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v

There are real similarities underlying the apparent differences between

the Trojans and the Greeks in Troilus and Cressida. After commenting on

'

o fhel cirf:umsfcnces of the play's early presentafi;ms, my thesis examines
. Shakespeare's own interpretation of the Troy stories wi:ich emphusiz’es the
callousness of Hector and Ac|;i|ies and presents Cressida unfavourably.
Shakespear; differs from some of his sourcés by‘delineating the heroes both
s . as stock figures of‘f[udifion and as individual characters; and he differs from -
Chaucer, in the love story, by accentuating thc; speed of its actions.,
| The ethical standards of the Trojans deteriorate as the play proceedsx,
~and this is illustrated by Hector's decreasing regard for courtesy as he leads
them away from support for those elements | classify as "romonfic"';owords v

those I'see as "martial." The Trojans become less chivalrous and the Greeks

‘ ‘assume only a veneer of courtesy; this pattern is also suggested by variations

w
* ) 5

- in the play's imagery. .
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A comparisoh of Achilles ‘with Troflus shows evidence of “romanﬁc;"

“inﬂ;restamong the Greeks as well as the Trojans. Unlike most of the

characters in Troilus and Cressida, blth Troilus and Achilles are temporarilys,

» L}

aware of o world beyond their own immediate environments, but Achilles’

aims there are only cor . And yifgen these heroes finally turn to
14

savagery they obliterate all hope for either spiritual or physical continuity.
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L ~ Chapter I: Introduction

)

N i

Shakespeare's Troilus 'cn_ci\Créssidq hgxs increased in popularity within this

_century both as o drama and as a literary study of ;h\erism;w\hi\ch is fronically .

portrayed, w}'m)e present-dgy actors and audiences respond more posi?i&?l}fthn\

those of preceding eras to this atypical hagi-comedy. Thus o re-assessment of

'

the conflicting marfial and romantic elements in this play is appropriate now.

—

When compared to their predec;essors, the critics and the public of the twentieth

century are less bewildered by the equivocations in Troilus and Cressida, and

they are olso more uiderstonding of %hokespeore'; accommodation, within it,

of the themes of love and of war: for he presents each theme seriously in the

tragic mode at the same time that he parodies each in bitter cqmedy. It seems, -

therefore, that our appreciation of the dilemmas of the characters (who are h

operating under the threat of annihilation), as well as our ability to identify
4
with the play's accelerated pace, enables.us to relate empathetically to the

complex and superficially confusing actions which are presented in Troilus
* i

and Cressida. ‘
=

2

George Bernard Shaw understood the altering outlook of his times when

he stated, about this play, that "Shakespeare is ready and willing to start at .

1 .
the nineteenth century if the seventeenth would only let him," and Olwen

'

Campbell, writing soon after the first World War, saw Troilus and Cressida as

®

T - “

- s

]George Bernard Shaw, Plays Pleasant and Unpleasant (New York:
Brentano's, 1912), 1, xxii.

Kl

U
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" _rediscovered.at the turn of this cenfury,4 and since then it has ‘appealed

J“ ’ ' B . 2.

' essentially displaying the Borror of wc:r.2 Subsequent critics have &oncurred -

with herigiew: for example, J. T. Newlin considers Troilus and: Cressida to be

the "most®thical thing Shakespeare ever wrote," because it comically

°

' *ie N » L] L3 B
"undermines military posing" and tragically " exposes the endless futility of
i

war 13 She points out how popular the play is when staged in significantly

war~conscious eras. After being neglected as a stage production, it was —

-

—
~——

+

particulerly m\war-clg_gds were heavy. (The first major production was made

by William Poel, in 1912;5 Troilus and Cressida-was again successfully staged
' . ——— \N «\\\ —

when post-war wéariness predominated, in 1922;6 ond in 1938, o Lewis Casson. — &

'

production in modern, khaki dress, featuring Thersites as a " left=wing railing .

iournulisf,"7 was also a success.) Kenneth Tynan commented favourably on a

1956 broduction which mocked "the Jast epoch which thought war glamorous; 8

<&

o

2 Olwen Cumpbell "'Troilus and Cressida:’ A Justification,” The London
Mercury, 4 (]921), . Co

3 Jeane T. Newlin, "The Modernity of Troulus and Cressuda," Harvard
‘Library Bulletin, 17 (1969), 354.

L

45, c. Trewin, Shakespeare on the English Stage, 1900-1964: A Survey
of Productions (London: Barrie and d Rookfiff, 1964), p 16, sto’res that in 1900 - -
Troilus and Cressida was "almost unknown s o play."

o~

. 5 Trewin, p.49. . . t R
6Newlin, p.362.
7Newlin, p.364.

Kennefh Tynan, Curtains: Selections from the drama criticisms and
related writings (London Longmans, 1961), p. 126 The “epoch” to

which Tynan refers is the close of the nineteenth century. . ' :

3
N
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- &
in 1963 Clifford Leech found the play to be approp;ric.:fely modern l}ecause it

exemplified the truism that "men belong together," and that "when they kill

\

__each other (they olsoj kil fhemselves;‘“l9 and in 1972 R. A. Yoder stated

that Troilus and @ssido "makes sense especially to Americans of the 1970's

—_— ’ | Io
who know the meaning of a protracted seven years' war.”

But, before | offer my- oyn interpretation which is twentieth~century
A Y

-

and essentially anti=war, | wish to mention some points which must have

confributed to the unfavourable reception of Troilus and Cressida by theatre

audiences and by critics, and to general misunderstanding of it,.in the past.

Its historx is more complicated than that of any other play in the Shakespeare
canon, and the questions raised concerning its earliest productions have not
been resolved satisfactorily. These include uncertainty as to its most

authoritative text, ignorance about,its initial performances, and continuing

1

controversy about the exact definition of its genre, -
Y

it is uncertain whether the :|609 Qll.ncr’ro or the 1623 Folio text of Troilt;s .

and Cressida should be considered the more authoritative. Although most

critics who are searching for Shakespeare's own hand in the original version

N .
. ¢

find greater evidence of it in the Quarto (a suggestion that there may have

been two manuscripts printed in the 1609 Quarto having now been refuted

¢

9C:lifford Leech,"'Shckespeare's Greeks," Stratford Papers on Shakespeare
J , © (1963), p.10. '
IOR: A. Yoder, "Sons and Daughters of the Game, " Shakespeare Survey,

25 (1972), 11. . ' S
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decisively), N opinions are still divided about fts authenticity. Peter

Alexander considers that the Quarfo was set up from Shakespeare's own

hand, 12 while E. K. Chambers judges that to have been the origin of the

: Folio.]3 /Priscillo Martin states that "the Quarto, probably d:'ariving from
a copy of Shakespeare's manuscript, is generallykbelieved to be the better”
text;" MAlice Walker questions the manuscript authority of the Folio; 15

" and Anne Barton considers that "both Quarto and Folio are derived: ultimately

from the same source." 16 Thus the most authoritative text for citation is one '

1

”Philip Williams, Jr., "The 'Second Issue' of Shakespeare's ' Troilus
and Cressida,' 1609," Studies in Bibliography: Papers of the Bibliographical
Society of the University of Virginia (1948-49), 1, 32-33. After considerable *
research, Williams states that, although "copies of the 1609 Quarto of
Shakespeare's Troilus ond Cressida differ ... the so~called *first' and 'second’
issues of Troilus and and Cressida are not seporcfe issues at all."

12

Peter Alexander, "Tronlus and Cress:dc\, 1609" Library, 9 (1928), 279.

]3E K. Chambers, William Shok_pecre A Study of Facts and Problems.,.

, (Oxford: Clarendon Press, 1930), |, 440-41: "The manuscript used for
F was probably the author's ongmal and the variations between Q and F are

intelligible on the assumption that this was so and that Q was printed from a
* franscript, perhaps made for a private owner."

MPriscilla Martin, ed., "Troilus a_rf_d Cressida:" A Casebdok (London:
Macmillan, 1976), p.12.

3 Alice Walker, "The Textual Problem of Troilus and Cressida," Modern
Language Review, 45 (1950), 460, where she points out that the "copy of the
Quoarto (used in compiling the Folio text) must have been supplemented by
reference to an authoritative MS ..." On p.462, she states that: “the '
evidence thus lies in favour of the Quarto's representing o good quarto based .
on a MS that may have been a private transcript." And she feels that, becouse

.of a probable collation of texts for the Folic, it is best to "regard with legitimate
suspicion quite a number of the Folio readings."

16 Anne Barton, ed., Troilus and Cressida, in The Riverside Shakesﬂeare,
textual ed. G. Blakemore Evans (Boston: Houghton Mnffﬁn, 1974), p.491.
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based on both Quarto and. Folio together, "with generolw preference given to

Quarto varicmts."]7 For that reason, all references to Troilus and Cressida

in this thesis are made to the eclectic text of The-Riveiside Shokespeare.

There have been other confusions surrounding the origins of Troilus

(Y

.

and Cressida, and these include uncertéinty about the circumstances of - - '

the play's initial performantes, which still remains unresolved. There wére,

i

" abpcrenfly, two separate title-pages in the text of the Quarto, and the ‘later

of these claims that the play had "never beerr stal’d with the Stage" (before
1609), while thé former announces that it had, in fa;:r, been perform(d "by

the Kin s Maiesties.seruants at the Globe, " 18 but supplies no further details
g ) PP

G +
.
0

to corroborate this.

. ) L
_Explanations for these contradictory stafements about the first
performance have been offered by various critics. W. W. I’C-ivreg points’
out that the claim of the second title~page does not necessarily exclude -

all possibilities of the play's having been staged, and he is of the opinion

that Troilus and Cressida had indeed been performed; but on|;l‘ privately;

~

before the year 1609, 19 .(The’/protéoble date of composition is now accepted
-

< B v

N

!7Borfon, p.491. " e
leBarton, p.492. Lo s

Pw. w. Greg, The First Shakespeare Folio: Jts Bibliographical and
Textual History (Oxford: Clarendon Press, 1955),.pp. 339-40, S
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os 1601-2, with a former suggestion of 1608 having been, generally,

N

'obandoned.)zo T

2
2 M Q

The theory of a'private performance has been set obt in detail by ‘

- ¢ : : :
Peter-Alexander, in his 1928 article, where he suggests that’Troilus and e

Cressida was first produced for an audience of law students af one of thé
————— ‘ .

lnr{s t;f Court. 2! Greg c;uclifies his support for Alexonde:r"s hypothesis by
' emphu.f;izir)g the lack gf corroborafir;g "external e\'/idencg" for the staging
" Iof such a performéﬁce; 2.2‘buf, nev'éérfl'l‘é}ess, the theory has ﬁgained wide
7 qcc;eﬁ:fcncwe?%;r} subsequent :crify':isms. On'the whole, most critics view ..
Alexr%nder's theory v‘/if'h fOV‘C:;JF, but, at;s;;ife the controversy it has
aroused, no one has scfisfcc?orily explained the co{nflicf'i:ng' evidence -
a}boeull"‘fhe location of the play's fitst production.

Another question concernis the placing of. Troilus and Cressida within |

a

 the 1623 Fdlio.

xplains how this play may have been removed.from

\

-

2011, W. Hilletrand,and R saldying eds.., A New Veriorum Edition

/c;f Shakespeare: Troilus and (ressi (Pﬁilodelphio:%ppincoﬁ, 1953), - .
p.3&7: "Those who believe fhat 'l%lus expresses Shakespeare's revulsion

from a personal, sexual expdrience date the play near Hamlet and the
1unpleasant' comedies, i.e. about 1602, Those who see in it some | .
reflection of the ‘Essex-crisis place it in 1600-01 ... Edlfhough there is)]

the possibility that Shakespeare may have begun thddove story some years
hefore the play was completed. .. As to 1608, a'date which used to have
considerable favor, it has been pretty generally abandoned. 1602 has now

a common acceptapce (largely, it must be admitted, faute de mieux, with
allowance made for one or more later, retouchings )." :

21 Alexander, p.278, considers that the most likely occasion for the _
"~ first,performance of Troilus and Cressida was "that of some festivity at
- one of .the Inns of Cgurt." \

g . '22Greg, p.346rj|. - _ . -

s . e
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the middle of the Tragedies and later replaced at their beginning, next'to the

—

» . 23 »’
Histories; “ and W. R. Elton raises the question of a connection between this

pu

change and the uncertainty concerning definition of the play's genre.24 ‘He
“-does not, however, subscribe to Alexander's view that the text was "removed -

from its first position because it was not a frcgedy,"25 preferring to support
Greg's opinion that the altered position of Troilus and Cressida, within the

Y ]

Folio, has little to do with a possible change c:;f‘genre.26 We have therefore

.

n§ firm basis for considering that these two matters are connected with each
other. |

| In his article on the p/lay's text and gelllre, Elton also comments on its,
Epistle, which was added ‘to the later title-page of the 1609 Quarto, and

which accompaniqﬁ the claim that the play had never previously been staged
{
/ )
7

«

in PUb”C-2 This Episflé emphasizes the love plgh of Troilus and Cressida

23 Greg, pp.342-4b.

24W.. R. Elton, "Textual Transmission and Genre of Shakespeare's Troilus."
_Literatur als Kritik des Lebens, Festschrift zum 65: Geburtstag von Ludwig
- Borinski (Heidelberg: Quelle und Meyer, 1975), p.74. .

2sAlezxunder, p.285.

/

- ' _
26 Elton, p.79. He quotes Greg's opinion thai®there is no connection
between the changed position of Troilus and Cressida in the Folio and any

editorial doubrt conCerry play's genre.

27Eli'v:>n, p.65, referring to the two "states" of the Quarto, of which the
first calls Troilus cﬂé_(Cressidc a "Historie" while the second describes it
more as a comedy. He considers that "the first title-leaf was thus replaced
by a two-leaf cancel with a partly reset title-page and a new Epistle ...
vahich ay) be understood as a means of reconciling the publication's

to its revised circumstances” [of public, aofter private, staging J.

appe

-
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’andqthe comic role of Pandarus, so that its addition might have been due to

N

a changed definition of the genre. And the explanation, that a private
o - ' '
production of the play was followed by a public one which made the "never

previously staged" claim necessary, could also account for possible variations

in its ending. . Originally, Troilus and Cressida could either have closed,

tragically, ot V:x:3l,‘ or else, comically, at the completion of the Epilogue
spoken by Pandarus (V:x:54). These alternative endings may have bewq ssed
f;or different‘audiences. R. A, Fé;:kes suggests that "Shakespedrevl)eorly
conceived at some time a bitter or“’ tragic’ ‘en‘ding, culminating in Troilus'
fine gpeech\’\jn V:x, after one false ending (which was ] omitted in the
'O\tjcrfo."zs And, Q'rhe play ended at V:x:l32-34', the Epilogoue by Pandarus

would not be included; this idea was debated by some nineteenth-century

criticr:s.z.9 But Neville Coghill suggests that both the Epilogue and the Prologue

J

3

-

28

A Y
"~ R. A. Foakes, "Troilus and Cressida Reconsidered."” Troilus and
Cressida, ed. Daniel Seltzer, The Signet Classic Shokespedre (New—?-or‘k:
The New American Library, 1963), p.265. Foakes is referring to the lines
in which Troilus finally Bismisses Pandarus, which were repeated in the text
of the Fdlio (Pandarus: "... heare you?" and Troilus: "Hence ... thy’
name™). These were placed in the Quarto at V:x:33-34 only, but in the
Folio both there and at V:iii: 132-34 as well, thus intragucing the Epilogue. -

2

'
»

9Hillebrcmd and Baldwin, pp.294-95, quote (among others) the °
following opinions about the repetition: ’ '

“Walker (1860): 'This [ V:iii: ]32-34) is the proper place for these .
two speeches ... Pandarus' epilogue must, therefore, be an interpolation.’
Thiselton (1907): 'it may be inferred that, when or after the Quarto version
came eventually to be acted, it was found convenient to end the play at
V:x:34, and to dismiss Pandarus here . .. [becouse) Shakespeare inrwriting
thought it-in keeping to bring him in at the end of the Play, and this whs
found to be ineffective in actual representation.'"

-¢.A

e




" were added ofter the play's first public performances as a "frame" to protect it
. ' ‘ . ) v . o
" Trom the ridicule of a later, sophisticated, private oudience.30 Although his

theory does not explain the claim made in the Quarto's second title=page, it

.

could perhaps account for the differences in the endings. And, if. Troilus and
Cressida was performed for two very different types of audiences in the years

immediately following its initial composition, this fact may also account for

4

any change that may have been made in the definition of its genre.

. . [
Shakespeare's tone in Troilus and Cressida is harsher and more bitterly

S

‘ironic, than in most other plays/mc the canon, andl this would be appropriate to
its presentation, privately, before an audience of law students. The play s
more extreme than the others in the extension and intensity of its language,

particularly in the bawdiest spee?wes, and this has been considered'.onother

. . .. . . 31
indication of its being intended for performance in a "coterie” theatre,

3ONevillt’a Coghill, Shakespeare's Professional Skills (Cambridge: UHiversify
Press, 1964), pp.96=97, poses the hypothesis that: "Troilus and Cressida was
originally written for, and performed to, public audiences at the Globe in the
reigns of Elizabeth and James | from 1602/3 and onwards; and then had neither
Prologue nor ' Epilogue'. Later, possnbly for the Christmas Revels in 1608 at
some Inn of Court, it wos revived ... ( and was gwen an armed Prologue and
a lewd, laughing * Epllogue to protect it.... If the ' Epilogue' was the
ofterthought we have seen it to be, added some six years later, then the play
originally ended on a note of tragic grief.

3]A|eander,‘ pp.278-79, finds it unlikely that Trgilus and Cressida was
first performed either at Court 'because there is much scurrility {in it J and
because the audience is at times addressed directly and familiarly," or at
the Globe Theatre. . His opinion is supported by W. W. Lawrence),
Shakespeare's Problem Comedies, 2nd ed. (New York: Frederick Ungar,
1960), p.127, who considers that: "Shakespeare wrote the play for a s
special audience of the more'sophisticated sort," and J. W. Ramsey, “The
Provenance of Troilus and Cressida," Shakespeare Quarterly, 21 (1970), 227,
who thinks that, althaugh Troilus and Cressida was not ocfuolly written for
the lawyers, it may have been first presented on stage at the Inns.

—
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Other reasons, however, have been suggested for the unusually ironic and

» pessimistic approach to life taken by Sh;kespeare in Troilus and Cressida. He

A .
may have used the play to gain an advantage for his company in the contemporary

!

""War of the Theatres;" or he may have used it to reflect the prevalent political

gloom and disillusionment at the time of its writing (as the glories of the
']
sixteenth century and the reign of Elizabeth were both drawing to a close).

At that time there was increasingly acrimonious rivalry between the several o .
gly 5 Y , . /

London companies of actors, and Shakespeare's possible involvement in this
pa p p

“war, " on behalf of the Chamberlain's Men, is investigated thoroughly by /

Robert Boies Sharpe in The Real Wer of the Thecﬁ’ers.32 Sharpe points out
that Shckespeare s company of acters had at first avoided thé morbid and

cynical "railing" which was employed.by their stage rivals in public

satirization of each other; but, by the time-that Troilus and Cressida was

probably being wriﬁen,s3 even Shakespeare might have caricatured his
quorrelsome opponent, Ben Jonson,34 in order to further their feud and to
hum|l|ate him. Thus, it is not impossible’ that the ploy was written for the

[

purpose of parodying some of the rivals to Shakespeare's company. Yet it

Modern Language Association of Amerlcc, 1935: rpt. New York: Kraus,
1966), p.19.

33, Hillebrand and Baldwin, p.375, accentuate the dates of 1599 1602

.as most important in the "War of the Theatres." .

Sharpe, p.164, cites examples of lampoons and ridicule against Ben \
Jonson which were made at the beginning of the seventeenth century.
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is highly improbable. For only the desgription of Ajax as a possible caricature
[ 4

of Jonson is accepted as potential evidence of Shakespeare's participation in

135

s

and this uncertain proof alone is not enough to establish

36

this fheor(ical "War;
his interest, or pérsondl concern, in the contemporary "warlike" cOmpefmon.

Oscar J. Cumpbell is one of the critics who consider that Shakespeare' s

direct ridicule of Jonson was unlikely; 37 and, in exploring the possibility that b

Shakespeare was parodying some political figures in his writing.of Troilus and

Cressida, Campbell finds that the case for seeing the Achilles of the play as a

caricature of the pefulant and rebellious Earl of Ess®x is also untenable. 38
Such a parody would have reflected unfavourably on Essex, because Shakespeare

] { .
presents his Achilles as cowardly and arrogant, on the surface; and at that time

35H|I|ebrc|n¢:l and Bcldwm, p.375, quoting the one known reference to

Shc‘kespeore s p055|b|e participation in the "War," which was made at the
time when Troilus and Cressida was, probably, first being performed. (In
The Returne from Parnassus, I, one character is reported to have said: "

our

fellow Shakespeare puts then all down, 1 ond Ben lonson-too ....")

38Not all critics consider that Ajax is a caricature of Jonson. For instance,
John S. P. Tatlock, "The Siege of Troy in Elizabethan Literature: Especially
in Shakespeare and Heywood." Publications of the Modern Language
Association, 30 (1915), 720, does not correlate these two, becaute there
is mucﬁ [iterary evidence, of an earlier date, which'shows Ajax as a standard

comic figure.

37Oscczr‘J. Campbell, Comicall Satyre and Shakespeare's " Troilus and
Cressida" (Los Angeles: Adcraft Press, 1938: 2nd rpt., privately, San
Marino, Calif.: 1959), p.219: "It is extremely doubtful that any audience

, -_of the time could recognize Ajax as Jonson."

t

38,Oscar Campbell, p.223. After discussing the contemporary concern
for Essex, among Shakespeare's company of actors, who were favoured by

. the Earl, Campbell points out that Shakespeare "can hardly be imagined
"writing a lampoon of Essex that would haveeéll\ed his enemies with delight."

.
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it was more diplomatic and customary to compcre Essex flatteringly with the

‘
Greek hero (as George Chcpmon did in his dedication of the first seven books

of his llicd). Thus, an intended caricature of contemporary artistic or

y . political figures is unlikely in Trpilus and Cressida.

