladys celedration of
the place of lovers® mesting, and mesting the beloved in -
ﬁw@amﬁﬁiﬁ ware the subject matier for Petrarch’s concelts. On
an internal bagis “the nature of love, the rolations between
loversy the effecte of loves rejection of the belovedr and the
death motifs*l? were also the subject matter for Petrarchan

neous desire

vage of love was threee

161,178,

178r00ke, pr 90.
porstor, pe B,
19roraters pe B¢
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evonceits. The third type of language used was the concelt
that “love is as & cosmic phenomenon,”20
Droamsthemes are of a high importance in Petrarch bacsuse

the unien of lovers took place only in these dreamss The

lovers could not approach one ancther on a physical basis.
The frustration built up for the lover is obvious, and as &
result the “interpenctration of pleasure and pain, and the
satisfaction whioh could be derived from holding these twe
‘opposites in an uncasy balance, is basic in Petrarch's work
and becomes the fundamental theme of the Petrdarchistie cone
vention.*?l Tme assoclation of love with war imagery was
remmony and corpesponding to this idea was the "frecdom-
f**ﬂ%&ﬁar_'LfT@%é”ﬁ% Death imagery was exploited, and the
genses were confuseds “the lover quite literally does not

know whether he is coming or gelng; even the sense of indie
viduality is lost.»23
Romes is definitely speaking to Benvolio in this vein.
Benvolio says to Romeos
Alag,; that love, o gentle in his view,
Should ve so tyranncus and rough in ?wéaft, |
(I.84263.160)

Romes replies in a geries of oxymorons:

2@?‘%%&‘* e Os

Elporater, pe 13
Q@Fﬁraﬁar@ B 13
2poratery p. .
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Why, then, 0 brawling lové! O loving hate!
¢ any thing,. of nothing firet created!

¢ heavy lightness! Serious venity!
Miseshapen chaos of wellesoeming forms!

Peather of lead, brisht smoke, cold fire, sick health!
Stillewaking sléep, that is net what it iast
Thie love feel Is that feel ne love in this.
{I:4.269-175)
Romeo continues by epeaking of the heaviness in his breasts
of the “disorcet madness” he feels. His senses are truly
lost as well as his individuality as he saye, "I have lost ,
myselfy I am not heres’” (I.1+190). He next speaks of Rosaline r”
as dying with her beauty cutiing all that beauty off from
posterity. And beeause Reealine would live so, Romeo must
live "dead." He ls slmost a walking ghost. Benvolic begs him
to give "libderty to his eyes” by seeking out other beauties.
Bosentiallys the whoele Petrarchan idiem of love is present in
this incidents Love ig not that fullest expression of man«
kind's emotional potential, but rather it is an attitudo~ea
posture taken before love.
The next scene Invelves Parie and Capulet attempting to
nge & marrisge for Juliet. This is etriking in relation
to the geene that has gone before, bocause with marriage comes
paxual fulfillment and a lack of frustration as exhibited by
Romess, A4e stated in Chapter 111%¥efore, Paris is. concerned
with posterity and Capulet is also concerned in his own way
gbout the potential of Juliet: *She is the hopeful lady of
my earth.” Iove is not true feeling for them either, but

L TP
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rather the theme of increase is the subject of their thoughts.
Capulet says to Paris that at the feast tonight "Among fresh
female buds shall you this night/Inherit at my house. (I.ii.
29#36} Purness quotes M. Ilwine in the Variorum

s meant to possess.<d

The next scenes involve Romeo talking to Benvolio of
*mad bondage® where Romeo is the Petrarchan lover "Shut up in
prison, kept without my food,/Whipt and tormented . « + +"
(I.14 ~5“~55)-

HMention has already been made in Chapter Iizé that Romeo
and Juliet ereated a world of thelr own as they were contracted
to one snother through their eyes. Romeo and Rosaline were
also contracted to one another‘'s eyes but in the conventional
way. And Romeo illustrates this convention in I1.ii.85-88:

” When the devout religion of mine eye
And. thenes Whos ofven drown g, could mever ales .
Transparent heretics, he bumit for liars!

The combination of “tears® and “fires“ is particularly
significant because many Petrarchists dissolved themselves
in almest a continuous weeping. “The commonplace of love &8s
a fire is of course very agncient, snd Petrarch used it exten~
sively. The flames became & shorthand symbol for love itself
as in French classical tragedy, and the symbol still persists
in our phrase *an old flamet*ne? Bradbook also says that for

25Furnass, Pe 34,
%s-ea Ps 50,
2??ova%@rw Pps 16-17,
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the Elizabethans this image of lovers seeing each other
»reflected in the pupil of the eye is a symbol of character
defined in terms aﬁ.%ﬁlaﬁiaaahigoazg Romeo and Rosaline had
little or no relationship, and go the Petrarchan image speaks

only of Romeo's attempt to create a posture in love.
sition, Romeo and Julliet have a vital dynamic relationship in
ioves and they can use this imsge and cause it to mean a valid
love feeling. *This is the doctrine of courtly love, whereby
the universe becomes interpreted to the lover in terms of his
relationship to his lady, focused through that relationship,
g0 that in the end she becomes the mediator both of knowledge
and of grace.*?? fThis is essentially what happens in the
sonnet-dialogue between Romeo and Juliet at the feast.

The Nurse and lLady Capulet appear next on the scené. The
Nurse's comments refer to the one side of tension felit by the
Petrarchan lover-<lugtful passion. Por the Nurse, marriage
is only the legal solution to the satisfaction of that 1&@%.39
For Lady Capulet, marriage is sgain only tied in with the
theme of increase, but even more important is the conceit of
the book she uses to deseribe Pariss

Read o'er the volume of young Paris' face,
Bxeming evory married iimesments o Lo
And see how one another lends contents

ﬁﬁﬁ?ﬁ&&@@k& ps 8%,

29Bradbook, ps 87

3000 T.1i1.80-45,95.
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e O T
(1.4151.81-86)

The book cencelt sugegest a pedantry toeward love, a prescribed
set of pannersor rules that c¢en be appllied te love. Thie
book conceit is used throughout the thesis, but i+ is rejected
nore and more until the lovers take their love with spontaneity
in the antithesis. Bradbook says that "pedants of language,
of the énélia and of the proceedings leading up to it, peddlers
of the orthodoxies of consolation or geod advice, lovers who
spoke by the book are glanced at not for their ‘*humors' but
for their iﬁ&uffi&i@n@y@”gi