-

None of the theories as to when, where arid why the play was first
_produced helps to illuminate Shakespeore‘s purpose in writing it; and the idea

that he may have chosen its itter tone and selected its well- known sbblect

_ material because of some unusual motivation for combining them is itself only

¥

an assumption. If he was mainly concerned with writing for the."coterje"
p y AL g

theatre in satire Shakespeare was attempting a genre which would have been

L , . 40

exceptionally uncongenial to him.”™ But if he found that his choice of subject

was traditionally limited in its interpretation, he succeeded none-the-less in'
giving to the.play his own subtle depths of characterizotion, despite the
resfricfion; imposed by the current English'a\du{gtion of the Trojansand by

{ ' *

Y established contempt for the roles of both Pandarus and Cressida. And, although |
. - )

[

37 Hillebrand and Baldwin, p.378, quote G. B. Harrison, "Shakespdure's
Topical Significances," The Times Literary Supplement, 29 (1930), 974:
' "Shakespeare read the story of Achilles in Chapman's translation ... wherein he
found this dedication: ' To the most honoured now living instance of the
Achillean virtues eternized by divine Homer, the Earl of Essex...'."

40 Alfred Harbage, Shakespeare and the Rival Traditions (New York: Barnes
and Noble, 1952), pp.220-21, where he compares Sﬁokespéure s usual ribaldry
(quoted, in the words of Coleridge, as: "sometimes ... gross, but ... always
moral and modest“) with that of the "Coterie drama ... where) the simplicity
and normal ity are gone." Although Shakespeare comes closer, in Troilus and
Cressida, than in the other plays of the canon, to these terms used for the
. Coterie theatre, he does not indulge in that "quality of lewdness" which

. Harbage describes as typical of those plays which were explicitly written for its -
% "sophisticated" audiences. See n.31, cbove..

A

AN~
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there is no knawn reason to attribute his writing of Troilus and Cressida to any

one porficuhlar cause, those contemporary circumstances | have mentioned mc:y

have cffe‘cfed, without dictating, his choice of subject; and they may have

heightened, without inducing, fhe anti-climactic mood which predominates in
\ the play, and which contributes to the apparent callousness of its choracters..
‘\ Traditionally, the Engliish supported the Trojans rather than the Greeks in

e\ 4]

their view of the war; * " and Shakespeare shows ﬂ)is; in his initial presentation

' o
of both sides. At the beginning of Troilus and Cressida he emphasizes the
5 Y R .
expediency of the Greeks, at the expense of their care or consideration for
\ . .
others, and their brutality, at the cost of any sign of true chivalry. In this_

[
Shakespeare is reflecting the attitude of his contemporaries, who treated the

play's hackneyed themes with irreverence and its characters with ridicule as

\ ,
well as with admiration.*2 Most of the incidents, and the two themes of love
4 o .
and war, of Troilus and Cressida, come from two different origins: the
r——— — . AR
"Homeric" legend of the Siege of Troy, and the medieval romance of Troilus'

-

. . , '

Al M. W. Till%rd, Some Myfﬁical'g_ements in English Literature
(London: Chatto and Windus, 1961), pp.47-9, explains the pro-Trojan
attitude of sixfeenfh-ce\ntury Englishmen.

42 Robert Kimbrough,\‘«"'The Troilus Log: Shakespeare and ! Box-office,'"
Shakespeare Quarterly, 15 (1964), 207, considers that Shckespeare chose the
stories of Trdilus and Cressida because "their charatters' destinies were firmly
fixed in the minds of his spectators,” and that he made use of a love affair
"that was already notoriously debased.”
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Unhappy love offair with Cressida. These may have been brought together for

-~ the first time by Shakespeare; 4 but they were both common knowledge to most

Elizabethan theatre-goers. The mythological connection between Trojans and

Englishmen, and the debates on the moral failings or virtues of that ancient
, .

race, r‘é.ﬁur {n the literature <;|nd the theatre of the sixteenth century.

The .reosons for English quagi-identification with 'ﬂ'\e Trojans are given by
E. M. W. Tillyard, who explains the Tudor emphasis on building a legifimofé
background to sUp;aort the family's claim to the English throne. This was done

e

both through the myth of the seventh-century Welsh king, Cadwallader ( a

p -
supposedly Tudor ancestor, who was himself said to be descended from the
Roman, Br'ufus), and through that of Brufus-himself, who was supposed to be the

direct descendant of Aenec:s.d'5 Tenuously linked to the Tudor :dyncsty, therefore,

was the legend of a defeated but glorious nation which would reassert itself again

’

43 Kimbrough, p.206, citing Troilus and Cressida as "the only extant work
about the Trojan war in English which tries to tell with equal emphasis the
stories of the lovers and the siege. Chaucer and Henryson focused on Troius and
Cressida’and kept the war in the background, but Lydgcfe, Caxton, Peele in The
Tale of Troy (1589), the author of the Troy=-play which is suggested by the exfant
fragment of o plot owned by the Admiral's Men (c. 1598-1602), and Heywood
in hls Iron Age (1609) all but exclude the love story. Except for brief mention
of thea_fﬁlr as. pitiable but morally lamentable they kept their attention on the -
war story," -

MBarton, p.445, states that Shokespeare received the Troy story “augmented
by all the commenfary and llferory reworkings of the Middle Ages and early
Renaissance." . Py

45Tillyurd, p.49: J'Chief among [ Henry VII's) claims to distinction was
descent from Cadwallader and throygh him from Brutus himself, founder of the
British race.” i . C

4 t

o
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as unconquered; and the loyalty of late sixteenth-century Englishmen

~ understandably favoured the straightforward, ingenuous Trojans and condemned

s

. their opponents, the dissembling and calculating Greeks, ' T

The difficulties of determining Shakespeare's own attifude toward his
: . A
presentation of Troilus and Cressida are thus not only causegdl by the possibility

- of its performance before a limited audiehce, but are also inherent in the
'subject matter of the play. By the end of the sixteenth century the story of
'T'ro\y'hcd been staged publicly, and in fragmented " Interludes," on mgriy
occasions; it had been burlesqued frequently and many people were familior

| with the actions of its chcirc::clrers.46 The very ‘tifle of the play would, therefore,

! | ' - arouse audience expectations for heroism and fc}w ri;'iicule, whicE could impede |

| . a deeper understanding of the sobtleties which Shakespeare personally added to |

the sfandard characterizations of the story. Thus, his Troilus and Cressida would 1

appear to repeat the usual shallowness and lack of choracter development, and

Shakespeare's serious intentions in writing the play would not be fully cppreciated.' 1

AS
———

“Leonard R. Mendelsohn, "The Legends of Troy in English Renaissance .

’ ' Drama," Diss. University of Wisconsin 1966, pp.7-35; 40-71, where he

A gives details of sixteenth=century productions which were connected with
| ) , the story of Troy, whete he refers to a similar listing which was made by
Tatlock in "The Siege of Troy ..." Mendelsohn states {p.60): "There have
been numerous studies pointing out that Shakespeare's Troilus and Cressida
was either prompted or influenced, or both, by the plays on that theme
popular during this period." He also states (p.5): "The list of #ays dealing
with Troy (from 1516 onwards ] is impressive neither quantitati¥ely nor
qualitatively. Even counting translations and those which but borrow a
title from the legen ’ fhe number known to exist is less than three dozen
in 150.years.= Of these only Marlowe's Dido and Shakespeare's Troilus
claim some sort of prominence as dramatic ¢ works....The rest consists of
N ~ pageants, loose chronicles for the stage, interludes and translations, and a

scattered array of Iosf plays." '

-
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) (
There are, therefore, two main concerns to be considered in entering the

¥

coniroversy on the play's genre. First, whether Shakespeare meant Troilus and

Cressida to be accepted os comedy or tragedy. (Its definition as a "Historie" on

‘the first title-page of the Quarto may merely have indicated that it would unfold

n

a "story.") Second, whether the method by which he présented the play justifies

its label as predominantly 'satire." Equivocations in defining the play's genre

%

have been apparent ever since the Quarto's title-page was altered {(accentuating

4

: " .
its content of comedy) and its position changed within the Folio (lessening its

_emphasis on fragedy). Succeeding critical consideration has not resolved thesg

doubts successfully, but has increased the tendency to place Troilus and Cressida

’

in a variety of categories. Thus the play still defies exclusive definition within
any one of the standard genres. :

Some of these differing opinions are of infe’rest, either because they seem
decisive or because they are innovative; bl{f in quoting from among them { am.

necessarily omitting many others of equal value. In one of the play"s earliest

i

criticisms John Dryden called it a "tragedy wHich falls off into 6onfusion;"47

while, in this present era, Neville Coghill defines it as a "straight fragedy, of
the traditionally anti=Homeric, anti=Greek kind," considering that the play itself

is "shapely and complete if taken to begin and close with the griefs of Troilus."

\

47Quofed E;y John Mupro, ed., Ih_eShaks ere.Allusion-Book: A Collection
of Allusions fo*hakspere from 1591 to 1700 (Freeport, New York: Books for

d———

Libraries Press, 1909: rpt. 1932: rpt. 1970) ll, 244,
) :

8Coghil|, pf 125, Coghill's theory'is that both Prologue and Epilogue~were

‘added after the first performances of Troilus and Cressida, and that this additional

framing protected the play from the derision of a later "disillusioned and

sophisticated" audience on some special occasion.

e
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R. A. Foakes also states that the play would be tragic if it closed with a couplet

-

(V:x:30-1) on the young hero's "hope of revenge.“49 But, whereas Coghill

suggests that Troilus and Cressida would quélify as o f,rcgedy without its Epilogue,

Foakes goes on to explain that the different modes of the alternative endings

'express two complementary tragic and comic genres.S] These are both valid

2

and they are both contained within Troilus and Cressida.

'E. K. Chambers suggests first that Troilus and Cressida was "written as a

comedy,"52 but he later calls it o "tragedy of disillusionmenf.“53 The label of

satirical comedy has, since then, been applied moré exactly by O. J. Compbell,

who started a controversial discussion as to the importance of its irony in

50 ..

determining the genre of the play. -Campbell maintains that Troilus and Cressida: -

is one "of a group of satirical dramas which, by 1601-2, hod developed clearly
defined mefhods,"54 and he sums up his thesis by stating that the fate of the

principal characters, in this play by Shakespeare, "is harmonious with that

©

49 Foakes, p.265.

50 Coghill, p.78. .

3 Foakes, p,266. K

N

52E K. Chambers, Shakespeare: A Survey (London: Penguin Books, 1925),
p 150: "The comedy sefs the issues with a grave irony which alone differentiates
it from a tragedy." ' '

53Chcambers, "Shdf<espeare An Epllogue Review of English Studies, 16
(1940), 400. V4 '

Oscar Campbell, pp.231-32. He continbes: "lts tone is necessarily
cheerless unless the spectator is able to derive a measure of mirth from critical
and derisive laughter. The principal characters, for the same reason, are
ridiculous, contemptible, and ‘often detestable," . .



|

) 9 ]8. , .

. <p.
e y 9
presc’:ribed by both the artistic ends and the moral purposes of all satire "9
, There gre few critics who agree wholeheartedly with Campbell in his
definition, but there are some who accept'the play's label of satire while.

adding to it their individual qualifications. Robert Kimbrough avoids the,

fragi-comic-historical issue by following the lead of Frederick Boas, who \ N

grouped Troilus and Cressida among the "problem plays" in ]912}56 and
P P play

while concurring with Campbell's definition of "satire" he also points out its
limitations. Kimbrough considers that ShaEespeare'; characters deserve more
profound investigation, and that his portrayal of "even such a stock figure i

.as Cressida raises questions which interrupt the flow of automatic satiric
' , . e w57 -

response.(and which therefore ) force the audience to be reflective. ‘

. ..

And E. M. W. Tillyard states that Troilus and Cressida is not fundamentally

satirical, places it within the genre of "problem play," and suggests that

it s "predominantly pessimistic," displaying a "tragi-comic view of

mcm."s8 Peter Ure accommodates the play's use of both the conventional

55 Oscar Campbel I, p.233, )

36 Fredenck Boas, Shakspere and his Predecessors (New York: John Murray,
1896: rpt. Greenwood Press, 1969), p.345: "Dramas so singular in theme and
temper {cs All's Well that Ends Well, Measure for Measure, Troilus.and Cressida
and Hamlet T cannot be strictly called comedies or fragedies. We may therefore
borrow a convenient phrase from the theatre of today and class fhem l'ogefher as
Shakspere' s problem-ploys.

57 Robert Kimbrough, Shakespeare' s ' Troilus and Cressida’ and lts Setting :
. (Cambridge; Mass.: Harvard University Press, 1964}, p.177. .
SBE M. W, Tillyard,' Shakespeare's Problem Plays (London: Chatto and

" Windus, 1950), p5. { s

L
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genres by calling Tronlus and Cressida @ "frag|cal satire." 99 My own, opinion )

fovours that of Klmbrough who avoids categorizing the play oltogefher, J .

oy A

although | also find that Foakes' suggestion of a tragedy which asserts itself in
the final revenge motif of Troilus and a comedy which trails off with Pandarus

after the Epilogue, helps to explain much of the play's.puzzling but essential

" duality. & . SR ’ ) , |

~

+ AN ! M -

I do not agree with Oscar Campbell's view that the intention of the play

is chiefly satirical. But | do concur with the conflicting opinion, voiced by

. Olwen Campbell in 1921, which suggests that Troilus and Cressida denigrates
the purposes of war. She considers that it differs from the other plays oyaé .

canon by showing that "in every war there is an element of irrédeemable shame

.
’

and miser ,"60 and that in this play, particularly, Shakespe&re "has given to
vy, is play y p

. l :
the world a. picture ... of the desolation wrought by human conflict.“él

L - . ' .
| therefore consider that the genre of Troilus and Cressida is compounded ,

of both tragic and comic elements, but-that neither of these is expressed

exclusively or predominantly. The play cannot be only a fragedy, because of
o .
; : : 3 .
: its ending with Pandarus, which gives continuity to the {udicrous element in

%

° "romantic" comedy and which stresses the play's recurrent sense of bathos, It "

A * N , .
cannot be only a satiric comedy-because, although the play's protagonists are
, ! o \
— : | S — -
59 Peter Ure, Wllllum Shakesrfeare The H'oblem Ploys (London, Longman's,
1961), p.33. RN ,,

60

Olwen Campbell, p.48. _ oot

e . é‘OIweh Cémpbell, p.59. Co ' P o e

. : N g
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condemned in it (by the situations to which the playwright finally brings.them) -

-~ . ¢ [

they also win sympathy from the audience. . And the fate of all the characters
. ’ . - ( : - -
‘at the close of its action eliminafes its interpretation as a straightforward comedy

" énding hopp:ly within fhe ’rerms of the play's own world: Troilus and Cressida -

J/
fherefore mcludes some port oﬁofh standard definitions within the scope of ;rs

K

actions, but it should be assigned unequivocally to neither .one of.?hgse genres

A 4"
'

alone. e ' ' . . Y-
L. - o . , v -

* . lt-is my apinion that although Troilus and Cressida was probcbly‘wriffen q'm’i' S

. first produced in sur:roundingé that affected its mood and ifs style, Shakespeare

s : °

. o, » ‘
did not*have any special purpose for this play which was different from that for . -

b

the rest of the canon. lts atmosphere of frustration and anﬁ*c'limcx,‘therefore y ‘
owes as mich to his intention of emphasizing its wartime setting as toany /-
‘ X R . . I , .

‘contemporary circumstantial effects. | also considet that the view (based on ifs

.

two different source stories) of the play's separate thefnes tends fo obscure the
fact that its "romantic" elements are not limited to its love plof. And | consider

that, as the action of the play progresses, the Trojans do not refain their
chivalry, nor the Greeks their practical expediency, as these are exemplified -~

nitially. Instead, these differing characteristics of the opposing nations become

- v »

" “merged, and to some extent exchanged, as Troilus and Cressida approaches both
climax ond nadir.” e .

| It ¥h£§ iihesi‘srl ;‘h,e,r.efdre intend to demonstrate that, in b;'inging its two ‘
j!Sfories. 'tog‘el'!'ne'r, IShakesp;ar{di.{éem ‘fror:rlt his sources by ‘emphusizihg’—tl'\';
. cal l_ous;xe;ss of the Trojans Ias ‘v;‘/éllx‘c-:s the ngt‘é‘eks; .that he shows the detericration Y
5 . < g -t ' .
_ of ethical standards cm'ong‘the'Troiuns in the course of the action; and that there .

A
are elements of "romance” ov(ong the Greeks as well as the Trojans. ¢

-
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‘are based on the legends from Homer's lliad and on thé story related by Chaucer.
» Homer's liad and on the jtory related b ¢

" referred to as the "war plot" and the "love plot" respectively, In my view,

- however, Troilus and Cressido contains "martial" and "romantic" elements .

elements {as | classify them) are antagonistic to its "romantic'elements, and

o wortd peopled by ‘corrupt Trojans and cynical Greeks, ifs derisive humourand

+* for unselfish, kindly and lconstructive st&ndards of conduct which.can prevail

omong men if not prevented by the cifcumstaices of war. But these attitudes

K

‘ P v « , . ‘ )
! ~ Chapter' 1l:  Shakespeare's Use of his Sources .
, *... the Chance of War" (Prologue: 31) . |
: > ' o S y
“,.‘ %" ‘ ‘ ‘ A
The plots of Troilus and Cressida have i‘wo distinct sources of origin, which ‘

&

The plo;' is often divided along these lines and the two different actions are then

‘ &>

which are mutually opposéd but which cannot be separated exactly into these

‘diviﬁions; < for | consider that'some of the protagonists who predominate in the

war plot also display "romantic" interests, sithilar to those of the leading

. characters in the love plot. | therefore propose to show that those elements

A Y
N
2 ¥

which | classify as "Eomanydo not only exist withjn the actions of the love

plot; and | also intend to invéstigate the ways in which the play's "martial"

eventually overwhelm them. A . )

o

For, although Troilus and Cressida appeurs; to pottray the worst featureffof .

5

sophisticated veneer of disillusion hide the less obvious expression of the potential - -

’
]

o aw

are submerged and nét easily discernible, and their expression decreases as the

3 "
k3

play progres;es, until the "mortial” eléments finally obliterate them. The .. .

— PENd

"martial" elements include: the struggle for power, the desire for fome, and -

’ . . @
¥
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the self~seeking exploitation of others. They Ol“é displayed particularly by the

‘¢ ! '

- . war=bent characters, who are @arfially dedicated throughout, and ‘who compete

)
] ! . “

,cg;:insf the more peaceable characters, in their vacillation between opposing

-, loyalties to "romance" and to war, - LT .
’ ~ . , '
s

I\'Ay. classification of "romantic elemer:’fs includes dll expressions of
' < v .
e religious, chivalric and coyrteous ideals{/which are pofe%?lly spiritual;’ and
Ircll interests in domesfiéify, husbandry and reprdducﬁon,l which sugéesfoa éonlc\:err: .
fo; physicél continuity on earth. In terms of the play's spiecific cl;\t;racfel;s, [

shall demonstrate how the aims of Ulysses (which are entirely "martial") overcome

fhesé "romantic" elemen'll's within the pld)". The "romqntic" ele:nents are
suppo’i't;ed by Hector, Troilus and Achilles, cmong'oﬂy:srs, so that the physical
death oquector qnd, the \r:eiecﬁon of "romance” in favour of war by E;oth Troilus

:” and Achilles represent the end of all hope for either spiritual or’ earthly cc%ntinuify

s

for the play's protagonists. But the course of the actios shows that man's innate
play*s protag , - .

\ 3
\ . o
’ gentleness and capacity to care for humanity underlies the harshness of his ,
destructive behaviour, even though these qualities are shown fo be obsolescent.
' . A ) _ . lshal I also-investigate the exchange of values between the Greeks and the

Trojans which occurs in Troilus and Cressida. They are divided out clearly at

. \ . *the beginning of the play, but they do not remain exclusive to either side at ifs
G
‘ ~
‘ .. : end. | consider that Shokespecre's'purpose was to show that similarities underlie

S " the apparent confrasts between men who oppose each other in war. He does this
\ ' \ N
" by emphasizing the resemblances between the situations and actions of individual

Greeks and, Trojans, and by suggesting an excimnge of their attitudes, so that
oo . J

.

N . : some features which are originally shown as Greek become Trojan, and vice versa.
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+ LAY the outset of Troilus and Cressida the two sides display the traditionial

- attitudes epitomized in "reason” and "passion" respectively. (Mythglogically,
Pallos Athene favoured the.Greeks and Venus supported the Trojans, so that the -
former were depicted as cerebral, cold and pragmatic, and the latter as physical,

. hot-blooded and unrealistic.) Wilson Knight, who sides with the Trojans himself

(and sees Shakespeare as doipg the same) distinguishes between the two races of .

Troilus and-Cressida in terms of infellect and infuiﬁon.] The difference is dlso

expressed by the Greeks' secretive and subtle behaviour in contrast to the
generous, carefrdoutlook of the naive Trojans. The language of the Greeks is

,complex and devious,- but.that of the Trojans, simple and clpar: Shakespeare's

- /

Troians are concerned with external beauty, preoccupied with their imAmc/adicxfe
surroundings, and softened by luxurious domesticity. But his Greeks are
dissatisfied transients without sécure base, whose harsh dissensions are expressed
in an ugliness which pervades their speeches and attitudes, and which affecfs all
referencés fo them at the beginning of fhe play. Despite their discord, however,
Shakespeare's Greeks appear to be concerned with their nation and fo be workind
fowo:ds its well—being,'v»fhfareas his :Froians show gréater .hormony, b;.lf are also
motivafed by individually selfish. interests.

—

The Greeks seem physically static, but are mentally ingenious and lively,

«

. ' f
. LY
) ]G. Wilson Knight, The Wheel of Fire (London: Methuen, 1954), p.47:
"The Trojan party stands for human beauty and worth, the Greek party for the
bestial stupid elements of man, the barren stagnancy of intellect divorced from
- . action, and the criticism which exposes these things with jeeri..., These two
primary aspects of humanity can ... be provisionally equated with the concepts
"intuition' , ond '~in1:e”ec}' or ' emotion' and 'reason.'"

i
|

o

L ey
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while the Trojans are dynamic in movement but verbally and intellectually slow.
Superficially, therefore, the contrasts between them crg clearly éef out when the
.ploy‘ begins; but as it progresses a variaffn in these established attitudes
becomes apparent. 1t is shown by alterations in the speech styles (and cqnfent)
of individual characters, and by the exchange of differing offitudes; s0 that

some of the features which initially characterize the Greeks are taken on by the

Trojans, and those-that characterize the Trojans, by the Greeks. .

‘ By examining Shakespeare's sources for Troilus and Cressida and his use of

them | shall explain how his selection and re-arréngen!ent of the incidents

emphasize the expediency and brutality of the Trojans as Svell as the Greeks.

Next, | shall show how there is some small hope for constructiveness among the

o

Trojans, at the beginning of the play, and some indication of a former standard
of ethics. (These are epitomized in Hector, who follows the lead of Troilus when

he turns away from these values, even though Hector is himself aware of their

v

significance.) Lastly, | intend to investigate the presence of the "romantic"
elements among the Greeks, by tracing the parallels between the situations of

Troilus and Achilles, and by emphasizing Shakespeare's suggestions of similarities

¢

in their attitudes and their actions.

a

The "romantic" and "martial" aims conflict with each other in th£urse

of Troilus and Cressida, and war is finally proved stronger than love, in terms:

of the play’s resolution. Although | consider that Shakespeare' s presentation
of these “"martial" and "romantic" elements (as | classify fhem){s different from
the traditional grouping of “war plot* and "“love plot" | shall nevertheless

1 separate the play along the latter, conyentional lines (which originate with the
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" that the means whereby Shakespeare received it remains unknown, Chapman

2 -~
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Y

two storiés of the Trojan war and the young lovers, respectively) in order to ‘ |

investigate Shakespeare’s use of his sources, and his consequent innovations.

/

It is probable that the sources of the war plot in Troilus and Cressida all -

originated in Homler, butthat Shakespeare did not obtain them dire;:fly from 4
the Greek, This is the c;pinion of Robert Presson (in 1953) and of Antony

Chapmadn (in 1975). Presson considérs that "the medieval tradition played &

large part ir‘\’the formation of the play ... [but that] the 'new' or classical

conception ﬁnh’oduced by George Chapman's English translation of the lliad]

must not be overlooked as a major source that influenced Shakespeare in writing

Troilus ﬂCr&ssidc."z And An’rony{\Cho'pmn judges that William Caxton's "

translation of the third book of The Recuyell of the Historyes of Troye, by

Raoul Le Fevre, is the chief bosis for the war plot of Troilus and Cressida, 3

o~

(Chapman ranks John Lydgate's Troy Book next in importance, and he cites the

Troilus and Criseyde of Geoffrey Chaucer as the main source for the love plot.)

He is of the opinion that the war plot material comes originally from Homer, but

-

r/ '

himself considers that the medieval variations of the legends taken from the

Iliad provide the most likely sources for Troilus ﬂCr&ssidt{ His authority for

vy
/

2 Robert K. Presson, Shakespeare's "Troilus and Cressida" andthe Legends ,
gf Troy (Madison: University of Wisconsin Press, T1953), p.8.

Antony U. Chapman, "The Influences of Shokespeare's Sources on the
Dramaturgy of Troilus and Cressida" Diss. Kent State University 1975, p.72,
citing "Coxton's Chronicle history of Troy as "Shakespeare' s principal source
for the war plot."
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“

this view is John Tafloc.k, who "had shown, by the end of World War |, the )
uselnessness of the: ninefeeﬁfh-cenfury del:;ofe on the relationship between
Shakespeare's chal:acfers and Homer's, By demonsirating that the sources of
the play were mainly mediev.al."4

Geoffrey Bullough, however, as editor of the Narrative and Dramatic

" Sources of Shakespeare, cites the Iliod as "Source |" for Troilus and Cressjda,

with the Metamorphoses of Ovid as probable "Source I1." He gives place fo

‘Lydgate's ‘Troy Book and to Caxton's Reéuzell only as "possible Source III"

and "Source IV" respgcﬁvely.s

Bullough lists the sources for the love plot as secondary to those for the

war plot; but-the other critics give prominence to Chaucer (and so to the love
plot), Kenneth Muir cites Chaucer, followed by Robert Henryson in The

Testament.of Cresseid, for Shakespeare's love plot, and considers Chaucer to be

Shakespeare's "main source® for the play as a whole.® E. K. Chambers also

gives primary importance ta the sources for fhe love plot, and allots first place

—

ﬂfo Chaucer.’7

)

\‘1'
{
\.
,,4John S. P. Tatlock, "The Chief Problem in Shakespeare,” The Sewanee
Review, 24 (1916), 138. .

5Geoffrey Bullough, ed., Narrative and Dramatic Sources of Shakespeare
(London: Routledge and Kegan Paul, 1966), VT, ix=x.

é Kenneth Muir, Shakespeare's Sources, | (London: Methuen, 1957), 6£.78.

Muir considers that, for the war plot, Shakespeare also consulted Chapman's
Homer (the first instalment, of 1598); possibly the translation by Hall; Virgil's
Aeneid; Coxton; Lydgate; and Golding's translation of Ovid.

_/ZChambers, William Shukespeare,.’l, 447.
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These variations in authoritative opinions are accounted for by Alice

Walker, who points out that alréady, in medieval times, Homer had been

" discredited os an approved source for the Troy si'ory.8 Then, Dictys the + ~ .

Cretan and Dares the Phrygian were preferred. Tl';eir most popular narrative
c:lisciple was Raoul Le Fevre., The Troy story came do'wn to him from Dicty$
and Dares through the twelfth—century writings of Benoit de Sainte-Maure

and the thirt;enth-century work of Guido delle Colonne. Le Fevre's Reéuzﬁll
was tropslcfed into prose by Coxton, in 1475, and becamé the most widel);

read account.of the Trojan war in sixteenth=century England. Lydgote's

- slightly later verse transiation of Guido delle Colonne came next in popularity.

Walker, however, concedes that Shakespeare shows "an awareness of (direct]
L /‘ .

t

Homeric material ."9 It therefore seems wisest to consider that Troilus and
J /
Cressida owes most to the [liad (probably in the "Seven Books" of George ’

Chapman's 1598 translation); to Caxton's translation of the Recuze”; and to
\

Lydgate's Troy Book, for the origins of the "war plot" within it.

Shakespeare makes only two other long references to the Troy story which
are of significant interest. These are lgofh concerned with the "war plot* but

they are also connected with the "romantic" elements in Troilus and Cressida ,
Yy

- as well, They occur in The Rape of Lucrece (of 1592) and in Hamlet {of 1601),

which is the play nearest to Troilus and Cressida for its probable date of composition.

8Alice Walker, ed., Troilus and Cressida (Cambridge: Univei's,iiy Press,
1957), pp.xxxviii=xli. : T

r«9 B
Walker, p.xlii. / o o

é
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Shakespeare’s long, early poem presents the story of Troy with the same
f 10, : - y
sefse of foreboding, '~ but without the depth of irony which later charact¥rizes

his freatment of the subject in the plays. In both Lucrece and Hamlet he

emphasizes the despair and gloom of the Troy catastrophe theme; and in both
of these two works, Shakespeare's own plots are concerned with violence and
the inevitability of death because of a crime in which the central character is

innocent (the rape of Lucrece by Tarquin and the murder of Hamlet's fcfhef“by

Claudius). In both he implies that the audience's, or reader's, familiari with
plie , fy

the significance of the Troy story will su‘pply fhelcfmosphz'ere of doom that pervades
his own tale of hopeless disaster.
;Sh.akespeare uses the Troy story in Lucrece to pc,rallei the plight of his
betrayed heroine with that of the Trojon women, and Lucrece contemplates
~ .
her suicide while she gazes at a tapestry which shows the downfall of Troy

(lines 1366~1442), The innocent Trojan women are depicted in it at one

place as fearing the deaths of their men (lines 1429-35) and at another ds

" mourning the loss of them (line 1376). And this same scene is the subject

of the Players' speeches in Hamlet (l1:ii:452-518), when Hamlet is contemplating

—

the use of these players in order to establish evidence of Claudius' guilt. In
the play, which was written nearly ten years later, the theme of Troy is not

only ireated tragically, as in Lucrece, but also with irony and a sense of humour.

o

0 Murlel C. Bradbrook, "What Shakespeare Dld to Chaucer's Troilus and
Criseyde," Shakespeare Quarterly, 9 (1958), 312, citing the Troy story asa
T disaster" which Shakespeare uses in his "most ostentatiously llferary work
Lucrece as an emblem of betrayal."
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"/Thus, in his Iaté: work, Shakespeare deals with fh; intensity of emotion
aroused by this popular theme with a touch of s;:fire; and he is prest.xmably
ridiculing its well-worn associations of cafc?frqphe ot the same time that he
uses erio;:sly its real sense of violence c.xnd‘discsfet,‘. We can therefor;& judge
from these references to the Troy story that for Shakespeare it was .conn'ecfed
with the id ea of destructiveness where crimes are committed against the
innocent; with the disastrous effects of war on the women of Troy, especic‘zlly;

and with an atmosphere of doom, which pervades these tywo works in which he

alludes to it. It is not, therefore, surprising that these aspects are also

particularly emphasized in Troilus and Cressida.

So we are prepared for the fact that Shakespeare includes the partially
"romantic" elements in his play about Troy, even when he appears to be only
: ) .

concerned with the war plot. The development of his‘cmbiguous treatment of

+the Troy theme between Lucrece and the later writing of Hamlet also prepares

us for Shokespeare's dual attitudes of seriousness fowards the disastrous story
and of irony in his manner of presenting it.

Virgil Whitaker points out that "any attempt to interpret a Shgkespeareon
play must include detailed comparison of that play with its sources" and that

"any deviation from them is likely to be deliberate." ") therefore intend to

»

”Virgil Whitaker, "Shakespeare's Use of his Sources," Renaissance
Studies in Honor of Hardin Craig, eds. Baldwin Maxwell, W. D. Briges, .
Francis R. Johnson, E. N. S, T&'ompson (Stanford, Calif.: University Press,
1972), p.188: "Any comparison of Shakespeare's plays with their sources
shows clearly that, in general, he simply dramatized the material before

- N <

1
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show some of the ways in which Shakespeare has given his own interpretation of

.the Troy story, and how these may differ from the conventional presentation of

~

with the actions of Hector and Achilles, and on the attitude shown by all the

warriors towards the women in the play, with emphasis on Troilus' treatment of

Cressida. Shakespeare wbuld have found it necessary to conform fo the audience’s .’

expectations of these chorc’cfers' established roles on the Elizabethan stage, and

he does this in his reproduction of many incidents which come from his sources.

But he also changes some of them, and-thereby e.mphcsizes his portrayal of the.

v
~

characters in small, but significant, ways, and adds depth and ambiguity fo the
traditional figures of the story. .
Shakespeare's own u;e of the'wcr plot dif’fers from its treatment in
his chronidled sources both by his ‘overcll interpretation (occording to
Robert Presson)]2 and by his development of the characters (occorciing to

Antony Chclpmun.)]3 Shakespeare allows for the demands of tradition

in depicting Hector's magnanimity and Achilles' brutality, and in

"

him ....," pp. 189-90: - taking it as axiomatic that whenever possible
Shokespeare follows his sources, the conclusion follows inevitably that any
deviation from them is likely to be deliberate and to reflect Shakespeare's
methods as a dramatic artist of his aims in writing the particular play."

]2Presson, p.7, siresses Shakespeare's interpretative affinities wnfh Homer
rathér than the medieval chroniclers, by s'rohng that "his chorocfers, like
Homer's, are mduvnduals rather than types."

I3Chc:pmcm, p.78, describes Caxton's work as a "formless history ... in
which chivalric honor or Lsm] the lack of it are fhe only forges motivating
the myriad characters."

its incidents in the sources. In this, I shall concentrate on Shakespeare's concern

)

’

’

-

-~
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4

emphasizing Cressida's promiscuity; while his own portrayal of these heroes

.o - also shows Hector as self-segking and Achilles as finally savage despite, and

not because of, the circumstances which precede his eniry into the battle.

L4

And his illustration of Cressida's licentious behaviour also shows that her -

actions are caused by the treatment which is meted out to her, as welhl as by,

her own inclincﬁgns'. These points are sfressea by various discrepancies

between Shakespeare's characterizations and the prototypes for ‘his protagonists,. *
which are foken from the cvhronicle sources for the war plot. They are also

illustrated by the way that Shokespeare has altered the emphasis in the events

! .
which he received from these earlier narratives of the Troy story.

The first appearance of Hector in Troilus and Cressida shows him

°

énuncicﬁng firm efhicé:l standards; but he immediately follows this by '
sypporting actions which contradict frhem. This scene originates in the medieval
sources, Presson points out that "Shc;kes;iaecre’s presentation of the Trojan council
' ;cene" is; in some wuys; derived from Caxton; H and, in referring to the

in{uence of Lydgate, Presson shows that the speeches used by Shakespeare's

Hector are derived from those of his prototype in the Troy Book, where the

Trojan leader wishes to discontinue the war. In Lydgate, Hector speaks against

the war because he considers that the Greeks are too powerful for the Trojans, -

and that his aunt, Hesione (whose abduction is the cause for their Council) is

/ . .

, too old to be worth revenge. 15 But he does, first, mention the "low" of

.4 Presson; p.138.

- . ]5Presson, p.152, where he mentions that this scene is also in,Caxton.
4 »
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' . . . 3 . 1
"naturis" which makes it "fittying" for the Trojans to put right such a wrong. 6

Shakespeare has placed these incidents fogefh’er in Troilus ond Cressida
(H:7i:72~193), so that the caution of Hector merits less praise than in‘;Lydgcfe,:
being so speedily reneged (Il: ii: 186=91), and his advocacy of }he laws " Of
Nature and of Na‘fions“ (N:1i: ]‘85) mocks the way inmwflﬁch L?dgai’e's Hector”
uses a similar phrase. (Lycjgcte employs it o stress the righteous indfgnal’ipn
of the Trojans when their aunt has been stolen, 7 but Shakespeare's Hector is
assigned the same words to describe the theft of iﬁelen, which is perpetrated
by them.) He then proceeds to further their immoral cause by ir;lmedictely
agreeing to continuation of the war.

Thus, when Hector undercuts the ethical pasition he has just built up, in

Troilus and Cressida, he is shown not as cautious or righteous (as in the separate

A

incidents of the Troy Book), but as a leader whose integrity is uncertain. The |

volte-face of Shakespeare's Hector stresses his favour for his brothers' enjoyment
, p joy

of war, and it emphasizes his irresponsibility, depicting him as capable of actions .

a
“

which are selfish, abrupt émd inexplieable,

3
3

.+ Thus to persist
In doing wrong extenuates not wrong,
But makes it much more heavy. Hector's opinion ™
Is this in way of fruth; yet ne'er the less,
My spritely brethren, ‘| propend to you .
In resolution to keep Helenstill, . > - \
’ For 'tis a cause that hath nio mean dependance .
Upon our joint and several dighities. (11: 7i: 186~93)

L8 a / . . 'Y
Q L /\ ?

16 Presson, p.152.

FESNN

7 Presson, p.153. °

o
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Unlike the sources, Shakespeare apparently attributes Hector's motive for
o ' .\
continued fighting only to his:share in his brothers' desire for fame, and nof to

. <

_any caution or care for his fomily\ and compofriofé.
The r;aocfipn of Paris to the caution of Hector is also taken from Lydgate,

where Paris volunteers his intervention to rescue Hesione; and the warnings

given to the Trojans concerning,the doom of Troy are given by Lydgate, as
18

well.'" But there they are voiced by Helenus; the seer. Thus the interaction

a
ko

of the Trojan princes in Shakespeare comes unaltered from Lydgate, and preserves

" the same division between those wishing for war and those desiring peace.

N » R

Shqkespeare, how;.ever, has chcnged the emphasis on the warnings; « for, instead
of giving first importance to the protests of Helenus, he makés his forebodin.gsb

. mere preludes to the crie; of Cassandra. In this way the drama strengthens the .

atmosphere of fear and superstition aroused by her prophecy in Troilus and

. —

Cressido; and it also goes further than the chronicles in stressing Hector's

disregard both for the voice of the gods, and for his sister as an individual, -

“ 4 o '
The scene in Troilus and Cressida in which the Trojan women try to prevent

. Hector from going out to his final battle has origins in both Lydgate and Caxton.
? ! -
* But Shakespeare has increased the role of Cassandra there also, beyond that
w‘,hicl:h is attributed to her in the medieval stories (for example, Caxton dispénses

~ . . ° ]
. .even with her nominal presence, mentioning only that of Hector's "susters"). ?

s . 5 , ’ 1

IS
- =
s
~ . 3
o

18 Presson, p.153: "The council is suddenly abashed by Helenus' warning. ..'
wChapman, pp. 128-29. o ) S ,

]
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: Morgarefon.(. (Shc;kespeare give.s:Mcrgcrethon a part in his,p]cny at V:vii: 13-23,

" predecessors by omitting the presenge of Hector's children. ‘ . .

“his counfry. They also show that the domestic world which Hector fheréby 4

" or in fhé/'l_'r_gz]Book." : ;

- . 4.
Thus Shakespeare emphusvizes traditional sympathy for the doomed Trojan womén
a - y

and innovatively s.freis:as‘ the importance of Cassandra as the voice of religion, .,
not just ds a member of the Trojan family, Shakespeare's Hector is unique in

. & N . . . s
.using his vow to the gods (that he would return to battle) as a reason for going *

_ . SN \ ‘ B &
against the. domestic entreaties; 20 o in the account by Lydgate, Hector gives )

e {

¥ : . 4
in to their pleds until he is droused by the death of his bastard brother, .

but aithout directly connecting him to Hector.) And Shakespedre also makes

the scene of ineffective dissuasion by, the worpén different from its literary

21

. v £ . ,
These points all show that the Trojan prince, in Troilus and Cressida, pays

apparent respect to religion only whére his own vow (and implied wish for fame
¢ . P

as a warrjor). js concerned; that he pays decreasing attention to the voice of

brophecy, as the play proc;eds (for in ll:ii Hector shows apprehension on hearing

Cassandra, but inV:iii-he disregards her, when swayed by Troilus); and that he

finally sets his ambition for persor‘ml glory ahéad of family, religion and duty to.

-~

+*

repudiates is presented less sentimentally, by Shakespeare, but with more sense B
. 4 - .

. ) ' o
.
o L4
)

. R .
-, -

Presson, p.60, pointing o0t that this Shakespearean innovation gives the k4
Trajan prince "a justifiable reason for combatting the logic of Prigm, the seeming ’
phantasy of Cassandra, and the dream of Andromache (and] strengthens Hector's
character ( making him) a match for the emotional women," N
2] Presson, p.60: ",Shul;espeare intentionally omitted from his plloy reference

to Hector's children, since he could not overlook theit presence in ﬂ;e Recuyell

z

v




L

\

L

religion from that shown by his predecessors in the sources, it is ndtable that

that which was for“mérly connected. with the hGmanty motivated gods of Greek

- ' . o . 35.

of universal doom than it was by the earlier chroniclers. .

:
.

In disfing}ishing the attitude of Shakespeare's Hector towards etHics and ’ .

the character drawn by Shakespeare has greater moral responsibility for his own
actions. JAs Presson points out: "Shdké'spe'are disengaged the Homeric deities from

L3 M » . . - . 22 » ’ ‘ N
.. .direct participation” in the war; ™" and this suggests that the references made

" . - ' .~ " - A )
to "the gods" in Troiluynd/Cressida indjcate a more abstract spirituality than '
= - Bl 5 \

¥

i

2 =

~ mythological fradition. (A;md the interference of these Olympians in the Trojan

conflict, in Homer, removes much of the onus of responsibility frem the mortals. ) e

Thesmoral load carried by Shakespeare's Hector is thus heavier than that of his - o

predecessor in the lliad; and the behaviour of Hector, which is illustrated by .

the medieval chroniclers, shows less irresponsibility than it does in the later. ©
Shakespearean characterization. Presson judges that the Hector of Troilus and

Cressida is Blinded by "love of personal.fame and glory,"23 and this seems to be

particularly exemplified in the incidents | have .mentioned. Thus, in his

N -

- development of themi, Shakespeare illuminates Hector's shortcomings, as well as

portrayirig his traditional virtues,
-~ An investigation of the episodes involying Hector and Ajax, both in the

o "

sources and in Shakespeare's pio}, shows that the wrath expressed by Hector

L3

[ s

'22Presson, p.50n, | - T

) 2 Presson, p.138.
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against Ajax, who has "cop'd himygn the battle” (I:ii:32) is original to Troilus~
u ggiCressida.24 But the peaceful end to their duel is not. Hector's wish to *
discontinue the duel becausé of his kinship to Ajax originates in fhemsources:

in Lydgate, Hector exptesses his desire to cease fighting as the two warriors
/

are related, but Ajax refuses to stop; 25 while, in Caxton, as in Shakespeare,
; :

Ajax agrees to end the fight and embraces Hecﬁor.26 Shakespeare has thus

ehosen that version of the combat which gives as much credit for peace-making

to Ajax as to Hector, and he adds nothing to increase the Trojan prince's

>

§
fraditional magnanimity.

So, although his presentation of Hector's nobili'fy and goodwill conforms to

S

expecfu;ions in the ,scenes wit‘h AJOX: Shakespeare chooses to show the Greeko‘
sharing the role of Eeacemcker with Hector, following his prototype in Caxton
instead of that in Lydgate. And in the scenes co@erning Hector's challenge,
Shakespeare differs from his soui'ces\g‘y infroduc?ing a dellay between pronouncement
of the challenge to the Greeks (by Aeneas, at \I: iii:265-8?;) and its actual

.enactment, which occurs only at IV:v:65=155. Thus he lengthens the intervening

episodes between the challenge and its implementatjon, giving both time and

*

24R. A. Small, The Stage Quarrel Between Ben Jonson and the So-Galled
Poetasters (Breslau, 1899: rpt. New York: A.M.S. Press, 1966), p.168:
"The first part of the scene (I:i:1-46) seems to be introduced for the express
purpose of making a place for this description; for the defeat of Hector by -
Ajax, and the consequent wrath of Hector, find no place in Caxton's Recuyell
or in the lliad."

25 Pressori, p.146.

26Bullt.':ugl‘a, p.%4.
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¥ f
opportunity fo reveal the hypocrisy of Trojan chivalry. The overall effect of the

changes in these incidents is to lessemrthe nobility of Hector, who is cited as the
exponent of courtesy in l:iii,” hut who is already shown to renege and neglect

his duties of chivalry by the time that IV:v is presented. Shakespeare therefore

" does nothing to improve Hector's image, and his biased presentation seems fo

undercut our wholehearted acceptance of the Trojan prince's integrity.

Caxton's_narrative stresses the characteristic magnanimity of Hector, which
) w - t
Shakespecre exemplifies at times (for instance, in that "final act of generosity
that will cost him his life, when he lets Achilles escape unharmed in the
battle, at V:vi:14=21). Hector's mercy towards his opponent, and Achilles'

s:;&quent assassination of the Trojan, are vivid portrayals by Shakespeare of

the one as "the soul of honor" and the other as "the onorable braggart and

28 '
bully."”" Neither of these characters, however, is as nequivocally virtuous

or $icious as he would be if Shakespeare ha#eproduc the events exactly as
they are recounted in the sources.