The next scene sees Romeo still “heavy" when Mercutio
speaks his firgt lines in the play. Mercutio begins a4 tension
that prepares the way for a resolution te the problem of love
as a mere pogture or attitude. Mercutio immediately ridicules
Remeo fer his inability to borrow Cupid'e wings and soar above
the heavinege of love. Romeo rails againet love iteelf as all
Petrarchan lovers do, and Mercutio retorts with the idea that
if love is mo cruel, be cruel teo loves and he says that he
will draw Romeo from the “mire of this sirereverence love.®
Nares says that "sire-reveéerence” 1s "a kind of apologetical
apostrophe when anything was said that might be thought filthy
or indecent ﬁﬂ%ﬁé_?f?%qﬁ@;h?w it was contracted into sa'rev-
Srence, and thence corrupted inte gir or gur-reverence. This

3 lﬁ?&@hﬂﬁk@ Pe ﬁt@'c
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word was considered as a sufficient apology for anything ine
decorous, 32
A faw lines distant from the above ecene, Romeo begine
the statement that he has dvesmt o dream, but he is interrupted
by Mercutio's aceount of his own dreams. Very possibly if
Romeo had been allowed t6 continue he might have epoken of
Rosaline and sexusl fulfillment in his dreams as the Petrarchan
lovers dids But Mercutio says that the dream of the loved one
is not nscessarily valid, but rather it ie a nightmare. The
Petrarchan fulfillment of love in dreams iz as unreal &8s a
fairy world.
Hey ehariot is an empty hagelenut)
HMade by the Joiner squirrel or old grudb,
Time out #f mind the Falries® cveachmakers,
And in this stato, she zallops night by night
?&r@wfh lovers* brains, and then they dream of
OVE ¢ v s o {(Teiveb7-71)
Romeo interrupts Mercutlio by saying that Meroutie ie talking
of "nothing.® And Mercutioc onewers with the inherent truth
that he has found out about Petrarchan “dreams:™
True, I talk of dreams:
Whiak are the uhi&araa,aﬁ an idle brain,
at of nothing but vain fantasy,
ch 48 a thﬁng of substance as the air + « «
(I, ivsgv»iaﬁi
And then he says that dreams are as inconstant as the winds
« +« «» who wooed
Bven now the fyosen bosom of the North,
And,; being anger'd, puffs away from thence,
Turning his face to the dew-dropping South.
It is thpogh Mercutio is implying that the fantasy of this

type of dream belongs to the southlands, Italy and Southern

BEEaraa quoted in Purness, Pe 59«
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Franece, the sourte of the sénnet form, and not to the cold
north lands like Bugland that should be ruled@ by reason.
This type of dream is having no success in converting the
North to its type of courtshipe In apite of the fact that
Mereutic is & citiven of Verona, he speaks as though he is a
citigen of the Hoyth untouched by the soft Italian winds.
The dramatist brings Mercutic back to Italy when Romeo saye
the "wind ¢ « + blows ue from ourselves.”

Scene v opens with the servants rushing te and fro pre=
paring for the feast. There is a noticdable emphasis on
ﬁaﬁaﬁﬁﬁ again, Things must be done by the rule. The second
servant says, "When good manners shall lie &ll in one or two
men*s handg, and they unwashed too, *tis & Ffoul thing.”

As Romeo #eos Jullet for the first time, he forswears
his past love in the presence of her "true beauty.” Then in
the sonnet shared betwesn them they combine a newly fels
passion with the veligious imsgery of purification: As 2 pil-
grim, Remeo can find satisfaction at last at the shrine of
Jullet.d? 4t first glance, we wmay suspect that the agony

3¢, s. Lewis in The Allegory s Do 29, illustrates
that thie type of reiigious devo: i@n waﬁ net unusuval for the

B0
courtly love tradition. He speaks of Lancelot mnd the Queens

“Although his love is by no means supsrsensual and
is indeed carnally rewarded in this very poem, he
is represented as treating Guinevere with saintly,
if not divine honours. ¥hen he comes before the
bed where she liss he kneels and adores her: as
Chretien explicitly tells us, there is no corseynt
in vhom he has greater falth. When he leaves her
-wﬁaﬁhgr he makes a genuflexion ags if he were hefore
a sheine.©




};

shared by the lavara ;;:ﬁiiﬁfx;;.“ﬁt**tﬁ} will eceur again, ) |
but by the antithesis we arve fully aware that this type of
love cannot shave that fate.
&fﬁﬁ%”ﬁh@’&ﬁﬁnﬁﬁgvgﬁlﬁﬁﬁf%ﬁ@ﬁﬁﬂﬁ-ﬂﬁwﬁﬁ of *kisging by the
book." Romeo is atill "beund” gomewhat by the notlon that he
mast act according to & certaln panner in order ¢o be accepte
able: Put he is learning, for in the next scene he is seen
leaping over the wall«-gymbolic of his breaking gradually out
of “"bondage." That attitude iz short-lived, however, as
Hercutios within Romeo’s earshot, ridicules all that Romso has
thought of as love:
Romeo! humors! madman! paseion! lover!
e o end chvss ond e wmtiefied ; 1 . .
{Ifiia?*?}
“Mereutic continues by parodying the descriptions set forth by
the Petrarchan lovers The lover could conjure up the beloved
by dwelling on her physical aspects and Hercutio takes advane
tage of that gwaagawﬁﬁﬁ& Romeo at this point is unwilling to
admit that Mercutio could be right: *He jests at scars that
never folt a wound.,” Se Romeo still continues with a Petrarchan
eye voncelt az he sees Jullet on her balcony, and he dotes
upon an sbjeect of his belovede<her glove ne it ism resting on
her cheek. Ag far 25 he 1s concerned and in the stage direc
tions, Jullet im above him, and he &s still posturing in love
as Petrarch did before Laura and ae Dante did befors Beatrice.

Hyy +1,18-20.
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Juliet is his "winged messenger of heaven." Their love has not
yet blossemed into valld feeling. But the tenslon ie begine
ning to mount ag Romeo tells Jullet that he can overleap the
walls %éﬁk *love's light wings.® Mercutio said it was a
*;;ﬁ@i%ﬁiity and Romeo g proving it to be trus. As he speaks
to Juliet his struggle with the agonies of love Deging to
melve He surrenders himself %o love as a pilet that can gulde
him te the “farthest sea.”

Unlike Leura, and other ladies §n the courtly love tradi~
%ion, Juliet fully admits her passion honestly and frankly.
Laura did not love ?&%rm%@hgﬁﬁ Hie "love™ was B one-aided
affair. It was not unususld for the ladies sought in love,
like Rosaline, to be completely eruel, and if by fortune's
good fgvor thaey should desive their lover it was usually

because the lover was "worthy:"™ Cs 5. lewis says that "the
lﬁﬁy is allowed free choice in her mcceptance or rejection of
a lover in order that she may reward the merit of the bests
she must not abuse this power in order to gratify her own
faneles. By adnitting & worthy lover to her favours she does
waxlﬁ”3ﬁ The feeling is atill there that the woman iz doing
the man a supreme favor in edmitting him to her gracess love
is not the equally shared vital emotion that it proved to be
for Romeo and Jullet. Jullet says to Romeo




126

“But to be frank, and give it thee again.
And y@t z wish Bu@ f@x the thing I havei
ﬁy bounty i as boundless as the sea,
g love as deeps the more I give to %h,g%
the mere 1 h&%@, for both are infinite.
€zx¢11.1319135)

Bu% Romeo, still bound %y Patrarchan conventions, answers
gglie%aﬁiﬁavﬁha,@ngiki;@%y that all this is only Q‘ﬁ?ﬁaﬁg
"foo flattering-ewoet to be substantial.” For hin, ﬁragﬁipg
of his love seems almost unreal, as unreal as WMercutio sug-
gosted that lovers® dresms could be. Romeo vaguely begins to
understand that love does not require m book of prescriptions
we in love, to understand the nature of true loves

love goes toward love; as schoolboys from their books,
Ea% 1ﬁva from love, toward scheel with heavy looks.

Juliet appears again on the balcony and says after her
ghts good night! parting is

to sh

final parting speechs “Good nl
such sweet Sorrow » + « «" This is the peradox that links the
rarchan manner that is made comie in the thesis and nade

tragie in the antithesis, because love is preven to be &t least
8 sorrow that leads to death and a redemptive spirit over hate.
Again linking the nature
ie as oweet as an August night and simultaneously as sorrowful
aga December night. Xrieger says

of love to the clircular geasons, love

37ﬁeargpr“fa}a$ saye thet Juliet*s love for Romeo * .+ «

ig & nere ferment of the geneses « «» « & vibration of the whole
boing &n\ian%iﬁg and desire, & quivering of all its chords,
from the highest to the lowest, so intense that neither he nor
wha @an té&l‘w%@rﬁ body ends and soul begins.® From Willia
Shake: { New York. 1927)» Pa 85,
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It becomes clear that the appeal to imitate the
natural order, or rather to acknowledge one‘s part
in 1¢, with its eternal vebirth and its transcens
dence of gingularity, comes by way of turning nature
- inte Bden, by way of the pastoral convention which
' has %%ways insigted on nature 4s a reflection of

Thus, in the %ﬁé@iﬁ%ﬂ@? are yecelving a type of early antiei-
pation to the resolution or antithesis that will occeur later
in the plays

The Priar*s opening spe¢eh on the opposites found in the
natoral world alse takes up the general theme that life too
is a veconciliation of opposites. The Petrarchan sonnet was
& unified form reconciling one wave of the thesis and a pulling
back of that waWﬁ»i&gggﬁvﬁmtﬁﬁhﬂéiﬁﬁ-bﬁ%:&h& Frisr is the one
iﬁ\%h$7yiay’wﬁéjWQ§1§fﬁiﬁﬁvaﬁ the orest of that wave. He
@ﬁ%gﬁaﬁara-ﬁaiza&%e balancs of *Syace and rude will.," He
seemg Yo completely understand that wan is & mixture of. Heaven
and hell, but this stand on modsration for love %yﬁifiea,ﬁi&
position as & part of that structural basis in the play. The-
end of the thesis is almost present, and he is representative
of that part of the “wave™ that momentarily hesitates before
plunging back to the gea,

Romeo, at the Friar*s eell, begine o recognize the nature
of love: it i not an attitude but 1t 18 a sharing of a valid
feelings He tells the Priar:

1 pray thee,; chide nots she whom I love now

Doth gracé for grace and love for love allows
Zhe other did net se.

FByriegers pe 90,



128

The Priay recogniges this to be true as he tells Romeo that
Rosaline knew that Romeo's love was enly meted out in a
bookish wnanners
The thesie 1o coming o its “elghth line® in the structure
of the play as Mercutio entere again in Act 1I, scene ive He
forecefully reils and ridieules Resaline as a "pale harde
hearted wench® and Romeo as "mad.” He completely charactere
jgzes Romeo &5 a Potrarchan lover, becsuse Romeo is "slready
dead.” Forster says that Petrarch extensively used the death-
inelife and life~in-death paradoxs
This is almmy inplicit in Petrarch, for in the
| e IR Maon 1o o tucmes movto
iQ@aE?;;“£§a§§$2l§§g ?Eﬁﬁiﬁghgrgaggégéadggé;teggzi
wersd, wnicn 15 $Tving doamn.J8 1© O¥1L in this
Then Meveutio outrightly says that Remeo is trying te
outdo Petrarchs *“Loura t¢ his lady was but a kitchenewench.™
The Petrarchan manner,; according 4o Mercutie, is to be laughed
at and considered outmoded. But simultanecusly Romeo's
: : lancholy is graduslly slipping away. He
gays in a tons of voice completely unlike the %tone when
Benvolio first sought him out among the sycamores: "Good
moyrow to you both." Purness quotes Coleridge in Literary

sase of mind with his first manner whon in love with Resalling.