Shckt’:speul:e highlights the incident of Hector stripping the arrr;our from an
unknown soldier whom he has "hunted for (F\is] hide" (\/:vf:31), ond»ul_\fhough
this comes from the sources it is shown m fhem with less discredit to Hector.
Caxton's version of the incident islkindes’f to him: in the Recuyell Hecl't;r is

surrounded by the Myrmidons ofter he has killed Patroclus and while he is taking
: ' *

N -

L N
27 mall, p.159.

.28 Chapman, p.134.
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e . .2 ‘
his victim's armour, and he only norrowly-escapes.” .In the Troy Book, Lydgate

shows Hector stripping an unarmed corpse of its accoutrements, but not as pursuing

a live soldier for fhem.3o Shakespeare's Hector, however abandons courtesy
towards an fhferior and favours savage opportunism, Thus, the character in

Troilus and Cressida retains the apparent chivalry which is atfributed to Hector

_ in the sources, but also shows his hypocrisy, by displaying the greed of his nature

in warfare, v

1

The éersonai description#of Achilles are presented with heavy irony in

¥

Troilus and Cressida, and although these originate in Caxton, Shakespeare has

altered their effect. In his play they are usually uttered spitefully by Ulysses,
or boorishly by Ajax, and not used sincerely% they are in the chronicles, But
the phrases themselves are quite similc:r.s'I Ulysses' description of Achilles as

"plagu'y proud" in Troi lus and Cressida (I1:ii: 177) does not, however, have its

precedent in Caxton. As Presson points out, the only source for Achilles'

: 32
overweaning pride, as Shakespeare sets it out, lies in Homer  (and it is really

only in that epic that the character of Achilles is drawn at all, for in the other

-

narratives his portrayal is merely episodic).

29
Bullough, p.197. !
30 Presson, p.151, quotes those lines Aom the Troy Book which describe
Achilles' sight of Hector "taking the armour from a corpse on the battlefield."
31 Small, p.158, quoting from Sommer's edition of the Recu ell: "of
right grete beaulte ... an hyghe man of grete stature ... desyring to fight."
In Jroilus and Cressida |:iii: 142, 162, 176> "The great Achilles‘; " "the
large Achilles:" "Sir Valor...." \ ' —

32 Presson, p_.26.




39.
’ .The' Achilles of Shakespeare owes his prit:ie c/nd4ﬁ§"<;nger to Homer; but
his other characteristics,are not notably derivative. ‘AMhough Shakespeare' s
Greel%sb use a derogatory way of describing Achilles which is apparently
. unfldttering, their words also emphasize his courage and physical grandeur, as 4
v,vg‘lll as his' t‘radvifional f.cillings. Significantly, Shakespeare introduces one
comment on Achilles made among his opponents, by Cressida, when she repec:fs
the current saying that "Achilles is a better man than Troflus" (at 1:ii:247).
So Shakespeare is in this way subtly asserting the real valour of Achilles and
also stressing his unpopularity among his envious and dissatisfied fellow-countrymen.
Some differences between Shakespeare's own interpretation of the characters
and their original actions in his sources»are due to his alteration of the chronological
order of evénfs in the war story. This changes motives for some of the-actions of
/fhe heroes and varies the emphasis on others. The chcnge.in chronology

4
. particularly applies to Shakespeare's characterization of Achilles, because that

hero's threats to Hector are less excusable {at Troilus and Cressida, 1V:v:242-51)
3

than they are in Lydgate, where Hector has killed Patroclus before Achilles
‘insults him. In the Troy Book this gives a cause, which is absent in Shakespeare's

.play, for the Greek's"personal anger against the Troicm.33 Achilles' threats

: !
therefore lose much of their emotional impact in Shakespeare's play,’ and appear

~2
unnecessarily brutal,

. ; )
33 Presson, p.51, describes Achilles' encounter with Hector at the Greek
camp as it is given in the Recuyell. On p.147 he mentions the same incident
occurring in the Troy Book, where Achilles vows "above all to revenge
Patroclus' death."

3 H
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; His mohve for avoiding the baffleﬁeld (which is_that of wooing Hector's

sister Polyxena) olso fails to win sympothy for Achilles in the plcy, because of
the hidden way in which Shakespeare presents it. Achilles' love is shown as
comparatively unimportant by Shakespeare (when compared to Cuxh‘m)34 because
of the ridicule accompanying Ulysses’ mention of it, in one of the very few

allusions made to Polyxena in Troilus and Cressida (11i:11i:212); and also”

because Shakespeare shows Achilles to be preoccupied by his homosexual affair

<

with Patroclus. The mutual affection of Achilles and Patroclus is obvious in fhe|

liad, and is mentioned in the sources, but only Shakespeare connects it so -

directly and openly with Achilles' refusal to fighf.35 Thus Shakespear?

emphasizes Achilles' "

romantic® involvements for most of the play, and
effectively reserves his ferocity for Achilles' final expression, in warfare, of

savage wrathfulness., ,
.

The contrast between Achilles' peacetime and wartime capacities for -
showing emotion, and his equivocation between personal and political loyalties,

make Shakespeare's character in Troilus and Cressida far more complex than his

predecessors in the chronicled sources, This is due to Shakespeare's double .

o

presentation of him as both the wrathful warrior of tradition, who comes "martially"

»

34 Presson, p.23, describing Achilles’ lovefor Polyxena, in the Recuyell, as,
“the cause and beginning of a mischief that reduced Achilles to inactivity and
even led him to plead for peace between the Greeks and Trojons." Shakespeare
therefore ynderstates the effect of this love on Achilles, by comparison,

5Presson, pp.27-28: "“Such a motive for Achilles' continued secession is
Shokespecre s own, though the aoffection of Achilles for Patroclus is obvious in
the eighteenth book of the lliades."

$ -
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to, life when aroused by. revengeful anger, "nr’\d as the potenficl husband of
Polyxeha, who seeks a peaceful Ii\fesfyle\but whose "romantic" aims are
thwarted when his male lover fatally precedes him info/the b;:ftlé. But
Shakespeare makes the first of these two réles .fcr more clearly evident than
the second one.

Shakespeare gives two reasons for: Achilles' wrathful return to battle (at

V:v:30-42) and these are the death of Patroclus and the attack made by the

Trojons against Achilles’ Myrmidons. These events occur separately in the

\l - -
sources for the war plot. In Homer, Achilles' anger is aroused by the death

of Pafro;:lus as insfontly.as it is in Shoke%pjre; but in ch;on, Achilles
re-enters the fight because o'% the slaughier perpetrated among his Myrmidons.3
Chapman considers that Shakespeare plays down the-effect of Achilles' wrath

by describing it indirectly fh‘rough—fhe speech of Ulysses; but ﬁl disdgree with -
Chapman, because, elsewhere in the canon, this style of rncrrafion in no way
detracts from the emotional effect of an evenr.37 In fact, in Iﬁ_l_u_s and Cressida
this Iong-::wcited approval of Achilles on the part of Ulysses, in place of that

!

leader's preceding insults and warnings, contributes to the sense of exultation

3 Chapman, p.127.

37 Chapman, p.130: "Shakespeare ... dismisses the whole problem of the
srath of Achilles, on which all of the earlier movement of the war plot has been
‘/zased, in the few lings\of Ulysses' report at V:v:30-42." But | consider that
"this - moment of hearing fhe news that Achilles has returned to the battle is
presented by Shakesgeafe climactically. And there are other important events
in the canon which&lso provoke great emotion even though the audience learns
of them at second~hand; for example, Gertrude's account of the death of
Ophelia, in Hamlet (IV:vii: 166-83). '

b3
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among the Greeks as they finally go into action. It also brings together, within

" the play, the victory of the "martial" elements and Achilles' own rejection of
. interest in the "romantic" elements, as he renounces his role of hopeful suitor

" and becomes only the brutal fighter of tradition.

Overall, therefore, Shakespeare's Achilles is motivated more complicatedly
than his prototypes in the sources, and he needs a greater impetus to make him

1

reject possible "romance" for a totally warlike style. But once fh‘e Achilles of
Shakespeare becomes énﬁrely “martial" he combines the fiercestv and most brutal
'fraifs of Jhis\ pr‘edece'gsors in'fhe savagery of his revengeful actions. Achilles kills
Hector ur;chivolrously in chfon,38 and his slcying‘ of Troilus (in both Caxton and
Lydgqfé) sets the example for his slaughter of Hector in Shakespeare, where he
surrounds his victim with his M);rmidons and outnumbers him mercilessly
(\/:viii:5-22).39 (But, according to Chapman, Shakespeare is alone in
portrqyi;gichillés as standing by while hi; cohorts do the actual killing. )40.

-] .
Presson states that Achilles' murder of Hector is extenuated in Lydgate because

‘Agamemnon instructs him to slay the Trojan prince by superiority of numbers.

-
+

3 Presson, p.75: "Achilles finally achieves victory by slaying Hector when
he is unarmed." '

39Prasson, p.78: " it is possible that [Shakespecre] fransferred to Hector's
death the circumstances undée which Troilus meets his death as it occurs in the

Troy Book and in the Recuyell."

40 Chapman, p.136: "Having the Myrmidons kill Hector, rather than having
Achilles do so himself (V:viii: 10) seems fo be Shakespeare's own addition to the
story "

ol Presson, p.77. ’

»
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. play, as "romantic.'
r
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He also points out that the details of Hector's body's being dragged ‘come fr;)m the °
Hliad, and those of its being attached to his horse'§ tail from either Vergil‘or
Mc:rlowe.“'2 Shckespecré has attributed all the sovoge;t and most cowardly
incidents from the sources to his Greek hero, while depicting him, eorlier in the
' This shows Shakespeare's Achilles to be a man of extremes.
Once he starts fighting, he is vindictive and ruthless, but before that he is
vacillating and hesitant, and reluctant ‘to be involved in the war. |

Shakespeare has changed the actions of the minor characters little from

those of their originals in the sources, and his delineation of their personalities

is therefore not marked. But these characters in Troilus and Cressida are of

interest because Shqkéspeare uses them to illuminate the major protagonists, even

though they have wa original characteristics themselves. Presson considers that

Patroclus is shown only as a hindrance to Achilles and as a participator in his

.insubordinofian, by Shakespeare; 43ﬂ but | c’onsider that Patroclus' significant

lines give some depth to his own character and certainly add dimensions to that

f

of Achilles, For Patroclus regards them both with objectivity when he says:

They think my little stomach to the war,
And your great love to me, restrains you thus.  (lll:iii:220-21)

-

And he understands his fellow Greeks, with their threat to neglect Achilles' fame,

when he points out that:

2 Presson, pp.76-78.

43Presson, p.66. - ' | > .



+ Omission to do what is necessary
Seals a commission to a blank of danger,
And danger like an ague subtly taints

Even then when they sit idly in the sun. . (I1iii:230-34) )

These two speeches show that Patroclus is both realistic and perceptive; and his//

urging of Achilles to retrieve his lost glory, at t.he expense of their love affair,
suégests his own unselfishness. Patroclus’ words and his importance to Achilles,
as the companion to his wifhdl:a\;rcz;l from the battlefield, originate in Shakespeare®,
i\lone of these is derived from any source material.,

Shakespeare has used several different sources for depicting Ajox: He

45

combines two heroes of that name from Homer and from QOvid, "~ and draws Ajox
as the typical buffoon of sixreenth-cénfury Interlude trodition, ridiculed

obscenely and consistently gross and ungainly. Shok&spéc:re, however, also

develops Ajax' capacity for kindness, moderation and even for some tolerant

' oi:iecﬁvify, in the later part of the action. This is strikingly different from that

character's foolish anger and vanity in the early scenes of the play, and from
his traditional behaviour as a stupid, insensitive soldier.

+ The Thersites of Shakespeare is considered to be amplified but not changed ~

s - B

| o

44 < " ' g “
_ Presson, p.27. See n.34 above.

4 -

> Bullough, p.B8, considers that the Ajox of Troilus and Cressida is drawn
from Homer's Ajax Telamon (lliad X1); Lydgate's Ajax Oileus (who is
"boastful'); and is influenced by the Ajax of Arthur Golding's translation of

Ovid's Metamorphoses X111, As Bullough points out: “the dramatist had already .

used this Ovidion passage in The Rape of Lucrece (1394-1400)."

-~
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significantly from his set part, in Homer, os “railer" against the wcr.46 In

Troilus gnd Cressida he is even more vu|gcr,47 buf this is probably due to his role

in contemporary Interludes, and there is little indicoﬁonl of his own character
. development.in the lines given to him by Shokespegre. But, as in the ccs.e‘ of

Ajax, there are some subtle changes suggested in his attitude between:the
| beginning and the end of the plc;y, and these are expressedAby Thersites' part as
| - : . .
; a mediator. Shakespeare's full characterization of Thersites is therefore not
entirely Iimited totfulfilling. his role as the cynical and vitriolic tommentator on
the follles of the wcrfurmg Greeks /

Chapman consnders that the last seven scenes of Act \ hcve been culled and

edapfed "accurately and ingeniously from the medieval sources, except for the

. ., 48 . .
actions of Ajax and Thersites. ~ For instance, in Caxton's account of the battle,

Diomedes takes Troilus' -horse and sends "hit to Breseyda" as the token of proving
himself her knight; this is the origin of Shakespeare's V:v:1-5. And in the
account by Caxtor!, Diomedes and Ulysses go to Priam as envoys asking for. the

return of Helen to the Greeks, which explains the enmity between Aeneas and -

-
>

| 4<f’H Ulrici, "Is¥ Troilus and Cressida ' come:fy oder 'tragedy’ oder
" “'history?'" Shakespeare~Jahrbuch, 9 (1874), xxi, stating that Shakespeare
generally follows medieval tradition in his depiction of these characters, but,
while Troilus as @ warrior comes from chfys and Dares, Thers:tes is developed
entirely from Homer. '

47 Presson, p.90: "“Homer's Thersites does not express himself in the
colloquial or vulgar style employed by Shakespeare s (and Heywood's)
Thersites ...."

48Chapmar;, p.132. . ‘ | .
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and Diomedes in Troilus égﬁi_Cressidc at IV.:i: 10-33.]" So Shakespeare is ’ <

.following his sources in delineating thecantagonism between these characters.
, Shakespeare's Aeneas has significant origins by hame, qn’d‘ his role as
survivor of the Trojan catastrophe also underlies the Use Shakespeare makes of
’;/

him in the p.luy. Aeneas' presence emphasizes the most critical moments when

Troilusivacillates between "romantic" and "martial" interests; and although

the characterization of Aeneas himself is slight, it is innovative and therefore

- .

significant in Troilus and Cressida.

»
~

Apart from these minor characters, the depiction.of Ulysses by Shakespeare
also owes much to his sources, yet has some individuol traits of its own.

According to R. A, Small, the ;Hdrocter of Ulyss;as in Troilus and Cressida,

corresponds to the description of him in the Recuyetl (in that source he is said
to be "deceynable ... subtyll ... (a) right gretel(lyar ... (gnd) besh:
bespoken").50 Shakespeare emphasizes these characteristics, and gives added
depl;h' to them. He also.gives to his Ulysses mu:ch f fh"e— governing power that

in Homer belongs to Nesfor,SI and makes him the manipulator among the

" dissenting Greeks, who shows up their official le ders as inept (this is

\

4? Presson, p.122,

ioSmoH', p. 158, quoting from the Recuyell.

©

4 See especially Presson, p.140.
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“be faintly influenced by the scene from the lliad V1, where Hector tebukes Paris

o

. 47,

£ ’ ‘ [ .
*

Ulysses extends the role of his prototype in the lliad; 52 and, as Shakespeare

- 1
- 7 .

leaves out' what Presson characterizes as: "the honorable reason for Achilles’
: 53 . . '
withdrawal"™" from the bdttle, his Ulysses becomes all-important among the

Greeks in his negotiations with Achilles, because Agamemnon's "insuylt" (from

Y

the lliad) is omitted. Thus, the most important result of Shakespeare' s -

o

re-arrangement of his source material in the later portrayal of Ulysses is the

- emphasis placed on that leader's part in provoking and manoeuvring Achilles - .

“ 3

towards the slaying of Hector, ' 7 : mi
The scenes concerning Cressida have no real emotional basis in the "wor

plot," as she is entirely o matter for the love story; but there are evens in

* the war plot.sources which have been taken by Shakespeare to illustrqte some
. S

of her actions. In the Iliad there is a precedent for Cressida's viewing the battle

(shown’in Troilus and Cressida at |:ii: 178«247), when Helen identifies the Greek

-
c

-warriors’ for Priam.54 And it is notgble that Shakespeare does not use Helen in’

- . e 5.

this part of his interpretation, reserving her appearance until lll:i, where,

Pandarus comes to het "court." This later scene is mostly original; but it could

}

o -

-

52 Presson: "Ulysses in both, (Chapmcn 5 tronslchon of the Iliad and -
Shakespeare's Troilus and Cresuda) is the power behind the scenes nes and
the true ruler of the army ...." )

% ‘ .

>3 Presson, p.142. .

{

>4 Presson, p.115, n.2: "In the lliad, Book 111, Helen identifies for Priam
the Greek warriors as they appear on the field." . .

S

[
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,‘ for soniﬁg'with Helen; and it is probgbly derived in situation (but not tone)

- kisses; but tHere is no precedeni\fof either in V:ii, the climactic scene of the

:
' “ .
- . .
' N . 48
0 .

' .
o - PR 7

from Troilus g_d_grisexde.ss -And, the emphesis fhc’#/Shakespeore gives fo .- - |

the atmosphere of corruption and sterility surrounding Helen, .in Ii:i of

. Troilus and Cressida, has no precedent in literature.

, . L
There is some precedent for incident, but not for interpretation, in the

first p:Jrf of IV:v. (lines 16-63) where Cressida is received by the Greeks with } ’
[} \ * * ©

play's "love plot.” In the kissing scene of Troilus and Cressida her promiscuity

is suggested; and in the scene with Diomedes it is given emphatic visual proof
(to the audience, to her former lover; and to the Greeks who condemn heg, e
. o ) . .

Ulysses and Thersites). The kissing scene is a cruel’ parody of one which is

presented wi thout irony in the sources,- ’for.in‘Coxfon the account of Breseydé:'s. .
A o _* i “\
arnval at fhe Greek camp relates how she was welcomed with feasting, and

’

with a gift of a jewel from ‘each ‘of their lec:ders."57 Shckespecre has thus debased . -

:

. ) . - - -

Y L , : .

N . * - : 3

B L ‘
N ~ . -

oo T -

{ . N .
55Chupmon, p.23, considers that this scene may have been suggested to
Shakespeare by Chaucer's "principal appearance of Hel at @ dinner’party,
which is Pandatus' means of bringing Troilus and Cressida fogefher) but that’
"the Helen Shakespeare presents seems to be of his own devising. with, perhups, "
a hint from the |||0d Book 6." :

)

36 ‘
Chapman, p.60: "lis action represents a situation not found i m any of - N
the known sources and is presumably of Shakespeare’s own devising." '

5 o
Bullough, p.94, points'out that the kissing in this scene is Shakespeare's .

' innovation. He mentions that in Caxton the name Briseyde (latervhanged to

.Criseyde, and so possed from Boccaccio's Filistrato to Chaucer’s Troilus and - L
Criseyde) originates in the lliad story of the slave girl taken by Agomemnon on from
Achilles. This action causes es Achilles to wnthdraw from the buﬂlefleld, ins .
Homer. “ y . '

° . . N .
i a’ ‘
. ‘ . f '
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the episode with discredit to all its participants. It is notable that those scenes

in Troilus and Cressida which are entirely original are bitterly ironic. They

‘

_concern the women of the Troy stories, and they- emphasize the callousness and
. \

\

B ‘ .
cruelty of the Greek men towords them, at the same time that they display the . .

H .
undignified licentjousness of Helen, among the Trojans, and of Cressida, among

o

the Greeks.” ( '

The character of Cregsida is de?eloped in the love plot and not in the war

plot, and this also applies to the character of Troilus. As the warrior, .

v

Shakespeare's Troilus conforms to I'sis3 original rele, in the "war plot"/sources;

@

. but as the lover of Troilus and Cressida his complex characterization should be

&

re

compared with its prototype in Chaucer, whose Troilus and Criseyde was the

1

main source of the love plot for Shakespeare,
. ~ N i r‘ . .
- . Most' of the critics consider that Chaucer is a source for Shakespeare's

Troilus and Cressida, although Bullough cites Henryson as Source V (and as

analogue), the lost manuscript of "The ' Troilus and Cre;sidc: Plot" as a

possible Source VI, and noiﬂ:ably excludes Chaucer's work from this Iisi'ing.58
= poo T /
In his introduction to the play itself, however, Bullough states that the

characters of Pandarus and of "“Troilus in love" are both taken from Choucer.59

H. Ulrici cites Chaucer as the closest and most distinguished source for

-~

Shuk;speare' 5 play‘; 60 1otiock states that "Shakespeare made much use of

A3 / . »
58Btl;llc’ugl'n, pp.ix=x. . - ‘ -
"59Bullough, pp.94-95. - a ) S
6(.)Ulrici, P XXXV ' .
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Chaucer; wbl whilﬁhombers (as 1.havé alréady mentioned) considers that .
\ T " ' Chaucer's Troilus and Criseyde was the primary source for ShaKespeare's drama

) S of the same n<:|me.6é It is doubtful whether the text of Troilus and Créssida is \‘

greatly influenced by the other source of the love plot which these critics :

¢ " - the Testament of Henryson. But its heroine owes much of her notoriety to that -

. poem, which appeared together with Chaucer's, in the fifteenth century, and
Qo “ ~

which was generally accepted as the didactic continuation of Troilus and Criseyde.

Its "addition" probably accounts for the increasingly debased reputation of

Cressida during the fifteenth and sixteenth <:enfuries.63 Even though "the ]

' Elizabethan writers did not know. the origin of the Cressida myth,';éd' she wos

. nevertheless constantly depicted in her traditional role as the personification of
T
wanton infidelity.