Iporster, p« 20.
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His will had eome to the clenching point." 0 And most impore
tant, Mercutic praises Romeo when his change is made obvicuss
Why, is not this better now than graaﬁing f@r love?
now art thou seciable, now grt theu Romeot
‘now art theu what thou art, by art as waxx as by
NATUYe « & » « (31#1’?&?@03$)
Romeo hae regained his sense of individuality.
Por the courtly lever love and marriage were definitely
not a part of that "gode.” C. 5. Lewis says:
» & « 0o rule is made clearer than that which
excludes love from the marriasge relation « ¢ » +
Conjugal affection cannot be "love” because there
iﬁ in it an ¢lement of duty or necessityr a wife,
in loving her husband, is not exercising her free
}@&ﬁi@é ]ﬂ\ﬁhﬁ reward of mwriﬁ* am& Ear ove thore-
fore cannot increase hie probitas
Marriage for Romec and Jullet: on the wthar hand, is the
x4l outeome of thelr loves The Petrarchsn conventions
had dravn on the courtly love modele %o the extent that
marrisge was also absent from the selution to their frustration.
Petrarch drew on the troubadeur and minnesang poetry that did
not treat the final satisfaction of love and on the dolee gtil
move tradition in which “sensual spatisfaction is excluded
a&m&&% by é@f&ﬁit&@ﬂ;“ﬁg The fact that Shakespeare ghould put
the marriage before Mércutio's death is significant, because
the marriage is 8 dramatic event thal ¢learly reveals that the
The

and parmers are no longe

Petrarchign cenventions

*Opurness, p. 125
“liewia, ppe 3536

ﬂig? Q’Z‘ﬁ%ﬁr; @Qc 3”3 *
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Fetravrchan posturing and frustration that Mercutic so vividly
ridiculed are soon to be over. The passionate desire folt

by the Petrarchan lover and the desire felt for purification
are satisfied in the marrisge of Romeo and Juliet which is
symbelic of the final eatablishment of their "selfesubstantial
world,”

Immediately following the marrviage, Mercutie'e death
poene ocours., After the bantering between Benvolios Tybalt,
and Mereutlo, Romeo appsars on the scene, and his treatment
of Tybalt reveals that the love he hag found is & redemptive
type of love even in lifes

Tybalt, the reasen that I have to love thee
Doth much excuse the a peartaining rage
fo sueh & grootings 11@&% am I nones o
(I1Ze1457<59)
e Romeo's submission; and this is irenle

n diselal

fercutio 4h
because what Mercutio has been advoeating has taken place and
he cannot vecognise it. He has satirized the Petrarchan
#invalid® feslings, and Romeo has indeed broksn out of that
type of feelinge. Another ireony is alse present in Mercutio’s
death: he e %killed by one who "fights by the book"w-in a
preserived mammer. Mercutio hes ridiculed the feelings of
love that couse amﬁ-%@-a%%m%«malan@kﬁiy set rhymes, but he is
¥illed by the very “villain that fights by the book of arith-
metiol® Meroutie®s death sets up one of the biggest paradoxes
in ¢he play. dJust ae he is ggxzﬁa by one who fights by the

yules when he himself was against the “rules" of love, Romeo




snd Juliet are killed by a love that ig in direct opposition
%o the type of Petrarchan love that could have kept them alive.
1 suggest that Hercutic is killed no%t only to vreverse the
gomic tone but algo to allow the antithesis to fulfill itself
in drapatic action. Love is no longer & posture or prescribed
attitude, but 1t s & true fealing. HRercutio calls upon a
lagee® to fall ypon both of the houses, but he does not

revognize that the satiriesl attitude toward Petrarchan love
has allowed the characters to meve %ﬁﬂg@ﬁ:a»haaxﬁngwéf:ﬁh&%
plagues=to love as & “valid feeling™ with its poseibilities
for redempiiens

The vesolution €o the prodlem of the am%avaﬁ&m~%h§ﬁplay*a
"gestet” is the idea thit love conquers death and hate. Love
-hﬁﬁﬁ%ﬁs &\%a&id feeling. %3 The type of love that R@m@@ aﬁ&
Juliet. ﬁﬁw ghare iﬁ a redemptive love, and in sﬁwuatnra
&h&k@as§a£@ srranges Act 11X, ecene i, to bring up the«?ﬁ@lﬁﬁ@@
of th& f&aﬁ as he 4id in Aet I, scene i, What ha@g@ne af%er
that f&raﬁ seaae in aet x does not bring ﬁmwmeny on & private
and g@ﬁ&i@ &ﬁ?&lﬁ Bat 1% does move toward & chance for that
%fn;ztg@. What happsns after that first scene in Act II1 does
bring mawmmay on 8 gr&va%@ and publie level. Romeo ig ban-
ished a@@ the test of the true leve begins.

53108 Tu Emily
{ Berkeley, 199af

3}, %& 323 * ‘ “ :
ghawa firet the Lreak %&%Wﬁﬁn ?@ﬁmarehan 1¢ve amﬁ na%uwai
ove."
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Jm&i@%*@fﬁpiﬁ&alwmiﬁm @axzaw@@““ In this genre ghe
follows a tradition that sprang from the classics and moved
through the Italian and French troubadours® use of that
tradition to ﬁ&%ﬁﬁfy'%ﬁ@»ﬁ%ﬁiﬁjf&ﬁﬁ%ﬁ%ﬁiﬁﬁ found when the
lover would net submit her favers. Julius Caesar Scaliger
yreseribed and codified the sixteenthe-century lLatin practice
of writing epithalamiums. In his 101st chapter of the third
beok of ?@eﬁi@a, he elearly and vividly deseribes 8ix d&ff@x@mﬁ
m@%ﬁ@é& f@w writing an epith ﬁ;giam*%ﬁ The background againct
which ﬁ&aiigaw'ww@%@'waﬁ that of the “harde-hsarted girl and

’“aijiﬁhiﬁg Lover.~+6

« 1t i5 the potrarchistic pattern, which
Eea&ig@rﬂk&waﬁlf in his Latin verses did & very

ate. A fTurther charseteris
l petrarchistic note is

“Brookes s 85, suggeste that the Queen Hadb speech is
‘Alreotly @ﬁﬁﬁ@@%ﬁﬁ with Jullet's epithalmmium that begins:

%a1&¢§~a age, you flery-footed steeds
Towards Phoebus lodging: such a waggoner
Asg ?&ﬁ@%&@ﬁ would wh&g you te the west,
And bring in cloudy nlght immediately.”

Prooke sayst

‘Both spesches are obviously setepleces, designed
+o gtand out from thelir context, as they de, and
thaﬁ acquire & related significance as comments on
the plays Thelr relationship is of very much the
same kind as tho successive @mblam pletures of the
sountryeide « « « radically different [sic] views of
the game thing. In the case a*~muaﬁm Hab, reduced
to & minlpum, as Mercutio sesés it, and with Phaeton,
in.auli@t’ﬁ view on her clandestine wedding night,
at pmaxinun extension translated from the abgurd to
the magnificont. The dramatlie pivet of this poetic
irony. is Mercutio's death.’

&'ﬁmr%&m Ps 106
?@W‘@ﬁ?’; Ps 11k
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introduced when Seallger says that the poet wmay.
degeribe the bride as fearing the viotory in the
goming pleasuyrsble battle, and “the ami&@ arising '
from tesre” (& lacrymis risim)« The whole kaaxa
ground of meaning of the adjective Ysbescens,
moreovery calls up the petrarchistic commonplace
of lcey wax and wasting diseases DBut the spiths
alamiwm ¢elebrates an event which the a%w&@t
. patrarehisti g ﬁanvaﬁ%i@n excludesgy the surrender
of the lady.*?

Thuss it is significant that Juliet should be expressing
this epithalemium inetead of a frustrated Petrarchar lovers
aﬁ&.aiaaygﬁiiaﬁ isg @%&&ﬁg'%kiavaét-g&@@@ becsuse the love she
feols is net a Petrarchan "favor." So from the very beginning
ﬁ£'$§$$ “sestet,® Petrarchan conventions are rejected in
Juliet’s desire for complete surrender to Romeo.

In Act IIX, seene ii; Jullet's oxymorons over the slaying
of Tybalt by Romeo and Remeo*s despair over the fact that
enta, dogs, and mice can look on Jullet but he cannot, both
hoarken back to & type of Petrarchan despair. Dut tha'@waew
bresks throughe Concrete plans are made to r@ua&te
them onoe agains The Friar reminds Romes of the ﬁ&ﬁﬁ&%y of
mang and most important he veminds Romeo that it is *wit, that
gmament to shape and love™ that must be enployede<not irra-

tional despair. The Friar refuses te allow Romeo %o sink into

tical soon

his former Petrarchan despairy

Happiness courte thee in her best arrays

But, like & misbohaved &nd sullen wench,
Thou poutst upon thy fortune and thy loves
Take heed. take heed, for such die nmiserable.
Go, got theée to thy lovae; as was decreed,

Asternd her chamber, hence and comfort her .
QI@X#&&&&%&E*&#&}

ps 114¢ See also Green, The Epithalamium in the
ié%i:*ﬁw#ﬁ? for Peotrarchan aammanﬁiéaaa in the epithalamiuvme
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Immediately following this scene, 0ld Capulet and Paris
appear, and they too 4ry to resort to the idea that love can
be "ruled.* 0Old Capulet says:

¥ think she will be ruled
In 21l vespects by mey nay mores I doudt it nofee=

But this notion is sgain directly contradicted as Rewmes and
Julist*s lyrical subsde socurg. The dramatist never allows
%ﬁafaﬁﬁ%ﬁnﬁa to forget that the lovers now have entered a new

phase of loves
&&@@ﬂ%&ally the ¢ AOmE 16 et
watches us aeg affaﬁ%&anﬁ%&iy &8 he waitohes his here aﬂﬁ

herolines no sooner has hé hurt our feelings than he hﬁﬁ saved

them, no sooney are we outraged -

the aubade ull physical tension iﬁvmglt@&.f@w>th& i@?@?ﬁw
The Petrarchan frustration is over, snd from this point on
the action woves to revenl love's redenmptive powers

The next fow scenes present a&n onslaught of rejection of

b1 n manners First, Juliet imagines that she sees
dead, which is @iwﬁ&t contradiction to the Petrarchan

roless. @@@@%ﬁﬁ@@«@@g@ this is "imsgination deeply stirred by

passionate aﬁﬁﬁiﬁm@”&g and it is not death imamagined to grant
pexual fulfillment: Capulet then asserts the worth of Paris
in alnmost a parody of a Petrarchan lover attracted to outer

&ﬁﬁark Van Doren, YRomed pe,* Shakespeare (New York,

1@@03, s 4.
49co1eriage,

Furness, pe 197.“‘

ina, vols 1is pe 178, quoted in
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beautys Like the Petrarchan lovey, Paris is "worthy® of her
favors,3® And the sarthy Nurse echoos the sentiments of
Capulets But Jullet recognizes that the attraction to, the
outer man is fickle and does not necessarily suggest the power
@f’%ﬁ%ﬁ@y&ﬁ @hﬁﬂ%ﬁéﬁﬁ%ﬁ the ”ﬁﬁﬁiﬁﬁﬁ‘@ﬁwﬁaﬁiﬁmﬁ in the form
of the Rursds Shortly after, Jullet vejects another tenet
of the courtly love tradition that found its way into the
Potrarchan manner, 1.e., adultery.

Ce S« Lowis says of the "theory of adultery” in the
sourtly love tradition that “conjugal love is not furtive,
and jealousy, which iz of the sssence of true love, is merely
a pest in m&rriagﬁt“ﬁl In opposition Jullet pledges constaney
in loves

Giod join*d my neart and Romeo®s, thou our handss

And ere this hand, by thee to Roméo seal‘'d,,

Shall be the label to another deed,

Oy my true hoart with trescherous revolt

Turn to another, this shall slay thenm doth &« ¢ o «
ixvaﬁ¢5$~59}

From this point on, she chooses death rather than inconstancy.
And in her desire for constency in love and its outcome,,
death,; Jullet begins to sguate love with death itselfs Brooke

sayss

One cennot, by the end,; condelive of their love
a%h@rwisa taam a8 & lightning before death; and
this ig one of the play*s most gharscteristic
diagnoses of the sonnet-love tradition: it is
indeed the most serious aspect af the play as

50111, v 177282,
Slrewis, pe 364



bragedy--that the gense of it as comedy Gonnstear's
wamam@a) demands death as its fulfilument.52