4

, Shakespeare's own attitude towards Troilus and Cressida, outside the play

. of that title, is condempatory and distasteful in each mention of her: for example,

. [

he evokes the effect of Henryson's poem (which emphasizes the disease and the ' L

poverty associated with her leprosy, inflicted as punishment for her prom'iscuify) C-

- ¢ /

in Twelfth Night (l11:i: 54-61) by o reference to "Cressida- (05) a beggar;" and

1

) : : ! . '

. 61 Tofléck, "The Siege of Troy..." p.722,

' 6?Chambers, p.447. Seen.7 above.
% 63 Hyder E. Rollins, “The Troilus-Cressida Story from Chaucer to -
' Shakespeare," Publications of the Modern Language Association, (1917),
396-97. ' '

—

. “Rollins, p.401,
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in Henry V (11:1:80) by. the words: ' lazar kite of Cressid's kind." | But he

alludes more sympathetically to the lovesick Troilus in The Merchant of Venice

(V/l 3-4). Small considers that, in'Troilus and Cressida Shdkéspeare moditied

his character of Cressida "to accord with the traditional notion that she was

u
M

fickle and light from the b'eg'inning, and that, in so doing, he was conforming
to contemporary frodifion.65 And fhé Elizabethan attitude towards qi;he three
stock figures of Shakespeare's play éxemplifiefi ridicule, contempt and
denunciation of both Pandarus and Cressida, buf\iron%c sympathy for the betrayed
lover, Troilus. ‘ 3

The 'c'tmosphere' of Henryson's poem with its fin/cl condemnation of the °
beggared Cressida, who'is unrecoénizcble to Troilus, 15 reflec(fed in Shbkesp;\ore's

N ' ¢
treatment of the love smry,66 But, although hiS'incideﬁ‘s and characterizations

are apparently biased against sympathy for Cressida, and in favour of Troilus as

the victim of her inconstancy, there is an undertone of irony directed towards, T
»

vthe helplessness of her situation and-towards the unchivalrous freatment of

Cressida by «all the male protagonists, in this play. This irony also ridicules the . °

self-centred posturing and sorrowing of her Trojan lover.

163 Small, p. 156.

t

b6 Bradbrook, p.313, pointing out that, although “Shakespeare made o
direct use of this poem, the disease imagery from the Testament has been ° L
"dissolved into the general |onguoge" of Troilus and Cressida, ond info "the
person of Thersites" as he is drawn in the play. (In this\connection, Rollins, -
p.428, cites Cressida's use of the word "plagu'd" at V.#ii: 105; " | should also
add Thersnt&s word "biles" at 1:1i:5; the references he makes to "lazars" ot
Ii:§ii:33 and V:i:65; and Cressida's own suggested comparison of herself to
a bell, which a leper carried, at IV:ii: 108=9: "Crack my clear voice with

‘ sobs, and break my heart/With sounding Troilus.")

[
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Chaucer sets the pl:ecedenf for Troilus’ indulgence in self—pify and
/ 1

N . W
humourless despair, but his irony towards the hero is more sympathetically

directed 4han that of Shakespeare. Shakespeare also takes the lover's lack

of realism', which is followed by his acceptance of Cressida's infidelity, from’ '

Chaucer, but these are altered by the quickened pace of Troilus and Cressida.

7

Shakespeare presents the sequence of events so hastily thot the gentler emotions
N * » ’ v
of the leisured poem appear distorted and crude,67 and our reactions to all the

protagonists are thus harsher and more shocking, Chaucer's Troilus discovers

Criseyde's unfaithfulness by means of a dream, and at first he refuses to accept

his sister Cassandra's interpretation of it; 68 and even when he does believe

her and l;nows\ghaf Criseyde is probably unfaithful to him, Troilus still loves

his mistress: :
But natheles, though he gan hym dispoiré
And dradde ay that his lady was untrewe,

Yet ay on hire his herte gan repaire. ' (V:1569-71)

g ) . . . n‘ 9
In the poem many days pass while Troilus comes to this realization; =~ whereas

in the play the hero experiences all the disillusionment of his love affair in less

-
67Brcldbroé|<,_p.3'l5, describes Chaucer's Criseyde as "dissolving her
hésitancies only at the last possible moment, ofter three separate stages in
the wooing have been depicted, and several years are supposed to have
elopsed.” ’

68Geoffrey Chaucer, Thwe Works of Geoffrey thoucer, ed. F. N, Robinson,

2nd éd. (Boston: Houghton.Mifflin, 1957), p.476: Troilk ond Criseyde, V:1520-26.

69Ch6ucer, V:1538-39: "And doy by day he gan enquere and seche/ A
sooth of this with al his fulle cure;" while, at V:1574-75: "And in his herte
he wente hite excusynge,/That Calkas caused al hire tariynge." Thus Troilus
still clings to his hope that Cressida is true. ‘

!
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than an hour of watching Cressida with Diomedes. And,/ﬁé/hhough Shakespeare's
Troilus also confirms that he still loyes Cressida, despite her infidelity, his
assertion is qualified by the division of his emotions between love for the girl

and hate for the man who has supplanted him:
L ... as much @s] 1 do Cressid love, -
So much by weight hate | her Diomed. (V:ii: 167-68)

.2
Y
-

Chaucer's Troilus is given time to discover the reality of his mistress'
1

betrayal, for it is not confirmed, visually, until he sees the brooch that he gave .

!

to her taken from the possession of Diomedes (V :'1653;66). But Shakespeare's
“Troilus is put through this process far more quickly, bei‘ng brutally shown all the
evidence at the same time. Ne;arrheless, both lover§ display the same sequence
of reactions, although the later Troilus experiences them at speed. In Troilus_

and Cressida the hero suffers just as deeply as he does in Troilus and Criseyde,

but more harshly and with greater sponfaneity. At first, Troilus refuses to accept
what he sees:

This she? No, this is Diomed's Cressida.
If beauty have a soul, this is not she; (V:ii: 137-38)

but onice he understands the truth, Troilus recuperates quite hastily and redirects
his passion towards revengeful war:

Farewell, revolted fair. and, Diomed, ’
Stand fast, and wear a castle on thy head. | (V:ii:186-87)

In between these two speeches, however, Shakespeare's lines suggest that his
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hero has suffered through a lifetime of e><perience.70 Shakespeare's Troilus

differs mostly from his Chaucerian prototype because he makes his passion for - B

nlbve (which is thwarted) appear only equally important to, not greater than,

/
13 . N ' ' // [
his passion for war. ) -/

Chaucer's Troilus, <’Jn the other hand,"' is mor:of a lover than a proud
warrior, and the poem concerns the love F;;llof primc;rily, whéreas Shakespeore's
play makes the war plot predomjnate. The circuntétonces of war do not seem to ,
affect the earlier Troilus as they do the later hero. And the |‘c'>ver' s acceptance
of his disillusion, in Chaucer, cll.tqkés place in the security of his own
environment, so that it lacks the sense of donge;' which surrounds the sudden
disillusionment of the hé'o in Shakespeare, and wI%ich occurs entirely on enemy

soil.

The superstitious fears of Andromache and Cassandra in Troilus and Cressida

(V:viii) are connected (occording to Bullough7]) with Troilus' dream, and with

R

its interpretation by Cassandra, in Troilus and Criseyde. But in Chaucer this

episode concerns only the lover's personal life, while in Shakespeare its

'
i

7OShoke;becre' s Troilus changes from: "This was not she" (V:ii: 142) to

ambivalence: "This is, and is not, Cressid." (V:ii:146) to self~knowledge:
“Within my soul there dggb conduce a fight" (V:ii: 147) to rejection of past
illusions: "The bonds of heaven are sfipp'd..." (V:ij:156) to acceptance

of ‘the present situation: "the bits and greasy relics//Of her o' er-eaten faith
are given to Diomed." (V:ii: 160) Finally, he becomes even more objectively
aware of himself and of the end of his love affair: “Never did young man

fancy/With so eternal and so fix'd a soul." (V:ii: 165-66).

71 Bullough,\ p.106.
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development is far more significant, 72 be?ng centred on Hector, who represents

the city of Troy itself. His return to the battlefield, effected by Troilus, shows

the final turning point in Troy's disastrous Fall. This scene in Shakespeare also

has origins in his medieval war plot sources, and it is of importance in stressing

how the "romantic" elements of the play, among the Trojans, finally lose out to

its "martial" elements. For it is particularly Hector's disregard for pr(;phecy, at
_ this moment, which brings cufostrophg to his nafi‘on.

Shakespeare emphasizes the scene's significcnce‘ by moving from the mOt;e
credible dream exp'eriencedzlsoy the wife of Hector, which showed "bloody
turbulence" (V:iii:11), to the religious vision of the prophetess, Cassandra
(V:iii:81-90), and then to the subsequent profanity of 'i'roilus' rejecting her as
a "foolish, dreaming, superstitjous girl" (V:iii:79). AsPresson points out, the
importance of Cassandra’s ro|e'hcs increased between the. medieval sources and

" Shakespeare's use of them,73 both in the amount she speaks in;m the play, and in

the effect she has on the other protagonists. So this scene exemplifies the

\ ’
ion by the Trojan princes of reverence for traditional standards and for

\ |

esson, p.61: "The treatment [of this scene) is Shakespeare's own."

! esson, p.61: "Cassandra, whose importance in the play is considerable,
s not méntioned as present by Caxton Cand]) in the Troy Book, she is numbered
among the (other Trojan) women .. . i

7 /
.
.
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In Chaucer's Troilus and Criseyde the men still appear to practise courtesy
in the%r attitude towards the women; 7'4\ but in Shakespeare’s piay neither Greeks
nor Trojans display fhe'offr,ibufes of true chivalry, even though the Trojans seén}
to show 'oufwcrd signs of courtesy, at first, Thes‘e, however, are only superficial,
and are never implemented with any real effect. In'guarding the secrecy of a
love affair (essential to i’he tenets of Courtly Love),75 or in considering

. ( Cressida's circumstances, all the men dround her are negligent and confemptuous.7
Chapman points out that Pandarus and Troilus, in Shokespeor'e, are ineffective in
keeping the knowledge of her love affair from widespread circ'uioﬁon, once the
lovers are unifedL77 But, in both Chaucer cnclj Shakespeare, Troilus is scrupulous
in preserving his own reputation, while he is pursuing Cressida; and, in the

- *

poem, both men are careful, later, about preserving hers.”®

. \ While Chaucer's Diomedes is initially discreet in his intention: ... with

I shortest trayinge/Into his net Criseyde's herte [to) bring." (V:775), and takes

4Brc:dbroc:k, p.314, refers to the loss of courtesy in Shakespeare's play,
and to Pandarus' observance of the Courtly Love code in Chaucer, when he
"does not dare to press even for an interview [with Criseyde )."

7 William W. Lowrence, Shakespeare's Problem Comedjes, 2nd ed. (New
York: Frederick Ungar, 1960), p.147: "Secrecy was essential.” »

7 Bradbrook, pp.315-16, quofes Chaucer's Pandarus as asking Troilus not
_to befray Criseyde "to the world." She contrasts this with Shakespeare's later»
character, who identifies his role as that of a "trader in the flesh."

77Cbopmun‘, p.50.

— BPresson,‘ p.110: "Shakespeare's Troilus is anxious to keep from the
court all knowledge of his possion for Cressida ... Chaucer's Troilus is as -
. scrupulous in keeping the secret."
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time to enquire about her foxmer lover when approaching Criseyde (even though
he is eventyally as pragmatic as his Shakespearean namesakc;), the later Diomedes
displays his own coarse antipathy to courtesy in his denunciation of Helen

(IV:i:70-76). And he completely rejects all fraces of emotional sensitivity in

his seduction of Cressida (V:ii:7-61). In Troilus and Cressida, the question of

her previous attachment is curtly put bZ Ulysses (at IV:v:280), who is himself

only too reody!fo condemn Cressida by calling her irretrievably "wanton® (at

IV:v:55-63), after she flirtatiously refuses to kiss him.79 That scene’ ;p;l:ody‘

of the "very courtly counsel” which Nestor advises (at [V:v:22) re\o/ecls the

contempt and callousness which is meted out to Cressida by Shakespeare's Greeks. !
In Chaucer, Calchas makes a fong~drawn=-out sentimental appeal to the

Greeks for the exchange of his daughter (IV:64~133), and this is freated

ironically by the author who shows Calchas' wish fo attract s mpathy for his own
Yy by Y b4

plight. In Shakespeare, Calchas' request is shorter and harder, but actually shows
more genvine fatherly concern, both by its emotional compression and by its

reference to previously unrequited .demands for Cressida's return:
§ -7 PR
« .. her presence
Shall quite strike off all service | have done o
In most accepted pain. (M1:ii7:28-30)

Thus, in comparison to Chaucer's Troilus and Criseyde, Shakespeare's

Troilus and Cressida enforces the harshness of Cressida's treatment by her menfolk,

:
|
|

. 4 Y } ‘
|
<
1

_ £ -
I

79 Chapman, pp.55-56, points out that " This scene has been interpreted _ |
both as proof of Cressida's wantonness and as bearing no reflection on her |
character af all." " ‘ s

t
a
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while their Spéeches in the play imply that they are themselves driven in their
actions by the expédi@cy of the times. Shakespeare's porfra)}ul of the heroine .
is generally considered far fess complimentary than Chaucer's sympathetic
characterization, because of Cresgidu's shallowness, and because of her. lack

/
i

of dignif){.s.o Yet Shakespeare adds something to the characterization of

) 1
Chaucer's Criseyde by stressing her l‘wii‘,"a -and by showing her facile use of

it. This shows up Cressida favourably in contrast %thé crudity and stupidity

of Pandarus (in l:ii:41-271). - '

3

Homer, ~ Cressida is watching the Trojan warriors with Pandarus , and she is
superior to her uncle in both intelligence and poise. Chapman sees their roles

hére as reversed from their Chaucerian originals (in 11:120-217), and he comments

that Shakespeare's presentation "is not so much a deliberate coarsening of

—

oBrcdbroo‘k, p.314, compares the two heroines and finds, by contrast,

that “Chaucer's lady {is) gracious and dignified ... restrained by modesty
and pride." .

81 Chapman, pp-15-16, points out that "the rdles of uncle and niece, os
they appear in the corresponding passages in Chaucer (11:120-217), where
Pandarus teases Criseyde," have their comparative obilities to speak wittily
reversed by Shakespeare. He adds that, "as Pondarus teased Troilus" in the
previous soene of Troilus and Cressida, Shakespeare's heroine is "two
stages beyond her lover in wittiness.”

82

Small, p.154, states that this sgene "is suggested by the passages in
Chaucer in which Cressida watches Troilus ‘come home with battered helmet
... and that in which Pandarus makes Troilus ride by the wmdow in which

he and Cressida are sitting ...."

<

[y

In Troilus and Cressida, 1:ii, which is derived from Chaucer as well as from .
A

~

et e -

[
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Cressida's character ... as an adaptation of a character, born in one set of

Vo

conventions, to a different set."83 For instance, Cressida's first appearance

. . [ 3] * . . 84 .
with her servant, in I: ||9 is an original Shakespearean scene,  which stresses

* Cressida's gift for repartee and her high-spirited humour, as well as emphusizing

.

her familiarity with the manservant. This illustrates the habitual lack of decorum
, at the' Trojan court, and is an aspect of its corruption which is suggested by.

Shakespeare in all of Cressida's surroundings. It explains, and partially

3

1

exonerates, her .indiscretions; Cressida has lost her innocence, but not

necessarily her virginil'y,,85 in this sullied environment. The heroine portrayed

v

by Shakespeare is thus lively and youthfully amoral when the play begins, and

‘ - he has skilfully combined her initial wittiness and naivété with a later fatalistic

7

}esignufion to the role demanded of her in Troilus and Cressida. In this, the

- Cressida drawn by Shakespeare changes more than the Criseyde of Chioucer,
/

- .
: ‘ o who is dignified and res:erved,86 but potentially weck-willéd\ond faithless, ‘
) throughout, | N
. . “The:most important difference between Shakespeare's presentation of the
) , . : _
"fall" of Cressida, and its precedent in Choucér; lies in the compresse:d time
b - o
"ﬁ N |
83Chopman; p.18 o | ) ‘.
I : ‘ §4Presson,' p.]iIZ. ) g '
| | 85 A’ngBhru4dbt'o¢\)l<’,~ p.314, points out, until the love-scene Cressida is "on
Pandarys'- word,. still @ virgin (" How now, how now, how go maidenheads?' )."
i ’ 8_6 S:‘eée n80 above. , ‘ ‘l
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scheme w'hich‘crowds all the actions of the play togather, and which destroys
@

the sympathy that could be aroused for the characters if their dilemmas were

longer-lasting. This applies most of all to our view|of the actions of Cressida.

J—

In terms of its pretended duration Troilus and Cressida is one of the shortest

plays in the Shakespeare canon. (P. A. Daniel, in his "Time~Analysis of the'
Plots of Shakspere's Plays," points out that "it is impossible to assign to it more-
than four days, with“an interval between the first and second." )87 This has most

effect on our reactions to those episodes of the love| plot which originate in

Chaucer. Unlike the leisured poem, Shakespeare's|play does not give us time

to appreciate the anguish of the lovers, nor to sympathize with their frustrations

and with the helplessness of their sifuafions..
Cressida is made far more quickly unfaithful to|Troilus by Shakespeare than
she is in the "two months" wait atfributed to her in (rEhuucer (V:766), This is

o

illustrated by the speed with which Shakespéure's scene V:ii succeeds his

V:iv, 88 and suggested by the gmphasis which he tjpparéqfly places on her

|

’ —

] ° ¢

-

2

87'P A‘\ Daniel, "Time=Analysis of the Plots of Shukspere s Ploy's," The New

Shakspere Society's Transactions 1877-79 (London. Trd bner, 1890), p. 183,

Presson, p.130, points out that this later scene "shows dependence on,

and at the same time independence of, Chaucer's version. In the poem, Troilus ’

gets no closer to the Greek camp than the wall of Troy .... His doubts are
prolonged over o’ considerable period of time ... (and_Shakespeare ). of necessity
reduces Troilus' period of waiting ... fmokmg him) an eyewitness of Cressida's
unfaith ... because he saw anopportunity of building up an. effective and rather
striking situation."

4



easy winning by ‘Troilus in the fast-moving events of scenes I:ii, Ill:i and

T e
v, - .
And, as Presson points out, in Chaucer."the decision of the council

III:ii.89
does not occur the morning after the first night Troilus and Criseyde spend
fqgether; Troilus' passion has more than one night's satisfaction (11: 1718 ).
But, in Shakespeare, the lovers are separated only afew, hours after they unite.
This stresses the intensity of their love-making’and the emotional frauma of

their parting. It also shows them to be the victims, romantically, of the "martial"

elements in Troilus and Cressida, whereas the lovers are themselves the main

concern in Troilus and Criseyde, This interpretative difference between the two
is particularly disadvantageous to Cressida, because, in Shokespeare's drama,
she seems hostily promiscuous yet comparatively unimportant,

In Troilus and Cressida the two major scenes which describe the lovers’

parting (Il1: 1415-1533 and IV:1688-1701 of Troilus and Criseyde) are compressed
91

together in the juxtaposition of IV:1i:59=109 with IV:ifi and IV:iv. And,

although Cressida reacts to this hasty separation with anguish, we do not have -

time to appreciate the unhappiness of 'her situation nor the real depth of her

emotion. Troilus, on the other hand, accepts the end of their love affair with

v

L4

89Neville Coghill, Shakespeare's Professional Skills (Cambridge: University
Press, . 1964), pp.106~7, states that Shakespeare successfully gives "the idea that
she was'hard to win in the opening scene when she is not yet won ... but after

that things must move swiftly ... because the other elements in the story demand -

speed." -

-

éo,Presson, p.126. ; N

. 9 Pres;on,’ p. 126, #Shakespeare purposely altered the original story in
such a fashion in order to gain strong emotional controsts.",

Bt
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« surprisingly calm resignation. . He does protest, but rather weakly; and his words:

to be egocentric self—&r}:mqfizotion rather than unselfish love for his néwl)f*worr'
92
_mvolved in despair at rheur parting as is the herome.

. than hls Chaueermn prototype dlsplcys, Shak&speare s Troilus needs harsher : S "

“ocular proof" of it, in V:ii, and fhough this contracts vividly cgainsf tl}j'e
long-drawn-out process of disillusion which Chaucer's Troilus experiences,

. the herd of Troilus'and Cressida undergoes real sbffering and a violent change in .

.
. . ‘
. , . "
* @
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"How my .achievements mock me" (at IV:ii:69) eXpress more interest in his own

P L

loss of statusias a lover than in any concern for his mistress. The episode where
. . /J ) -
Troilus agrees to “sacrifice” Cressida (at IV:iii:7-10) also shows his love=sickness

o

sexual partner; This difference in the attitude of the two lovers is-brought out

P S g vy qwmﬂuw

by Shakesf:eure, and has no precedent: in,Chaucer, where fhe hero is as.: deeply

But(m spite of his brusqueneds and selflshness-, ond in spite of the hastened | -
’ o T ‘ . o
time scheme which-makes him accept the loss of Créssidc: with more readiness
[ ¢

‘evidence to convince him of hls mistress’ mfldelnfy Though he |s faced with- the . A

' wit to\breyde,/So ‘sore hym saf the chaunging of Criseyde" at IV: :230-31. Fram . ”

shown by V:507-8, but Troilus persists in trusting her, for.at V:686 he still hopes .

72 In Chaucer's Troilus and Crlseyde the hero: . " Disposed wood out of hls i j

there on, Troilus laments his loss, refusing Pandarus' consolations and considering : Yoo !
himself: "the wofullest wight/That evere was: for tyme is that Isfew.e,/Syn in' '
this world of rlghf nought may | serve,“ qt IV:516-18..

93 Pandarus considers' it unlikely thot Cnseyde will retum to her Iover‘, as is

"That she shal come." After another fen-days of waiting in vain he becomes

jealous (V:1213); dreams of a hor" embrocﬁng Criseyde {V:1240); recenv /

. letter from Criseyde promising to come (V:1428); and another “but she nys
whenne™ (at V£1619).. This brings Troilus to reahzaﬂon of his loss, at V: 1645,

and his susp1cuons até confirmed when he sees the brooch he gave to Criseyde -
bemg worn by hns brother Deiphobus ¢ who won it from Duomede, af V:1660-66.
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““similar comments include Kimbrough, Shakespeare's "Trailus and Cressida .. .,"

e

) . 63.
his attitude, when he is shown her unqpstionable betrayal (at V:ii: 116-60;.“' |
.In all, therefore, S;}ukesp;are' s characterization of Troilus displays the
‘tobghness of his warrior origin, ‘and a selfish blindness which is more d‘mperufe
than the weakness and gentleness of the lover in Chaucer.94 Of the two,

Shakespeare's hero is less sensitive but more obdufate in his de;%rminec'!
B

J
"constancy."
L4

As my ‘comparisen of Shakespeare's love plot with its originin Chaucer's

poem illustrates, the accelerated time scheme of Troilus and Cressida shows how

the war plot intrudes upon the love plot, and deleteriously affects it. -#mn
. R - '* e -
awareness of time soon running out for them is inherent in the behaviour of all

. Y
its characters: and this also affects the judgment of the audience. There are

other ways in which "Time" is of particular importance in Troilus and Cressida,9

and they include an aspect which is investigated by John Bayley, in his article

s . »

Smc!l, p.154: "The character of Troilus®. .. shows an enthusiastic
dreaminess like that of Choucer's young fover; fhls is combined with the stern,
warrior-like qualities corresponding to Caxton's characterization of Troflus."
Troilus' first known appearance in literature occurs in the lliad, where he is
mentioned in only one line, 95, as the youngest son of Priam.

95 The play is noted for its preoccupation with time. For instance? Derek
A, Traversi, "Troilus and Cressida" Scrutiny, -7 (1939), 305" ... the action of
time is sirultaneously creative [and] the flaw at the heart of passion ....
Troilus and Cressida aims at, a dramatic presentation of this contradiction"; and
Kenneth Muir, "Troilus and Cressida," Shakespeare Survey, 8 (1955), 29: "the
Trollus situation { shows J an obsessive concern with the power of Time." ther

pp.177-78: "the theme, (that) of Time the common arbitrator, the force in

life which works to defeat our successive expectations. ... tend [s) to prevent .

our bemg drawn emohonolly into the action of the play."

]
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" where he states that it "is evidently not the emphasis on

96

“Time and the Treians,

time that counts here but the dramatic use which Shakespeare made of it."

. 7 ’ . ‘
Boyley disfinguishes Troilus and Cressida.from the rest of the Shakespeare
' cunon. “In all Shokespeare s ofher plays,” he soys, "we feel that the presenf

time as enacted on the stage: not only depends on the posf buf is in fhe service of

the futore." He states 'rhat 'rhe opporent "freedom" of Shokespeare s characters

)

il 3 v - -

. elsewhere is due to l'helr mzphed consciousness of whcf is externcl to fhe world
i ’ B

_ of thelr plo.y (whereas in T,ronlus and Cressrdo everyfhmg cpparently “takes place,

]

) 97"
and ends in, fhe presenf") Thus if is svmply a ploy/ confined to the time it

" takes to act ... a two dlmehmonc{ umfy n98 Bayley sees the unusual absence of °

*

"novelist's time," as contributing to 1he Incol’&iéhce‘ of the bersonaliﬁes as they

v 4
..\

. are presented in Troflus and Cressida, ??arid to fhe'. apparent domination of

Thersites, who is "disconcertingly on top in his conviction that everything is

meaningless ‘excebf the present moment," and whose claim that it is only, "fashion"

( - Coo 1000 L o
which has significance is neveér refuted. + -~ -~ /

2 John Bayley, "Time and the Tféiahs,"' &say; in Criticism, 25 (1975), 57.

97anle)’: p.57. A . P .

98’ch|ey, p.57. ‘, ‘ i L

chley, p.58: "Novelist's time - cnd in_general Shakespearean time =
accumulares character and perspective ... .-(buf if the ploywrlght cee lmplles
that novelist's time does not exist for him he is left with the headless.and
senseless trunk of an action, devoid of the reality which can only come from
knowledge of what went before nnd must come after. ‘This is where such’a
ploywrlghf as Beckett begins ...." The only’ surprise here muh be a perpetual

. present." . e . e
100 . o ‘ 0 B
Bayley, p.64. ' . .
L4 ' - © “
) i . a ) » °
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This preoccupation with the present explains, for Bayley, the strangely
N PR 1 4
persistent effect of Thersites' unpleasant words, in spite of the audience's

desire to repudiate them. It also explains, for him, the play's emphasis.on

short-term values in its imagery/, structure, and apparent lack of character

development. In my own view, however, some of these characters are developed, |

though this happens too quickly for easy discernment. Shakespeare's concentrated
use of images and similes emphc;sizfng fransienc;' and neglect for confim;ify are
indications of the short-term outlook which is held by most of his protagonists,
and this outlook is partly caused by thei{ wartim:e situation and not only by their
personal superficiality, There are, however, suggestions among some of them of
an attitude based on longer-term values., And, although | find Bayley's
description of most of the play's chéroctis as "two~dimensional" to be generally
applicable, | also see a few of them as aéquiring some depth of cl/qarccferizufioq
in the course of fhe action, But these protagonists owe their appearance of
siwll?wness to their preoccupation with the immediate moment., . 7

I w;::uld therefore suggest that Shakespeare has deliberately hidden their

s

actual long~term associations so as to stress the play's sense of impending doom;

" so as fo accentuate their self-centredness; and-so as to emphasize the traditional

1

connections, for many of his leading war plot characters, with the epic of Homer.

1 would also suggest that the style of Shakespeare's presentation may have been

influenced by the narrative method of the sources used for the war story. Such
a-method accounts for actions only in external terms, and does not lend itself

. . I N
readily to perceptible introspection among the characters. The "shallow" effect

of Troilus and Cressida can thus be compored with one of the definitions set out




-

by Eric Auerbach at the beginning of his book Mimésis, where, in his

-

101 he

examination of the differences between pre-Christian writers of epic,
makes a distinction between two contrasting styles that he labels as "Homeric"

énd %Cld Testament." In defining the "Homeric" style Auerbach cites "a locdl

-and temporal present which is absolute;" and this seems to apply, -dramatically,

to. Troilus and Cressida. The "Homeric" style never "gives any impression of

pers ective in time and place"; but relies on "fully externalized description,
pecti P y P

ces (wifh) all the events in the foregrour::d, (cnd) ... few elements of

. , 02 4
historical devalopmenf,“] (But the other style, according to Auerbach's

o

definition, has some parts shown in high relief while others are obscure,

suggesting "multiple meanings and the need for interpretation." )]
1

Application of Auerbach's "Homeric" definition fo this play shows that

& N
‘Troilus and Cressida displays many of its "stylistic" restrictions. The descriptions

within it, which are "exf-ernolized, "

are epitomized, in the constant use of
persona] comments between the p‘rokfgonisfs, and in\fhe emphasis on their
.concérn for only physical uffrigutes (as, for example, when Thersites insults his
fellow Greeks by bestial comparisons in his descriptions of Ajax at V: i{i:251‘

and 263, and when Pondarus tediously recites an anecdote about Helen &t

I:ii: 102=69). The "official” descriptions which are given by Ulysses or Aeneas

161 Eric Auerbach, Mimesis, trans. Willord R. Trask (Princeton: University
Press, 1953), p.7.

102

0

Auerbach, p.23.

103 Averbach, p.23. ,
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‘are also concerned almost entirely with outward uppecé‘unca (in 1:7ii: 163-84,
IV:v:56-63, and IV:v:96-112), and Hector's final recognition of the Trojan

> « hypocrisy and corruption is symbolized by his own words when he finds that the

A Eo};se he has stripped of its armour is “fair fonly) without," (V:viii:i). Thus
\
Averbach’s "Homeric" definition of a "lack of perspective (in) time and

place" 104 applies to Shakespeare's presentation of most characters in Trbilus and”

) ) Cressida, and it js corrobora;ed by Bayley's judgment of them as being concerned
”\ = only about the "pr;senr time.," b
T In all, therefore, some of the,re-orrongeménf of events which have been.
Fo o | u fcker; by S'h/akespeare _ﬂ\'om his various soUrces for both the war plot and the love

plot“in Tro(us and Cressida, and his unusual emphasis on the different aspects of

3

=

", "Time," provide us with protagonists who-are mostly limited to the "extant
C .+ " moment," and who have little regard for the past or for the future. Shakespeare . .

B - stresses this latter neglect. by showing their decreasing concern for matters of

* productive and lasting value (and these are all interests which | have categorized

among the play's "romantic" elements). | consider, however, that this unconcern

! o is not enfirelynpredominor;t when Troilus and Cressida begins. 1 therefore intend °

\\ E td demonstrate that the increasing neglect for the elements of "romance" which is [\

€
r 1

\ ' .
‘ _ } shown by the Trojans as the play proceeds is one way in which Shakespeare

illustrates the deterioration of their spurioug chivalry into final and obvious

Y

|
{ o /  savagery.

04 pverbach, p.23. - ' -
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Hector especially takes on the pragmatic materialism which is at first
associated.with the Greeks and loses his apparent courtesy so that he eventually

cannot distinguish between external tichness and internal worth. Each of the .

major characters in Troilus and Cressida has an equivalent opposite among the !
Greeks, so | therefore intend to examine the change in Hector's character by

. comparing hi#l to Ulysses, and | intend to examine the development of Troilus'

Pl

character by comparing him to Achilles. | shall investigate the actions and

attitudes of both these pairs of protagonists and show that Hector follows the
indirect lead of Ulysses in becoming more pragmatic and less chivalrous while ” :

Troilus and Achilles both dedicate themselves, finally, to those "martial"

+

elements, which Ulysses epitomizes. Thus, even though some of the pluy's‘

leading protagonists favour its "romantic” ‘elements when it begins most of them

ey 4

give their total support to its warfaring'aims, when it ends,

-
-

hés

- o
-
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o t Chop'rerl ill: Hector and Ulysses

“"And fame in time to come canonize us" (I1:ii:202)

! \

Shakespeare illustrates two of his major innovations in the story of the
\ .
Trojan war by his dramatizations of Hector's challenge to the Greeks, and of °

y

Ulysses' plan to meet it. These are both based on incidents from the sources, I'

I \ ’

which Shokes\peore,hus extended significantly, and in which he has emphasize:i

the development of the characters instead of presenting an impersonal catalogue
of events. Although Shakespeare's innovations include the lapse of a period of
time between Hector's issue of his challenge (l:iii:261-83) dnd the fighting of

his duel '(lV:v:65), and although this is filled by several eventful scenes of the

!

play, Hector himself figures in only one of them. In this time, therefore,
Shakespeare gives the audience the opportunity to consider Hector' s ambivalent

qualities (as they are displayed in the Trojan council scene at l:ii), ond he also

(3

emphasizes the machinations set in motion on the other side, by Ulysses, and

3

devotes much of the intervening time to the Greeks' discussion of their strategy.

"

The schemes of Ulysses (particularly in his attempt to make Ajax the unwitting

means of pulling "Achilles down" at f:ii: 385) contribute to a portrait of this
Greek leader which stresses his inherent duplicity. Shakespeare shows that

Ulysses, in his plan to manipulate the characters and circumstances of the play”

J

5

" Small, p.166, "Hector's challenge to single combat with a Greek ... is
taken from the lliad, Book VIl .... This is one of the main motives of the play.
As in Shakspere ... so in the lliad, the Greek champion is selected by lot, and
the lot falls on Ajox." But Ulysses' manipulation of the lottery is original in
Shakespeare. . ' -
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towards the wor, represents the strongest fo;ce‘for those “martial* elements w‘hich
eventually overcome all the "romantic" elements that are initially represented by
Hector. But, on examination, Shakespeare’s characterization of the Trojan pr.ince
reveals an ambivalence between his apparently chivalrous values and»his '
contradictory actions so that he appears to have double standards. Thus Hector
is finally exposed as having muc'h the same attitude of pragmatism as Ulysses
rather fhar; that of unselfish courtesy with which he is ostensibly identified at
first. He.does no.t "romcntically"' oppose Ulysses’ "marric;l"' aims but instead
replicates them; and while AU‘ysses pursues his aim o% power among the Gree'ks
through the renewol of wc:rfc.rf.a,2 Hector's actual goal is that of fame for himself
in fighffng even at the expen;e o# his life.

‘ Other apparent differences between these two protagonists hide several

otf‘iﬂ;des in which they are aoctually alike. Most criticisms of Troilus and

Cressida interpret the two nations throughout in terms of their respective initial

s
\

characteristics without investigating the changes that occur in the course of the
play's actions. They are defined as: "The Greeks Uwho represent ] a realistic
attitude to war in the calculating Ulysses and the troublesome stupidity and

might of Ajax and Achilles ..." and "the Troians“[who represent ] a chivalrous

and courtly attitude to war .. .‘13- (V\:/ifh Hector often cited as epitomizing chivalry).

‘ o
2Roberf Grudin, "The Soul of State: Ulyssean Irony in Troilus and Cressida,"
Anglia, 93 (1975), 56, points out that "Though superficially a counselor, Ulysses
is actually a leader whose suggestions and devices dominate Greek policy throughout

. the play ... (and that) as a subordinate prince, Ulysses must contrive to lead

without letting his associates know how completely they are being“led."

3R. J. Smith, " Personal 'idenﬂfy in Troylus g_n_d_Cressidu‘," English Studies
in Africa, 6 (1963), 9.
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These definitions are correct’when fht.z play begins, but they are changed as it
proce?ds and although the qualities of courtesy are ingroin'ed more deeply within .
the personality of Hector }han within that of any other warrior in the pluy,4 the .
only satisfoctory explanation fhuf‘ can be gi;/en for ‘the way in wl;ich they are
shown to lose their inner mecping, as it progresses, is that these virtues are,

supposed ultimately to be seen as merely an outward shell.

There are three important standards of ‘conduct which should be supported by

the behaviour of Hector;{although their ethical value is implied rather than

o - .

explicitly stated), and in the course of. the play's actions, Hector lets all three

fall. They specifically concern: the sanctity of marriage; the sense of religion;

3

and the tradition of obedience within an hierarchical system of order. All of

PR

these are shown, at first, as attributes which are disre'gorded by the Greeks; and
in turning ;WOY from them, Hector is therefore following the lead of his opponents,
who appear to be divorced from cm.-e For'mofrimony, ﬂ;r spirituality, or fo‘r loyolfy)
to their own code .. The most obvious perpetfrator of this negl'ec&, among the

Greeks, is Ulys‘ses;5 and the Trojan who first follows his excr}\ple, is Troilus.

Thus, the youngest prince acts as intermediary in passing on the loss of these

standards to his eldest brother. 1

Throughout the play, therefore, there is a pattern of Greek disrespect for

these ethical standards being steadily imitated by the Trojans; and it is in those

] l

4Kimbrough, Shukesp[eare’ s Troilus and Cressida ...", p.112, cites Hectoqt.'

as "a perfect knight," o -

¥

5R. J. Smith, p.8, describes Ulysses as "cold, calculating and realistic

without any hint of heroic qualities."
' R ¢

r
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scenes which involve Hector especially that the Trojan leader is seen as
!

increasingly neglectful of fhg&e values which are associated with him at the

" beginning of the play.

1

In Troilus and Cressida, "sanctity of marriage" includes the regard for

¢

chastity, domesticity, kindness and careful ceremony towards women; ond-its
observance suggests fruitfulness and fertility, both for individuals and for the \
welfare of their surroundings. Its absence is fherefore shown by references in

the piay fo thwarted growth and to organic sterility. The Userise of religion" is
defined [ess by traditional attitudes to the deities (because they were partisan

in the Trojan war and even fought in it) than by the manner in which the

characters of the play take oaths, .and their consequénf regard for* keeping them;

by all suggestions of sUperpofuraHy operating powers;| and by care i;or the

mystery behind the meaning of the words which fheycutfer. These aspects suggest

o latently Christian concept of icieols and their neglect therefore shows, in late ‘

3 .
sixfe-enfh—cenrury terms, o movement away from the worship of God, and towards '
e;vil. As for the play's traditfons of obedience,the Greeks are primarily members
oflcn army and fh'é Trojans a family unit; so that both sides should be expected
to show unquestioning loyalty to theinr leaders end’ the Trojans should also obsérve
absolute paternal authority, Among the Greeks, this last standard wou Id be
classifi;d as "martial"; but among the Trojans, it is both "martial" and “romantic"
. bt;cause it is connected with domesticity. The other standards fhc;f 1 have mentioned

also fall within that "romantic" category.

But any such orderliness is notably absent in the scenes where the Trojan s

conduct of the war is debated. Their attitude is sirnilarly disobedient

'

/7
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. and resembles that of the Greeks in their council.é', The/Greek view of authority

3
t

- is unequivocally male while consideration for females intrudes into that of the

-

Trojans, and diverts their attention from total involvement in war. In his article

-

Y

play as setting out the contrasting identity patterns of allegiance to the father

figure against allegiance to the mother figure, with the Greeks representing a

a

’h L " "War and Manliness’in Shakespeare's Troilus and Cressida ," Emil Roy sees this
:

"competitive fatherland outside Troy, and seeing themselves as father and sons ...

a

-~ while the Trojans see masculinity as submissionto an idealized form of woman .. .. C
Troy and Helen (represent) the mother figure ... fand rheJ Greeks emphasize !
Jove [in their J grasping and heroic masculinity, while the Trojans have a -

) fraternal, more beautiful world."  This definition certainly applies at the
' / . .

beginning of the pldy, where the absence of respecf‘for the father figure, Priam, :

and the immorat’presence of Helen, have a corrupting and softening effect on the |

1

C e “-“generd‘lﬁcrance and the self-expfession of the Trojans, in contrast to the

o -

s, Y

severity and the apparent harshness of the Greeks. The few references to family

that are made by the latter significantly concern only the men: for instance,

Ajox says to Nestor "Shall | call yo<ul. father?" (at {1:iii:253) and Ulysses tries

"

to provoke Achilles by suggesting his son's loss of respect for him, if Achilles ' J
abstains from fighting because of a woman: ' .

'
1

©

o -8 Kimbrough, Shakespeare's Troilus and Cressida ...", p.113; points out ‘
» thet, because Priam "is the observer and not the observed" at the Trojan debate, |
\ -* "there arises the dangerous implication that the 'specialty of rule' is being |
‘\\ neglected within the walls of Troy just as it is in the Greek camp." . N
N 7’Emil Roy, ,"War ond Manligess in Shakespeare's Troilus and Cressida,"
" Comparative Drama, 7, (1973), 109. R '
% =X ’ ‘\\
1 : - ° C
ig « /s N
.
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- But it must gr1eve young Ryrrhus now at home,
When “fame shall in our islands sound her* trump,
And a1l the Greekish girls shall tripping sing,
— 'Great Hector's sister did Achilles win, :
But our great Ajax bravely beat down him.'  (III:iii:209-13)
The trojan prjnces, however, emphasize the importance of their
women: for instance, Hectar issues his cha]]eaqe in the name of his wife
(at 1:i79:275)* and Troilus refers to "mothers" (at V:ii: 13n) at a p01nt
where Ulysses f1nds it tota11y‘ﬁnappropr1ate to mention them (V:ii: 13“)
Later, Troilus stresses the fact that the news of Hector's death ma;t be
broken to Hecuba as well as to Priam (at V:x:15), All ;his shows that
'the Trojans continue to observe gheir chivalric concern for women, which
- s parf af the "romantic" elements in the play, even when they begin to
tury away towards other "martial“ interests. But although their anparent
dependence on women? and the1r interest in the mother figure, lingers,
their att1tude of respectfu] care for her is stead1]v decreased.

Hector is twice ment1oned in.the play before his first appearance
on the stage, and both referénces prepare .the way for his 1ncreas1nq
,disregarg of courtesy.~ Divergence fyom his customar11y‘ch1va1rous
be;aviou;-is recounted (at ;:ii:?-]l) when Hector's impatience and'
-anger'have’been directed, by word, against his yife,“and by deed,
against his'sabordinate:: "He chid Andromache and stroak his arﬁouFea”v'
(at I:4i:6). Heee the uee of“the terms “virtue fix'd" and “huebandfy?
(at Itii:5-7):indicates*that he is usually a kind spouse and carefyi]y
induétrioa§. Thjs differeﬁce(beéween Hector's reputaiion and his

‘present behaviour becomes clearer in the references Aeneas makes to him

_ when delivering his chailenge to the Greeks (at I:i:261<83). The -
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ambiguity is ;einforced in two ways: l::y connecting the Trojan prince’s os-tensible
respect for his "lady, wiser, f;:irer, truer,.." with Andromache, the wife who has
been so recently “chidden," and by interpreﬁné Hector's words of challenge ds
veilec; .insulnfs towards the Greeks, bE‘cc;use these der'ide their womanless situation,

\‘(l:.ii.i:275-83 show Aeneas sneering and gloating over the Greeks because the
frc;ians have their queen while the Greeks have only the morail right to possess

her.) Thus, the cou:;{esy of Aeneas is merely a veneer which transparently covers

his mockery; and 'by association, this suggests that:-the courtesy of Hector is

¢
¢ - . r-

e v J
itself not entirely. sincere. .

~
i

When Hector directs the Tréiaﬁ debate and finally decides for war to keep '

&

Helen, who is not the wife of Paris, (in H:ii) he'is ;bbviously guilty ‘of disregording

the sanctity of marriage, déspite his own lengthy support of its moral and peaceful
effectiveness. The fact that h;e sees it as being uphe‘ld by the laws " Of Nature
and of nations" (ll:ii: 185) is directly contradicted when he decides to keep |
Menelaus' wife at Troy. He thereby surprisingly aligns himself with Troilus and

with the adulterer, Paris, and reneges against his own ethical <:!rgument.8 :

3
)

¥

<

-

8Those who condemn Hecté for his volte-face include Muir; "Troilus and
Cressida," p.34, who states that Hector: "deliberately jettisons justice in

_favour of-prestige”; dnd V. M. K. Kelleher, "Troilus and Cressida: Shakespeare's

Vision of Fallen.Man," UNISA English Studies, 6 (1 973-r‘-13: YHector's moral
failure must surely be the single most important ‘event in the play .... His-
‘refusal to stand by his ethical position thus has a vital bearing oh the

subsequent action ." But some exoneration for Hector is suggested by Reuben
Brower, Hero and Saint: Sbakes;eare“and the Graeco-Roman Heroic Tradition
(Oxford:_mmmess, 971), p )39, who considers that Hector "both sees
the ' truth'~gnd is drawn by his feeling of community and chivalric obligation.to
‘his brothers " | support Muir and Kelleher in finding Hector's denial of-ethics
unvindicated by his interest in his own, or his broﬂ:ners', honour.

T bt bt e ollNT




Hector' s disrespect for the warnings of ngssE:Qdyra, which he knows to come from K '

“"divinations's ... high strains" (ll:ii: 113—14),l\ylso indjcates that he is ignoting -

. . . » . -~ \ ' .
his true sense of religion. And his clear tebuttal of the “way of truth" \
' . \ :

(at 11:ii: 189) goes agair)sf his fathe‘r's gdmoni;ioh fo\Paris (:7i: 142-45). Hector

thus shows o lack of respecf for supenor paternal authonfy

z l,\

As king and‘as heud of the fomily Pnom does open the Trojan’ debate bur "

‘h?s % there is increasingly oqd sngngfucamly reduced as Hector takes'over the .
cc;Unc‘il, even though Priam achié‘;’ces in this suije?sioﬁ of established pdfriarcl{al
order:” B')" implico;ion; Hecfc;r then changes the Terio;wsh' t;llegit?r:ce from re‘s‘pecfn
for those "moral laws" which he ha; hiqis‘elf quoted- (at l-l_:ii: !84) to su;;?orf for the

| l“aplp’eﬁfe“ cijof adultery. /He -iu;rifieé ;}:ls disorder and qeglecf byiseffi;xg ;he

‘e -

“dignities" of his brothers and himself oi:)ovg the less selfish ,cc'm'cerns‘of family

o . . 4

tradition; thus, the strength of his fraternal feeling and his own ambition in

Lt

-warfare mean more to Hector than adherence to the standards of chivalry and

’
-

. , . N “ .
.. domesticity.’ In this important char‘\ge from his fundamentally'ethical decision
ﬁ i . ' ' B .
Hector is, .therefore, initiating'a decrease in support for the play's."romantic*
. R .. N : T
elements, and an increase of inter'es_t in its €lements of way .