This is proven out structurally. .In her .sulcide
3&1%1@4&&;aéﬁiiﬁﬁ'&&aia;ﬁléﬁgﬁs hepaelf to the sacrament of
91fa aﬂﬁ to true love which is found in Remeo. A gomig

Boene iﬁ%@r%ﬂﬁﬁﬁ wiﬁh 018 Oapulet and the servants a&@@assing
%hﬁfﬁhgwﬁﬁgﬁ‘%ﬁﬁﬁﬁﬁ@’aﬂé the baked meats when the Nurse
ﬁmﬁ@f@ﬁ%@ﬁz%ﬁa’mawgiﬁga conversation with news of Jullet’s
death: We have slready seen the fact that after the wedding
night is over and the aubade sung, Romeo and et imag

ch other dead. This is only right, says G+ R. Smith,
because "death for the rensissance humanists was the means to
the greatest love to be desired.»3d

PBdgar: Wind has shown that the Italian Renaissance
humanists identified Eros Anor “with death iﬁﬂ&lﬁ;
in i¢s i1 no less than 1ts Joyous aspect.”

They derived this notion from their readings of Plato
and Plotinus and from the many Roman sarcophagi on
which they found elther the image of the deceased
pported by the winged sdolescent boy Amor, or
Lgures of the m@rta&a,wﬁa had been loved by godse
Endymion, lLeda, Ganymede, Rhea, Peyche; and tk@ rest.
Edger Wind quotes Pleo's account of Alcestis, that
she “did achisve the perfection of leve because she
wanted to go te the beloved through death; and dying
through love, she wag by the grace of the gods
revived,” and lLorengo de'Medici, who wrote that “"the
begimning of the wlts aporyosa proceeds from death,
becavae whoeveyr lives for love, first dies to everys
“hing else. And if love hes in it & eertain perfec-
tion .+ « + it i& imposeidle to arrive at that perfec-
%&%ﬂ’W1%ﬁ$ﬁ% fiwsm dying with regard to the more
imporfeet things.™ And go Wind conocludes that to
these Renalesance humani ggﬁa *Thanatos and the
Punerary Zrog were one.” ‘

[

52prockes pe 99+
Sgmath, p. o
5 Smith, ps 5.
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As seon as the Capulets mee Juliet “dead,™ then all is
losts All thoughts of marriage are turned to death exactly
as Romeo and Juliet did aftor thelr own marrisge. 01d Capulet
SaysY

Death is ny sonein-law, death ig my belrs
My daughter he hath woddeds I will die,
And leave him ally 1ife, living, all is B@aﬁh‘e¢
Death does not allow for rigid behavier and posturizing, and
perhaps this is one reason 01d Capulet can utter those beautie
ful spontancous lines:

Death lies on her like an untimely frost
Upon the swestest flower of the field.

Bradbook suggests that Sh
#xhibites & "deepér and more complex reésclution of ﬁia@a&auwﬁﬁ
Por Capulet, living by "rules™ nade 1ife simple and trite, but
thie spontaneocus imagination charmcterises a new spark in hig
understanding of life and love.

Aot V opens with a droam, but it ls not the dream of a
Potrarchan lovers *"All of Petrarch e
Leura dead.56 Remeots dreoam ig in reverse. He is dead and
Juliet revives him with a kiss go that he is an emperor.

G« B¢ Smith uses Cardinal Bembo's theory ef leve and the next
world in an analysise of Velelalls
et St S, o, T T e

tells us that awakening cammeot be, but the ninth
iine asserts in the face of reason and dlsastery it

kegpeare*s use of spontanelty

o poems are on

55Bradvooks ps 46e
56perster, p. 12.
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will Be« The tenth and eleventh lines are 8. . .
Kﬂﬁgla&amiaaﬁab%& equations his nighttime dyeam
of 1ife is to waking earthly love as his earthly love
is to his love in the heavenly Beyond of his dream.
The series of concepts is ecircular, perhaps because
according t¢ Dombe a4 cirele is the g&rﬁgf& formes

ae well as a common symbol of etornlity.”?
Gnce aﬁﬁimﬁnﬁhﬁ Petrarchan manner is rejected for the idea
that 1@@@11@-&'wﬁ%&& feeling in this world and a possibility
for the next world.

Romeo also pledges himgelf to love's natura
death, and he refers to the poison as a *cordial.® By the
laws of nature, poison will %kill hims but as the Priar suge
gestad earlier vice can sometimes work for virtue. The laws
af the Potravchan c¢ode led %o a *death” of love's true feeling,
while the growth of leve's valid feeling leads to physical
death but aleo brings redempiive snd healing power on a private
and public level. To veinforce this idea we see Friar John
unagble to reach Romeos at Hantuse. This is sysbolie of 1life*s
inability to be ruled or codified or even to be plammed.

There is an element in the nature of the world that cannot be

, SR TCORBew

ruled. Just as love could not be guaranteed by obeying the

Petrarchan manner, life cannot be guaranteed by a certain plan.
As Romec enters the graveyard in V.1ii, the sestet nears

rehan

completion because Roweo has completely rejected the Petrs
posturing before love. Now he enters a type of tragic knowe
ledge that the 1ife and desth paradox is just a. part of that

gﬁﬁmiﬁkn-ﬁ?‘ﬁﬁﬁ
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Petrarchan manner: With a knowledge of true love as he has
experienced with Juliet, death becomes the natural end of
love's union as well as the final harbor fer life's voyage.,
The dramatic presentation of life and death leads not to an
4rreconéilable opposition of 1life and death, but rather
suggests that death may bring ocut the highest gualities of
man's existence. In the presence of the "detestable womb of
death,” Romeo realizes that he is a man. There is no question
that death is bitter, but unlike the Petravrchan paradox, &
man is neither "dead” in life nor "alive" in death. HNan assumes
the full potential of life in this world even ln the face of
deaths
He also begins to understand the quality of beauty that

is not present in the trite descriptions of the Petrarchan
lady. Beauty for Bomeo does not exist in the lady's physicsl
mparts.” Romeg says that even in the horrible darkness of the
tomb, Jullet's beauty makes “This veult a Peasting presence
full of light.” ¥e penso & certain glory in Romeo's realiza-
tion becsuse love is not in the physical parts. Joséph Chang
CEVED

In the conventional sommet tradition, the blason

of leve attempts to evoke the esgsential beauty of

this piay, Shakespears modsfres iredision oo that |

his reader and his auvdience can realize love has

nothing §g do with either coral lips or reeking
breatha.