Fa

In th scene Shakespeare shows that Hector is re'payinglﬁls father!s trust in

him by indulging the unreasonable‘&(ilfdlness. of his youngest brother (and Troilus’

- 0 A - - , :

o

te
!

9K|mbrough, P 113 " Priom asks Hegtor for his opinion, then .. . sits T
salently throughout the ensuing debate ..: aithough ) Priam should be vusuahzed

% ina cenh-cl position during the scene .’ )
i
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: ) 1
own speeches are patently irresponsible ). 10 Here Hector is indirectly following

the lead whic as been given by Ulysses in fhe preceding Greek council scene

ey 11
(1:1ii). The two-faced Greek polmcnan expounds (at I: iii'78) the ideal of

'

spécuulfy of rule" among his compatriots, but- then proceeds to turn against it, .

and ogcnnst hls own words in its favour, by undermmmg the, aufhonty of the

generols o He does thls by means of his plon torig the lottery so that choice of

the duelist falls on A|c:x (1:11i:310-91). Hector follows the example of Ulysses

(2}
©

in bemg secrehve, for, of the end of fhaf scene,.Ulysses confides pnvctely, to -
‘Nestor, his plan for Ajox fo be set ahead of Achilles. And'Hector clso practises

a minor decephon on the Trojans which he reveols (at-11:1i:208) by admlfhng that

l N I

he has already lssued his challenge to the Greeks, even before they meet in

debate to,discuss the continued fighting. 12 , v
o q

. IOPOH'ICIO T‘omson, " Rclnf and Canf in Troilus and Cressida," Essays ond
Studigs, 22 (1969), 42, "Hector never speaks again with quite the same moral
fervour. For he has volunfcrlly joined his irrational younger brothers."

” Hector's ossumpi"on of his father's posmon in the council, and his
following the lead of those younger than he, parallels' the disorder of Ulysses!
attitude towards Agamemnan and his instigatien of the plot to discredit the

'Greek "General" (Adhllle , so described at 11:§i:211) by favourmg has
~ subordmafe, Ajax.

. » ¥ N

12 Cogl;ull, p. 121, sees Hector's admission that he has c‘lread): sent the
challenge to the Greeks os ““the first of three misguided dctions 'taken by him
that lead to his death." Coghil{ describes the other twoas: 'Hegtor's mercy
towards Achilles, in battle, and his "pillage" of the "man in gorgeous armour,
there. My own interpretation of these incidents emphasizes the "moral fotoh
which starts with Hector's volte—face and ends with the pillage, but | seet'the
mfervening incident as Hector's refusal to listen to Cassandra or to his father,
in V:iii, and my own intention is to emphasize the downfoll of Hector in terms

-

~ that are. moral as well as phys;cal

— -

()

Wt
~a
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After upsettirg the former family-rule of order, Hector' s~confempt.For

o married propriety becomes more marked at his next appearance (in IV:v)., He

13

taunts Menelaus about Helen (V:v:177-80) and he shows, as Aeneas did

earlier, an unpleasant irc;ny, under his style of sfréighfforward chivalry (which

has been suggested earlier in the play by fﬁg way in which Aeneas delivers

1]

_Hector's challenge to the Greeks). In IV:v:252-56 Hector at first refains
Q\ .

his respect for religion, but later disregards it when Achilles insults him._q ,

° ¢

After his sense of family affection has effected a peaceful outcome to

—_ .

the duel, because Ajax is his “father's sister's son" (IV:v:120), Hector resists

L4

Ulysses' attempt to goad him into anger by mention of the pofénfiol’ Greek

K victory. Ulysses’ prophet (which' events verify) is repudiated by the Trojan,
‘ y. |Ulysses' propheey y) i rep y |

~* v but this is done with modesty. Hector says, significantly, "1 must not believe

- ; l

$ou" (IV:v:221) and he defers judgment to "that old commen orbitrator, Time"

; '),4 e . “ ) .
{(at IV :v:225) thereby suggesting o more objective and magnanimous view of
« their fates than any expressed by th‘g play's other protagonists. Hector voices

¢ .

v

a

; ) 5
this with an unaggressive diplomacy which Ulysses then reciprocates. But this

s : 8
N

moment of harmony between the Greeks and the Trojans is short-lived. Boasting .

e ‘\

1. e,

DT cH

.
'

O

/ \ - - N s N ! “ : w Yo ° S, 5,
T . is a featuré of the Greeks' worst manners, and Hector's pride makes him succumb,.«- .
to their influenge, so that when Achilles rudely confronts him the Trojan prince . - "
] R . i . . ; . ] . . . ‘
is unable to retain his galm neutrality. "Hector then follows his.opponent's " e )
» t " . " “ - ) ' . o, ' . !
‘ - R . . «‘ n . ‘*' . . J ,
‘ o, \ . b o .. B
4 ," i ’ " ' ‘h - ]3 > ) N TS ) ¥ . 3 " M -.‘ ) " 7“
R e LT Martin, p.21, g this passgge while noting that the "levity with o
) ) " "which both Greeks a s'speak of Helen's adultery ... provokes even iy
N . o Hector*o ... lapse from gburtesy.” * SRR ‘ . e ,




.
-
<
o
N"
-
r
\
’ \
\
¥
+ - -
. _
s v
: .
A
af »
t
» ‘
M
g: y
¥ >
!
¥ LY
$ e
o
“ .
N i
'#!
E )
L]
.
b ~

3 :’ B ' 'S
’ : . 79. -

-~
“
~

ill=spoken.lead in an exchange of verbal antagonism. Bo'th of the generals
start to war with words and for Hector their pronouncement adds another step
down in his moral degeneration, and in his dq_@reésed support for "romance"

because of absorbing concern in the war.

When Achilles calls on the "heavens" for confirmation of his future killing

Ay

of Hector (IV:v:246) his oaths are less sacrilegious than ;hose of the Trojan wh@ ’

¢

follow them because events will prove that Achilles, not Hector, is foretelling

<

1 ¥ ‘Y F . ‘
the future correctly. 4 Hector, however, utters extremes in defying the

“oracle" (IV:v:252) and the god "Mars" at the same time, and, by mentioning
| -

"the forge fhcttﬁfhied Mars his helm" (IV:v:255) Hector also implies an insult
by referring to ) ulcan, the husband who was cuckolded by the war god {and who

was therefore fLe prototype for Menelaus). Although Hector acknowledges his

o ‘
faolt of this !rogging" (IV:v:258) he persists in it by declaring that he will -
7 .

kil (Achill/ésj everywhere® (IV:v:256). Thus, Hector's words of false

prophecy yiolate the essential need for silence about the future so that his

speeches in this part of the scene both defile the soncfify of marrioge o'nc/?'
1 ' ‘ <

display the F{ubris of Hector in his boasts. His (:ieeds, however, remain

/ . ‘ W
chivalrous when he ends the fight aglinst Ajax. So hé still displays care for

" his own extended area of humanity because he continues to observe filial duty

J { |
! [} - . ¢ ,'

/ - . ‘ !
towards his father's relative. . i . X

i

”~

MRic:hclrd D. Fly, "'Svited in Like Condition as our Argument:'
Imjtative Fotm in-ShukespAre' s Troilus and Cressida," Studies in English
Literature, 15 (1975), 280: *Hector also seems half aware that AchilTes
speaks prophetic jruth when he predicts in pfecise detail-how he soon
intends to kill him, yet Hector can respond defiantly .". T

a?
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But in his last scene with his family Hector neglects this third important “
concern. In V:iii he rejects the claims of the Trojan women to keé‘p him back
from the war . in the interests of all of them, and it is in fhisjscine that he
repudiafés all three standards on which his chivalry has formerly rested l;y a
nﬂné crescendo of denial. Hector sets aside marriage by rejecting Andromache
"ungeghly" (V:iii:i)in the opening line of the scene; he sets asidé religion l;y
disregarding also the pleas of Cassandra, when she supports the ill-omen: of

Andromache's dreams by speaking on behalf of the "gods" (V:iii: 16), and on

behalf of that essential "purpose" (V:iii:23) which should exést behind the words

ﬁ vow. Hector's desire for fame on earth’ now leads him to put his "honor"
aheae! c;f his life (V:iii:27), chead of his domestic responsibilities, ahead of the
ideals suggesfed by his innate sense of religion, and (;head of his duty towards
his fellow countrymen and it is only when the women bring in \his father to remind
Hector of his commitments as a loyal son i;hc;t he hesitates in going to the .
battlefield.

Troilus is now deslgnuted a "savage" by his eldest brother (\/ iii:49) beccn.;e
of hls attitude towards warfare, and he has rejected-all traces of courteous

|
st‘cmdc:rds..|5 This Troilus has done deliberately, by reversing former implied

values, and by calling Hector's "mercy" a "vi

°

'sMcrhn, p.21, menhpns how "Ulysses remarks that, unllke Hecbor,
Troilus shows no metcy cnd Hector rebukes his brother as a 'savage’ (IV:v: 104-7
V:iii: 49)."

. B
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N T

a lion than a man" (V:iii: 38). The reversal of Troilus' standards (which again
o .

.affects those of Hector a (3:- him) also occurs under the auspices of Ulysses, and

it'is during the scene where the Greek leader takes Troilus to.witness his betrayal

by Cressida that Troilus' unmerciful values first take effect. (They are indicated ’

by his increasing references to "hell," as at V:ii:43, to the "devil," os ot

V:ii:95, and to "Pluta," as at V:ii: 102),  And Troilus' dedication, here, to

]

hatred of Diomedes in|place of full love for Cressida (V:ii: 167-71) reinforces his _

: \ L)

adherence to revengeful standards, so that the youngest Trojan prince now totally

rejects courtesy (thus also "romance").and tirns instead to “vindicative(ness)" in

1

war.
. But for the recklessness of his youngest brother who E\dw (V:iii:51=58) leads
. Hector away from Bis famil9 cmd from its implied sfructure of prim'ogenit'jre (for
the following of the youngest brol'her by the eldest shows dusorder) Hector might
still obey Prlcum After his fofher s entrance und appeuls, based on Priam's own
prophetic knowledge of his son's c\lunger (V:iii:65), ofter the domesfic fears of

Hector's wife and mother, and after the supernatural vision of Cassandra Hector

falters and pays attention to Priam's "thou shalt not go" (\/:iii:“70). He thep asks

. his father for permission to flghf. But although Priam does n

-

follows Troilus to the boﬂ'[efneld cmd thus flouts the tradition o? filial obedlence.

He is also denounced by Cassandra as an insincere leader of his’ people, at
V:iii: 90, and by !ﬁs "deceit" (V:iii:90) Hector is shown to have changed to -

1

the hypocritical standards and expedient pattern of behaviour which were

o —

. originally associat#tﬁh Ulysses and the other Greeks, instead of keeping to
I

those which were initially Troian'.‘ Thus, by putting his own.desire for fome "’

A




A

!

. wife and with his subsequent, loyalty to her (I1:1i:61-67) is undercut ironically By .

' J /’ s ‘ 82.
ahead of all his formerly gentle chivalry, Hector is shown to be more interested

‘ s B , [
in his personaf glory than in the’ general concerns of his race and-his nation. 16

Shakespeare marks each of these scenes, where Hector turns dwcy from

"rémance,” by an episode after it in which Troilus u

ndergoef the same process

el

ona smaller scale. In the Trojan council Troilus' concerr with the choice of a

¢ Pl

" his dishonourable seduction of Cressida, where marrjage is ‘fotally unconsidered, *

In V:ii his disillusion in love and his new dllegiance to revenge follow the same

i
§

pattern of deliberate Yreligious” neglect as that f his eldest brother (as they are

shown in IV:i:252-58). After accompanying Hector to the battlefield (at the en& _ oo

of V:iii) Troilus turns away from Cressida’s letter in a final repudiation of those

> )

"words" (V:iii: 11/) which her betrayal of him have proved to be meoningless. -

And in a differenf way this repeats Hector' s own rejection of Andromache's pleas

[} \

ond avowals. Thus Troilus is openly discarding that softer, kindlier allegiance

- towards women/which his brother has been steadily neglecting, although he now

has cause to consider them unworthy of it. Both princes now seem to regard their
oaths to fight as their first g:oﬁcern, and they also seem to have shed their

"romantic" jdealism and to fight only for personal glory or revenge. In this they

L ’ .
’ J . ‘ _ .

A Arnold, "The Hector~Andromache Scene in Shakespeare!s Troilus and

" Modern Language Quarterly, 14 (1953), 338, considers that "Hector »

onour more precious than life'" in this scene. i -
. ] f

16

arton, p.461, n. for line &1, points out that Troilus “sets a hypothetical

"'in the words "] take today o wife" (Il:1i:61). This implies that his interest
in Cregsida is not honourable if he cdn, even theoretically, contemplate marriage
with ‘ahother.

5 » ~
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© Thersites in the battle because that Greek is not his own "match" (V:iv:24), at \ ‘

resemble the Greeks (as they were’porirayed from the play's beginning) by

behaving ds "Realists. . . [ who ] believe that what matters is to win."

\
o

Hector's last appearances in Troilus and Cressida underscore both his innate -

magnanimity and the fact that this is becoming ineffective as it is detached from
Ty . s N ’ , | _ - .
the core of the code to which he still adheres outwardly, In V:iv he spares

o

V:vi: 11 he praises Troilus, and at V:vi: 12-21 he fights Achilles and lets him

. , :
test, then chcse?\‘:n vhidentified Greek soldier for the sake of obtaining his

ormour. In this lost incident Hector's use of the \‘vords “beast" and *hdnt"
(V:vi:30,31) suggests his own deterioration to the leve! of a "savage" (as in the

epithet he has recently given to Troilus), and it reflects ironically on their

attitude towards war as a sport. (This has been exemplified at the beginning of ~ :

Y o

the play by Troilus' departure, with Aeneas, at the end of the first scene. There

it gives a corollary to Troilus' thoughts of physical love, at I:i: 110~18, so that

2

it also sefs out a”paradox of the pursuit of the belovedl in "destructive™ sexual terms,

b

where the hart, or the hare, is hunted down for the sake of the pleasure fo be

enjoyed by the hunter in its "deoth.")w

]
1
. \ . ) ‘
8Coghill, pp.109-10, gives this defmmon of the Greeks' otflfude, and .,
calls the Trojans "ldealists or Romantics (who) believe that what matters is a ) .
. _ code of honour and loyalty ." . e |
19The sexual puns on “hare" and "die" are explained by E..A. M. Colman, : .
The Dramatic Use of Bawdy i in Shakspeare (London Longman's, 1974), o C
pp-. i9l and 197 T il S |
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In considering the episode of Hector and the "one in sumptuous armour, " .

L

which Shakespeare includes in his dramatization of the Troy story, some critical

opinions fry to exonerate Hector's savage behaviour but many more condemn him
N .

<
4

far “.20 As this incident climaxes his mounting disregard for‘ the former Trojan

< !

standards of courtesy Hector's pursuit of the soldier for his "hide" highlights the

process of his own increasing adherence to that value system which was originally .

associated with.the Greeks, and to negiecf of: “romance" in favour of covetousness | §

.and "martial" expediency. " Hector's wartime actions in Act V can be ambiguously A i
' interprefed.. _He is prevented by pride from fighting ogainst an inferior (Thersifes,’

at V:iv:26=-35), and in this he is scornful, not courteous. Ahd his generosity to’
oo : . : /

!

his peer, Achilles, is to his own advantage as well because he indicates that he

8 ¢

', " personally needs a rest (by regretting that he is not "a fresher man" at V:vi: 20).

P
i

So the way is prepared for his pragmatic chase of the soldier in armour, which B

.esfcblishe? Hector's loss of chivalry, and also displays his avarice.

! .
. . -
& !

%

b
. .
! .
\
.

20For instance, Adrien Bonjour ("Hector and the ' One in Sumptuous Armour' ,"
English Studies, 45 (1964), 107) sees this incident os degrading the warrior who
flees more than Hector himself. He asks "Should we brand (Hector’) with a lapse
from chivalric courtesy because he assimilates the fleeing soldier to a beast?" His
., interpretation shows the soldier to be rotten, or "putrefied," within. But A, S.
. Knowland (*Troilus and Cressida," Shakespeare Quarterly, 10 [1959), 356)
- considers that this scene "cheapens the value of [Hector's ] chivalric vein" and
. shows his covetousness; while Joyce Carol Oates, as J. Oates Smith ("Essence and
s Existénce in Shakespeare's Troilus and Cressida," Philological Quarterly, 46
| . ( 19673, 172) states that Hector "does this out of lust for the man's armour." She
o adds that Hector has, previously, “refrained from Rilling Achilles because of his
| .- egoistic desire to uphold his reputation” ‘and that "the scene is also an allegorical -
little piece (most of the scenes involving Hector have an. obviously symbolic,
" tvertical' thrust ] which suggests that Death itself is present on the battlefield, .

tempting everyone with'an external show of sumptuousness."
. C - -
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Troilus, howev.er, has previously pointed the way th;af.Hector would follow
towards "Greek" mc:teri‘qlism by his own worldly attitude of possessiveness for
Cressida .2] He also regards Helen as an ob|ecf to be boughf and’'sold; "Why,
she is a pearl,/Whose price has launch' d above a thousand ships,/And fu:n 'd
crown'd-kings to merchants," (Il:ii:81-83) and then he applies the same terms to
his own ac"qu'isiﬁon of Cressida: "'We two, that with so mct:w thousand sighs/Did
buy egch other, must pogrly sell ourselves.,.."(IV:iv:39-40), so that in the lafer

w

scené he sees the materialism of their Jove as mutual.

Thus, when Achilles finally proceeds to attack Hec'for (V:viii) the cry of
'
the Trojan prince that he is "unarmed" represlénfs more th'_on an announcement of
his physical vulnerability. It also includes his quasi-spiritual realization that his
own c'hivolry, like the syn;bvélic appearance of the soldier he has just hunted, is
oﬁly “fair wil'l'ua’uf,"z2 and that he has forfeited from beneath its glistering

<

exterior the essence of his concerns for the obligations of home, of religion and .

21 T. J. Stafford, "Mercantile Imagery of Troilus.and Cressida," Shakespeare

in the Southwest: Some New Directions (E| Paso: Texas Western Press, 1969),
PRa36-37, points out that the "two worlds of merchantry and love (cre) joined
c@erently” in Troilus and Cressida, ‘showing "debcsement of Greek and Trojan
values" by means of ' "corrupted commercial images,* and that Troilus is free of
these when he is free "of the corrupting influence of Cressida.” My own
interpretation stresses the fact that the corruption is present in the attitude of
the " possessor "

, 22 S. L. Bethell, Shakeseeare and the P@ular Dramatic Tradition (London:
Staples Press, 1948; rpt, 1954), p.104, suggests "that Shakespeare saw in ( this)
incident in Lydgate an allegory similar to the 'whited sepulchre' of Holy o
Scnpture *sumptuous armour' stands for the "outward show' which covers an
inner corruption.” Bethell also points out that the word "sumptuous” was

introduced to the stage dtrechons by Mulone, cnd did not appedr “m the Quarto

ahd Folios."
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of his formerly high, "romantic" standards for the care and protection of his

“

father's nation.

At the same time that Hector loses the c;ﬂ'ributes of true chi\:élry Uly‘sses‘
be"g::;ins to display more outward signs of acquiring them, Previously he supporf;
the "martial" elements in style s well as endeavour but later_on his style
becomes, apparently, more "lromanl'ic‘. " And he seems to fake on some attitudes,

which are, at first, exemplified by the Trojans,as the play progresses. These

I
concern Ulysses' increasing outspokenness, his smoother style, and his references
e

to religion (but not his attitude towards if).' For when the play begins the Greeks

o

show no awareness of any potentially religious power beyond their own human

23

limitations; “° and though both Greeks and Trojans make nominal references to
*

the' Olympian gods (who, according to legend, came down to earth and

participated in the Trojan war ), these do not fulfil the roles of moral deities.
Ulysses also resembles Hector in being described by others in the play before
he himself speaks. In l:iii Agamemnon's ironic comparison of Ulysses and

Thersifes\(lz iii:72=73) implies that the words of the former will be more worth ‘

%
hearing than those of the latter, who is the play's most scurrilous character, But,

in fact, Ulysses has little to say of much import at the beginning of the council

e

3 Knight, p.6l, considers/ that the world of Troy, in Troilus and Cressida,
"suggests the infinite and the unknown purposes of fate or God," while (on
p.70) he even goes so far as to consider that the "intellectual" Greeks epitomize
"the demon powers of cynicism." Although | agree with him (p.62), in his
statement that the "love and honour of parents, humour, conviviality, patriotism .| '
fare, at first, present among the Trojans and are) lacking among the Greeks,"

"I also consider that these “romdntic” attributes decrease among the Trojans, and
- * that they are later suggested, withicynicism and mockerys-among the Greeks. com i

¥
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of Troilus and Cressida. Thus Shakespeare's initial association of these two

~

B [z

scene (I: iii:75-2-l4) apc;rt from a diagnosis of the cause for his compatriots'

apathy and discord (which is the withdrawal of Achilles); and he offers no

obvious remedy for thut.24 Thersites' condemnations and unattractive epithets,

" on the other hand, are unpleasantly voiced but do prove to be factually true,

as the play progressesl.zs So a douﬁé irony operates: on the level of satire,

- Thersites is repugnansr and, therefore, despicable in his suggestions, while

Ulysses is exemplary in his wisdom; but ot a deeper level, it is the speech of

Thersites not Ulysses which comes closest to the truth inthe overall inferpzretgfion

Greek characters implies a stronger similarity than thet which is understood by
the other protagonists' appraisal of their obvious differences,
Ulysses sets the pattern for Hector's later. repudiation of domestic and

. «

ethical standards by his speech on degree, and by then personally undercutting

. its suggestions. This famous speech stresses the need for strict observance of an

hierarchical order, yet Ulysses follows it by voicing (ot the end of 1:iii) his own

’ *

87.

intention of organizing the dishonest usurpation of Achilles' place as first warrior,

He also undercuts the apparent worth of these values by his emphasis on them.