Remeo survenders finally to love as his pilot as he did

58¢hang, pp. 27-28.
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before the feast, and dies with a kiss. The Petrarchan lover
too was guided through life*s tempestuous seas by love, but
for Romeo that love came to fruition. Juliet also dies with
a kiss as a restorative, and this is imyertantﬂ%eaaus@ She
dies triumphantly with the idea that their lové is reeon-
stiucted in death as it was in life. They are united in death,
but love continues.

iéévﬁh@ play ends, the Prince téllﬁ of the use of love
.iﬁ‘dﬁﬁ%ﬁﬁmthéﬁ ermity is forsaken for brotherhscod and full
harmony is achieved on evéry level. Perhaps only a Romantic
gan‘aémyiehaly understand the change that is wrought in the
play from lovessickness to truly being in love. Willism
Hazlitt sayss

For if it has the sweetness of the rosé, it has

its freshness tooj; if it has the languor of the
nightingale's songy; it has also its giddy transe
port: if it has the softness of a southern spring,
it is as glowing and bright. There is nothing of
the sickly, sentimental cast. Romeo and Juliet are
in love but they are not lovewsicks Everything
speaks the very soul of pleasure, the high and
healthy pulse of the passions: thé heart beats

and the blood circulates and mantles throughout.
Their courtship is not an insipid interchange of
sentiments lip~deep, learnt at second~hand from
poems8 and plays--made up of beauties of the most
shadowy kind, of "fancies wan," of evanescent smiles
and sighs that breathe not, of delicacy that shrinks
from the touch, and feeblenpess that secarce supports
artificial dearth of sense, spirit, truth and nature!
It is the reverse of all this.59

59%uoted in Furness, ps 3004



CONCLUSION

Juliet is a dramatization of the world of the

sonnets. It dramatizes the themes of Shakespeare's Sonnets

iwlﬁé;-éﬁé.it dramatizes elements of the sonnet %raditi@n.

Both of Shakéapéare*s'wémkg were written early in his eareer,
f%nﬁfﬁé%h were quite possibly writtén during a fashionable sonnét
 vogue and during & general lyrical periocd. By dramatization

of the gonnets, I have mednt that what was onecé a postic.

potential became a dramatic¢ actions In the sonnet twadi%ian

and in Shakespeare®s Sonnets, the omnipresence of death in the

.§ace of love is censtantly acknowledged. TﬁeVPQEts.s%Até
that death is imevitable, but by the nature of poetry death
cannot éétﬁally aagur; In ‘drama, a living character ¢an be
stricken by death®s fatal hand. Granted, it is only an artise
tie representation of death's sction, but it is action. The
sonnets tell us that love geriﬁﬁeﬁ'wiﬁh deaths In the drama,
“love is shown to perish with death.

Both of the works are enmeshed in a Renaissance environ-
ments The very form of the sonnet was an outerowth of a
Renaissance humsnist's artistic skill. In this tightly woven
form made up of fourteen lines and an internal balance bhetween
a thesig and antithesis, Petrarch expressed the gualities of
love in life and in death. As he worked with the character=~
istiecs of the deolce stil nuovo tradition and the love poetry

of the troubadours, new themes came to the forefrent such as
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the transitoriness of beauty, the pains of absence, the
immortality granted by verse, and the unassailable chastity of
'%h@>1$dyﬁg These themes later inspired & school of Petrarchists
who a&aégya§aftha:¢@m¢@ims.anavimagaa of Petrarch.to express a
leV&wﬁhéé ﬁéuld only be described in ingenious, clever ways.
By agnagnkﬁaﬁing‘an the conventional themes and images, love
%ﬁ»asvaiid?feeling.gr&ﬁually-fad@d in favor of a posture taken
toward $§?@ﬁ)-§h@ sonnets of the English poets, Watson and
ﬁamaas.iﬁ particular, clearly reveal the way the Petrarchan
manner had come to stand for love.

and . the Sonnets, Shakespeare makes

In Romeo and Juliot
use ef.tha,Pétraréhaﬁ-themes ﬁndas%rueﬁuéé, but he rejects the
Péﬁfarﬁgén‘mﬁﬁﬂ&rwas‘ﬁﬁly an appearance as opposed to the
r@ali%yiéf-%xﬂa,lava@ And in both of the works, art is finally
mhefmeaimm‘%hr@aghAwhi@h‘immér%ali%y'is gained. Even though
Petrarch was an early humanist with an intense belief é@‘th@
possibllities of man, his love experiences were frustrdted and
he only “dreamed” of sexual fulfillment. After laura's death,
she became an angeliec dYeing whom Petrarch would join after his
deaths . As & result, Petrarch had to concentrate on the world
beyond death or a fantasy world of dreams. Romeo and Juliet‘'s
experience as well as the young lover's experlence in the

Sonnets, concentrated on love in this world. Love inevitably

led to deathe«the concentration on the swiftness of time in
both works suggests thise--but love can be enjoyed in this world

t00o.
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fhe ldeéa of the "new"” of experience gave rise to another

feature of the Sonnets that is dramatized in ggwgm*ggg
>§h@ poet and the beloved of the ﬁ:;gij; Romeo ar X
bﬁ%b create worlds where ™all lésses are rast@raé” in ea@h
other. They eéxist in a flame that burns with "selfe-substantial
fuele.®

The three fexmal sonnets plaeed in Act I of Remeo

and
atization of the

;Juljaf are anethex unigue feature in the dra

sonnets within thé plays The first chorice<sonnet gives clues
to the larger import of life and death in relation to loves

It relates this disharmeny on the public level and it prepares
the audience for the underlying conflict between appeaﬁanee
agﬂrréaiityﬁ Sonnéts §3-54, 5@*?@; géﬁgé yaaﬁi¢ai1y take up
these same themes that are dramatically portrayed in the play--
corruption in one level of society corrupts the i@weis-surraun»
ding it. And eorruption can nnly be healed through a restora-
tion of love because the allepervading love of God also governs
the great chain of being that holds together the universe.
Love must be the motivating force on the micrecosm of the. human
personality and it will be reflected on a maerocosm level of
society and the world,

The second sonnet is built into Romeo and Juliet's dialogue
at 014 Qayaiet?a feasts It brings in the sonnet tradition as
it in %Qyﬁ drew on the courtly love traditien. The sonnet
within its religious imagery reflects the tension between
earthly passion and the desire to remain heoly. Loving God and
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loving & woman was & fusion of thought for the medleval
thinkers. Romgo and Juliet's sonnet reflects on this same
tengions but in this sonnet and from this peint on Romeeo
breaks out of that frustrating bondage to the shrine, to all
attempts to make earthly love analogous to loving God and its
inherent realization that it drings only tensions Romeo
gradually freee himself fyem this “medieval problem,” and
breaks into a spontaneous world of love, Religious truth,
“eouched in ra&igiéua imagery befors a flesh and bleood woman,
was no longer important to Romeo. He found his source of
repentance and truth in Jullet.

The third aﬁé&atg at the close of Act I, treats the death
of an old love at the birth of &4 new love. The appearance of
love in the person of Rosaline is dead, and the reality of
loveé in the pereon of Juliet is born. Birth end deathe-sgain
this theme hearkens back to the first chorice-sonnet and its
discussion on "the fatal loins.” RBirth and life necessarily
imply the coming of death for as gure as there is a birth there
will also be a deaths And as sure as there is a life there is
that nysteriocus element of fortune or fate working within man‘'s
earthly exlstence.

The Sonnets (14«15} bring out the idea that fortune oper-
stes because man is in time, and he cannot guarantee the
success of his most carefully wrought plans. But if lovers are
rulad by the etars they find in one another‘'s eyes, then their
“agtrology” will guarantee the constancy of love and love will

not depend on the external world where sonventional fortune
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operatess This idea is definitely dramatized in Romeo and

Romeo and Juliet find truth in one another's eyes which
they equate with vstars." On a seécond level the stars remind
man of his mortality because stars traditionally represent
sternity's unchanging guality. The stars aré outside of time.
When Romeo shakes the “inm

pspicious stars from this worlde
wearied flesh” and when he defies the stars, he ie acknowledg-
ing the stars as the symbel of eternity and the faet that death
is the outcome of mortalitys. He rejects the symbol of eternity,
because he realizes that his love must face the inevitability
of death. AS in Sonnet 73, Romeo comes to the recognition

that this 1ife holds the key to the highest values.

That time of year thou mayst in me behold
When yellow leaves, or none, or few, do hang
Upon those boughs which shake against the cold,
Bare ruin'd choirs, where late the sweet birds sang.
In me thou see*st the twilight of such day
As after sunset fadeth in the west
Whieh by and by black night doth take away,
Death's second self, that seals up all in rest.
In me thou see'st the glowing of such fire,
That on the ashes of his youth doth lie
As on the deathsbed where on it must explre,
Congum*d with thats which it was nourish'd by.
@ﬁig thou perceiv*st; which makes thy love more
strong,
To love that well which thou must leave ere long.

A point was made in this paper that Romeo and Juliet fail
to defy time by not considering the possibility of proereation
as a preservant of their leove and beauty. They as much as
destroy a "beauteous roofes® The Capulets and Montagues also

fail to preserve what they have in their legacies. They also
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are unwise stewards of their talents. A more important point

Jullet in reference to

and Jul
the ﬁ@fﬁaﬂﬁa of time. Art will defy time because of ite

comes out in the Sennets and Rome

wt&rnaliém&ﬁbiii%y and because it remains an "ionic solidity”
for future generations. But the humanist position in the
warﬁh'ané dignity of man is implied here teo. Art is of no
value unless men are around to perceive its meaning.

The Liebestod suggestions are definitely present. Death's
~¢amimg~§$xa-majar'%h&me of the play, and there is no doubt that
the Capulets see Jullet as wedded to death. But the suggestion
is not %s;maéarvas first might be suspected. Juliet's passion
would demand a fulfillment in this present world and not. the
“‘type of passion Cleopatra speaks of when she says, ™I have
immortal longings in me." Remeo and Juliet pursue marriage

that emphasizes the value @f*%heahighes%~am@tiém~wl@vaﬁfiﬁi
thie world regardless of how painful the environments :
The world of the sonnets, then is dramaticed in the play,
and Jullet, in these ways. One, the Sonneds in their

A

peati& expression of man's possibllities of living life to the
fullest in this world are dramatized in Romeo and Juliet as both
lovers rejeet an other-world philesophy for the "now" of expere
uliet dramatizes the idea found in the

ts that what appears on the surface as harmonious may in

reallity not be "fair” but rotting away with canker.
Three, youth must "outlive® this slander in order to
prove that appearance and reality can be synonymous. In the
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Sonnets the young friend gains immortality in verse and thus
outlives the contemporary ev;;s of incenstancy, and in Romeo
and Juliet the yeung lovers héal the eorruption through love.
Pour, the Sonnets urge the young lover to procreate in order
to preserve his beauty. The poet says that the friend is
bringing destruction upon his own roof, but still the poet is
forced to take the piaae of the father. Romeo and Juliet also
refuse to procreate in order to keep what they must lose, but
they alse bring destruction upon their respeetive houses. The
dramatist preserves their love in his drama in direct oppesition
to the statue that will be arodea with the eenturies.

Five, the Sonnets speak of a new asironomy garnered from
the stellar gualities of the loved one'’s eyes and this ig the
*fortune” that governs their lives. In the play this is
dramatized &s Roméo and Juliet accept each other and the
"fortune” that governs them. 8ix, the Sonnets reject the
Petrarchan manner that came to be synonymous with leve and
Romeo and Jullet reject that Petrarchan manner paradoxically
threough the Petrarchan sonnet thegis and antithesis.

RBomeo and Juliet 1s a speaking sonnet in reference to
its companion piece the Sonnets, its place in the lyrical
eutput of the period, and its employment of various elements
of the somnet tradition that originated with the Renaissance
humaﬁist Petrarch. Romeo and Juliet is a dramatization of the
world of the sonnets because poetic potential comes alive in

dramatic action.
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