24 Muir, p.34: "Just as Hector is the spoléesmon for sanity. in Troy, so -
Ulysses speaks for sanity in the camp.” But in both cases what they say has
little effect." . . ‘

r

25 Paul M, Keﬁdull, n Inaction and Ambivalence in Troilus and Cressida ," ’

English Studies in Honor of James Southall Wilson, ed. Fredson Bowers ’
thrfoffesvil]e, Va.:' University of Virginia Studies, 1952), p.140, notes
the "ambivalence between our revulsion towards | Thersites’) and our unwilling

H
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acknowledgement of his truthfulness.” = . .
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After a passing reference to the ‘ideal "married calm of states" (l:iii: 100) Ulysses

states more strongly that: “each thing (now ) méets/lﬁ mere oppughancy; "
(k=38 110-]1) and by sfrecsmg fhe word “dividable" more than its confexfual
ne:ghbour peoceful commerce® (1:1ii:105), which shovld be made more desirable,

Ulysses then proceeds to give far greater emphasis to the quarrelsome features,

which he professes to abhor, than to those tranquil fec;?ures, which he Rretencjs to

Ulysses therefore effecﬁvel)f sets out a situation where everythir?f;
,d-isordered, and by stat‘ing it makes it more real f‘han the hc;gmony,. peaceful
’ productivity, and traditional ‘prioruifi&s of place and birth wh;ch he supposedly
" extols, He subtly‘denigrofes patern'ol oL;thorify (l:iii: 115), shows the position
of "justice" as ambivalent ur;der, not supervisory over, "right and wrong"
’(l:iii:ll7) and fails to suggest cn»y obligation or kindness towards the weak and
 the foolish by deriding the opposlte of strength as "imbecility" (l iii:114), His
Greek "sense of religion" exfends no fusther than snghf of the""planet Sol"
resembling, and not superior to, an earthly king. And, although Ulysses sefs
out fl;e Ch;in of Being' impeccoE;Iy from mankind down he gives no indicatian of

its potential for upward p;rogressibn above humanity. (As Tillyard points out

R s ol - S

Grudln, 57, points out that "an close. readmg (fhe speech] shows whof
: chuos,, appetite, etc."

PO

hcppens without "Sol":

s qo— r
ST T e e R A AT b it

i
4
i
!

trnm et ot e

/'!

R N



- S 2

A

“In Ul'ysses" speeqh on Degree the angelic end of the chain of being is omitted." )27 '

By assiduously reporting the details of Patroclus® irreverent mimicry of "great R

3
]
h¥

.
Ve e e e B e ti et e i

. “ o ¢ : .
Agamemnon" (l:iii: 145-61) he manages to repeat the subversion of that general's -

authority, by spreading the ridicule further. Thus Ulysses shows himself ready to

upset the Greeks' hierarchical order, while, at the same time, he ostensibly |
. promotes it. He then attempts to establish control by disorder in his plot which .-~ . =
would use Ajax to "pluck down" thé "plumes" of Achilles (I:iii: 385) and thus to

©

usurp the rhilifory primacy of the indolent general,

e

Ulysses confides to Nestor, secretly, his plan for movir;g Achilles at the end”  *

s

of the sc;ng ;«vhere Aeneas delivers the challenge from Hector (J:iii:215-309). .
This is a dishonest scheme expressing the antithesis of courtésy or ;porfsmnshipJ .
.Ulysses a?:knowledge; that "' tis me;f Achilles meet not Hecr;x" but, at that point,
he hides the actual rgosor; for his ow;\c‘!isquief at Achilles' withdrawal, which -

o

also causes him uneasiness at the prospect of these particular men coming together.

LY &

o

. >

27Til|yard,ﬁ$mkespeure"§ Problem Plays, p.84. And J. Oates Smith, "The
Ambiguity of Troilus and Cressida, ! Shakespeare Quoarterly, 17 (1966), 143, gy
points out that this speech on order is military, not religious, with imagery that
is edrthbounde "It is not a chain of being from man to God but a chain of . 2
. command of the individual." The controversy.aroused by Ulysses' speech includes
the opinions of Theodore J. Spencer (Shakespeare and the Nature of Man, (New .
York: Macmillan, 1949), p.111) who sees Shokespeare d using these lines »
to "set up a standard of conduct which the main action of the play violates," and ‘
who cites Ulysses as "the voice of common sense;" of Terence Hawkes (Shakespeare
and the Reason (London:. Routledge and Paul, 1964), p.75), who sees thesg ™\
words os a "coloured overstatement" and who denounces the over-emphasis of the . ;
“medieval principles" of the speech; dnd of J. Kleinstuck (“Ulysses' Speechon =~ g

63), who concludes his article by stating thaf the speech’s " idea of o'stabilized \
society, which is ba'sed on degree, is a-mere dream .., in which not even the
man who preaches it actually believes." T

. Degree as Related to the Play of Troilus and Cressida," Neo hilologus, 43 f]959], e
‘ %
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It isnot until 111: ii: 193=94 that Ulysses discloses Achilles' plan to marry<the

sister of Hector. Hg hints &t it, however, when he is plotting fo continve the
’ ‘o ‘ 0

Iy
1‘)

. - warfare (at the end of 1:iii) and he thus reveals the "romantic" aims of Achilles
\ ' ' ~ A '

& " which would conflict with his own "martial" interests .
- : " ) \

R / Ulysses uses sexual and childbirth terminology in his speech to Nestor, by
Vo ] ; ’ .
the words:- "young céncepfion" (I:iii: 312), "seeded pride" (l:iii:316), "blown

up" (1:1ii:317), and "breed a nurlser)"/“ (1: iii:319).28 These olTusions also refer
. :

back to the scene's é,or,Uer imagery of ‘'sylvan growth which is used by Agamemnon

— \ »

' .and then by Nestor (l:iii:49-50). To Ulysses, Nestor iné}icctes his understanding

N

things to come at large," (l:iii:345-46). All these references show the implied

' of the real matter behind these images by replying in simikar sexual terms, with
"small pricks" (I:iii:343) and with: "The baby figure of the giaht mass/Of

necessity of a “mutual act® (1:11i:348) "rrifsccrrying“ (1:i1i:351). Thus, in their
V‘

a > double talk, Ulysses and Nestor agree to thwart the pzf;ntiol marriage of-Achilles

-and'the birth of his children which might result from it. Ulysées is politically

destroying the hope for matrimony held by the Greek general and his aim in so
doing is entirely "martial." On the other hand, the successfully "romantic"
6 result of a marriage between Achilles and Polyxena would confound Ulysses'

objective of continuing the war, This plotting by Ulysses exemplifies his devious
; ) -

Ny A 2

approach,-os;vell as his desire to manipulate his fellow Greeks.

[ . d

(]

-

28
Muir, p.34, mentions that there are fourteen phrases showing the sexual

~ undertones of the dialogue between Ulysses and Nestor, at the end of 11:1ii.
) .

/ - .
: 29Ke|leher, p.11: “The only person who has any real motive for continuing
* the war is Ulysses, and he merely hopes to increase his personal power by means

of it."
/ &

e . %0.
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J - . In his later scene with Achilles Ulysses is more open and his manipulations .

appear to be less furtive, The arguments which he uses in 11I: iii are clear and )
o - _ .

n B plausible, and his denunciation of Achilles' wish for domesticity.and personal
| . . ‘. ’ ' ,
/ advancement (by marriage into the Trojan royal family }¥s understandable when

-

_ Ulysses openly shows it to be motivated by his Swn loyalty to his country's cause.

L Once again his "nursery" imagery ("cradles" in 111:iii: 200) is used to express
¥ ( the implied threat of an allidnce befween the two warring nations which tould

*

“result in a half-Trojan child for Achilles; for Ulysses' own purpc;se of extending
" their mutual enmity would be defedted by such an alliance. ‘At this stage of the
‘ play, such intended treachery by Achilles is the only sién among the Greeks of

positive support for the "romantic” elements and of hope for a return from their

"wartime" lifestyle to normal, peaceful productivity. Ulysses' attitude, and =~ -

"martial" justification, in working against “romance," is becoming more clear;

" and the loss of hope for co-operation between the two sides is also becoming

sure,

>

! .
Ulysses merges his admonition to Achilles'with a reminder of his own

I3

_° intelligent power by showing that the "mystery" of "the soul of state"

(|l|:iii:20:l -?) is an open secret to him. But in these lines Ulysses goes on to

refer to the mganingl,and silence which lie behind prophecy, order and the

making of oaths, on earth. Up till this point these have only been respected by |
. the Trojans who avoid words about the<future or about forces beyond their c;nhof

(except in the legitimate case of Cassandra). But now Ulysses' mention of the

"mysf?ry" is an act which violates it, and his attitude reduces ev‘eryfhiné ¥o

pragmatic, worldly terms, which keep all matters within his own sphere of operation,




T e,

’ﬁ

i S0 he either deliberately ignores, or else is incapable of sensing, the existence

r
"

of any power outside his own immediate cu'-ec.3o Once he has thus destroyed
- : . »

" the power of "unknawability" of the "mystery” he assumes for himself the role
of supreme and impenetrable authority. Ul)/sses’l greed for p;)wer does not

lessen as the play progresses, but his secrecy in pursuing it, does.

=Y

Ulysses therefore epitomizes thé pragmatic rationality for which the Greeks
have béen noted, from the first. There are other signs, among the Greeks, of
their sacrilegiously considering themselves equal with the gods and ogknowledging‘

no other spiritual superiors. These occur'in their use of such words as “holy aftars®
: / . - :
(11:7i:74) and "worship" (ll1:iii: 182) and especially in " providence” (lll:iii: 196)

»

whose 'posifion,iudging by the implication of his speech, is usurped by Ulysses.

Thersites scoffs at ideas of sanctity or reverence in religion (for example, his

)

profane speech of Ik:iii:6=-21 ends with: "devil Envy say amen"), and the .

overall Greek attitude suggests that their mock-spiritual allegiance, if it exists

i
/

af all, is paid to the personifications of sin and expediency.3]

Ulysses demotes unworldly ideals to an entirely earthly level, and, after

makindthe "soul" of the Greek "state" seem man-centred, he proceeds to equate

4

Achilles' marriage with a pragmatic business deal. And this resembles the Trojan

—

. 30 pavid Kaula, "Will and Reason in Troilus and Cressida," Shakespeare
Quarterly, 12 (1961), 282, explains how Ulysses does not "try in any way to
reform the collective will so as to bring it into closer harmony with that
all-embracing providential will, which, according to the humanistic. view,
is implicit in the universal order of things for, as both his speeches on degree’
and the negativity of time demonstrate, he conceives of no such will as
_existing." . .,

] Knight, p.59, describes Thersites as the "extreme personification of the
view of life developed in the Greek party of Troilus and Cressida," “

.
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" L 2
confusion of their spurious Courtly Love idolatry with merchandizing, when their

ideals in‘love are debo;ed by their connection with the lover who sees him;élf as

buying his mistress, Troilus sefs‘ out this attitude when he calls Cressida "a pear|"

and himself "the merchant" at 1:i: 100 and 103. In the word "commerce" (I.Ilfiii:205)
U'I—ysses shows the Greek attitude towards materialism in mofrimon); (ond this is
reflecfea by Troilus' own expressions of it, in |ove).32 But, while. the Trojan
prince employs the I.anguoge of trade for precious luxuries (folkipg of "silks" at
I:7i:69, as well as the II'pecurl” again, at Il:ii:81l) fl;me‘Greek ieoder voices it

, & .
more mundanely by describing the substitution of Ajax for Achilles as the o

"merchants' " show of "foul wares” (I:iii:358) in dry calculation. éo, although

the Troilcms/cre affected by the commercial outlook of the Greeks, they still retain
their illusions of beauty and think of their buying and selling ’in more elegant terms.

In their commércicli_sm, therefore, Troilus resembles the pragmatic G;'eeks,
even when the play begi;xs; and during its action, Hecto; follows Troilus in

becoming-more commercial. This is finally expressed in the eldest prince's

portrayal of covetousness. When Hector's “hunt" of the armour (V:vi:31) has

brought him to understanding of the worthlessness of the "putrefied core" beneath

its external beauty (V:viii: 1-2) this scene becomes symbolic rather than realistic,

©

for no corpse.could have had time to rot in the interim.. Hector's words concerning

"\

it have, therefore, more than Tmmediate significance, and when he says: " Most
)

32 Staﬂ?’ord, p.36, notes that the "basic commercial family of images"

becomes the "primary means for expressing deflated values in the play,
especially those involving love;" and he cites examples from among the. \
Greeks os well os the Trojans, on p.37. n

'
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putrefied core, so fair without/Thy goodly armour thus hath cost thy life™ - -
’
(V:viii: 1-2) his words can be taken to refer to the whoTe stratum of chwalry

L] -
dmfh which he identifies, and they can also be interpreted. as a foreboding of

1

his own ungracious end. In his final self=disgust Hector now realizes that his

2a

. Trojaon standards have been hollow, and that, since: "value dwells not in

" particulor will,/(But) holds his estimate and dignity/As well wherein 'tis

V. ) »
precious of itself/As in the prizer ..." (ll:ii:53-56) his own recent adherence

-

.only to the outmoded form of chivalry, and not to its inmost core, has no

integrity. In arriving at this conclusion, Hector has followed the lead of his

youﬁgesf brother. and of the Greek leader towards unspiritual, earthbound,

4

1
materialism. 1 : ’

I

Y

The difference between Ulysses' pragmatic values and those to which the

Trojans ostensibly adhere is also shown by the significance of Ulysses' reference

¥

to Ajbx as "foul wares", (I: iii':§58). Here Shokespeare is exemplifying another
irony which goes deeper than the spec:ker’| s own understanding of it; for Ulysses’
"foul \;vares" prove, instead, to be "f.‘o'ir," when Ajax's generosity at the duel
matches that of Hector. In terms of "romance" Ajax ocfs‘benefic‘ially by

prolonging that moment in the play when ifs antagonists comfé closest to peace
: /

(IV:v: ]‘19—233J)é<igi>significanf that Shakespeare gives to him the final
* dignity of speaking Hector's epitaph (V:ix:6). In "martial" terms Uiysses' use

of Ajax is undercut b&fhe responsive chivalry beneath his "blockish™ appec;ranée

(1:1i1:374); and, as Ulysses' values extol warfare and dél&ide‘peocefulness, Ajaox

‘ -

_is "foul" in this behaviour where the "martial" aims are concerned. But, in terms -

of the values which Hector sets out in ll:ii, before he reneges in the Trojan debate,
’ ¢

o



T

* overemphasized by the Trojans (it isirepeated forty=four times, with twelve other

*

Ajax's behaviour is actually "fair" and benefits the elements of "romance."

The qpposi}ion of fair and foul is significant elsewhere in the Shakespearean

. cc:non,33 and it is notable that the word "foul":is only used once, for. ce'rfain,’ ‘ ‘ \
in the whole of Troilus @g_Crésidc:.34 " Fair, " on the other hand, is e

\.loric;ions‘ of the ‘35 and i ‘mosf often connected‘ with Helen). The over-use
of "fair," therefore, anud the absence of its corollary "foul" show an imbalance

in the voIL,es of the prot;:'gonisfs cnd suggest that they are confused about

..knowle.dge of good and of evil, and pcrfi;ularly about the difference between

outwardly "fair" appearances and inwardly "foul" reality. Their stress of "fair"

8

epif&r‘rﬁzes their absorption in surface beauty and unwillingness to look beneath it;

-

while even Hector's originally sincere use of this epithét finally gives way to

his discovery of its emptiness, when he adds to it the qualifying word "without"

(V:viiiz 1),
In his efforts to bring Achilles Mfo the Wlefield Ulysses had begun to

3

,assume some of the outward aspects of Hector's behaviour at-the beginning of

the play, so that he is less obviously "martial" and certainly operates less

‘

33 As, for insfcn;ce’,’ in Macbeth, where the witches' "Fair is foul and foul is
fair" (l:i:11) sets theiscene for the hero's entrance, where he first of all
pronounces these words: "So foul and fair a day | have not seen." (1:1ii:38).

w

3A'Hillebrcmd and Baldwin, p.277, cite the alternative Quarto and Foliop
(also F3.4) readings of V:ii: 169 as "By-fould” and "By foule" (also "By Fogl" )
respectively. They state, however, that "most editors have silently preferred
the Q reading without comment."

- s

35 . . o : he Text
T. Howard=Hill, ed., Troilus gld_‘Cresslda. A;Concordcnce fo the Tex
of the First Quarto of 1609 (Oxford: ot the Clarendon Press, 1972), pp.27-98.

[
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* deviously. ~But this appearance of chivalry is onfy a veneer, assumed in place

A

of his former cynicism, which covers his ruthless determination to continue the
!

war. Ulysses' change of manner is shown by his speech which becomes more
a ‘ .’

direct and less elaborare in style than it was in the Greek debcfe.36 By

-
)

appealing to Achclles pride’as a fufher, at Hi:iii: 209 Ulyssa is also, apparenrly,
¥
foHowmg the Trojan example of. concern for famlly, cmd he pro,ects this -

increasingly chivalrous image further, by his courteous behaviour towards his
visiting enemy (af IV:v:211-29), where he speaks as decorobsly as his " modest"
opponent, Hector; But Ulysses' veil of urbanify only covers his persistent irony.

The uncertainty always aroused by his habitual deceitfulness still pervades this

[~}

scene, for Ulysses' pretended "courtesy" is only a covering for his actual

"martial® inte;esfs, as his threat to Hector shows (IV:v:217-21).

1 “
.

“ By mocking the Trojan style of speech at the same time that he uses it to
Y . O

improve his own persuosiveness, Ulysses' speaks more clearly and plecscmrly as

the play progresses. "He eloquenfly describes Achilles' wrath, in V v, and there
§
his prevnously contorfed sryle is replaced by a balance and flow of dlchon which

&

are delivered without any hint of his former deviousness and subflefy. And he

* extols the beauty of Troilus' exhilarating fight in near=-poetic terms which have
\ - “

1

lost all traces of trickery:

[
(. . L

With such a careless force and forceless care

As if that fuck, in very spite of cunning, ‘ o
Bade him win all. ' T (Vivi40-42)

.
\ ‘ C - t . ‘

/

For instance, the contorted order of clauses in lines [11ii:205-210 is
complex and unclear, when compared to the succinct, but still dignified,

1}
' i

\
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Thus, in the last act the Greek leader loses his habit of guile, once he

achieves his purpose of resumed hostilities (which has been his objective throughout).

T)he Greeks and the Trojans together merge their initial differences of expression

\

- because‘their two outlooks are becoming more nearly the same and both sides
. * 3

finally admire excellence in the practice of war. And the gracious and generous

behaviour which was af first a cover only %or the faults of the Trojans is now :

o

assumed by some of the Greeks; but their use makes it opviously travestied and.

this pseudo~chivalry is employed to celebrate the predominance of the play's c .

B

"martial" elements by the protagonists on both sides. It is apparent that the *
imitation of Trojan manners, by the Greeks, is only o veneer of chivalric gestures.
The corresponding use of formerly Greek behaviour by the Trojans seems,

.on the other hand, to be quite sincere. From the end of IV:v, where Hector
! ) L °
replies roughly to Achilles' threats, the language of the Trojans becomes harsher

} .
and more inelegant, thus differing from their eorlier speeches in Troilus and

\

Cressida, For example, in confrast to Hecf%r's eloguence in the council and to
—————————e K * *

Troilus' elaborate love~protests, Hector uses brutal words to the soldier: "I'l|
frush’ it and unlock the rivets all" (V:vi:29), ond Troilus also speaks brusquely, in
the same scene: "He shall not carry him: ['ll be ta'en too/Or bring him off.

Fate, hear me what | sayt" (V:vi:24-25). Thus, while the Greeks assume a thin

'XOV/eJMQ' of courtesy over their essentially "martial" behaviour, the Trojans N

nally abandon their "romantic" appearance for H’\.erp rougher style formerly shown

only by the Greeks, But, -although the Greeks' use of this Mromanticism" is

>

v ﬁ ‘o 3 .
hypocritical and transparent, and suggests no depth of purpose, the Trojans join

in Ulysses' support for the "martial" elements, totally. Their intentions as well

)
2

«

k]
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as their mariners become rude and merciless; they also plunge to savage brutality .

4

*  towards the end of the play,

— . »

This exchange of values and their expression, by the two opposing sides, is

also indicated by the image patterns of Troilus and Cressida. These may be -
' connected with the conflict between the play's "romantic" and "martial" -

elements; for théy suggest f\h{e "romaptic" aims of‘ domesticity and chivdh:y, and

one iocffern is at first delineated in terms of healthy productivity. It is implied, ‘
, and then later denied, in the allusions made by the Trojans; while a contrasting
pattern shows the "martial" elvemenfs and the savagery (to which both sides
fina‘lly commit themselv;as) b? the recurring associatjons of bestiality with the

mangled remains of food'.37 ‘

&

The gustatory images in Troilus and Cressida are seldom wholesome or pure,

but usually stale or ‘tointed“svo that they gtcord;wifh the Fi'nal unhealthy and -
unregenerc.:fi\\/e state of b;)th of fhe‘wcrring nations. But some normal food imagery
is, at first, connected with the Trojans: Pandarus refers to cake-'baking', grir;ding,
cnc!.mil'ling (in 1:i:14-28) ond he continues these metaphors of production in some
'of his later speeches (with "egg" at |:ii:131, dnd "porridge" at |:ii:241)f
Cressida's resp(':nses‘ of; "milvlsfones" and "boked ... pie" at |:ii:145 ;.mt_i n258d

follow the same pattern. Although these qre’vulgar they also give the picture of

a heolfhy,'basic environment of husbandry and démesﬁcity. And this aura of

— . (K\
37 Donald A, Stauffer, Shokespeare s World of Images: the Development of .-
hls Moral Ideas (Bloomington: Indiana Umversdy “Press, 1949), p.141: "The
enemy, in the small and great worlds, is gluttony. And appehte, an universal
wolf, at last eats up itself."

AN
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: cre'cnfivil;y is significantly absent from the background of the Greeks, at the °

opening of the p|a§s38 While, after ;hey effect the ekch'ange of Cressida,

there is no more evidence df it in the Trojans' later references to eating and
3

-drinking., <%+ .

i 2

Troilus (whosepersonal aspirations are phrased in Olympian terms) speaks
\ ¢ .
of "nectar." And the mych~emphasized "sweetness" of love, at Ill:i:19, 22 ’

-
and 133, isloverused by the Trojans. \ Yef,‘ despite \fheir sickly connotaffc;ps,
these terms are also con"\nected with homely industry . *Although these epithets .

all suggest the sentimentalized, sugary corruption of the Trojan Court, 3 fhey.
still retain the idea of prod‘uctivity. Inj the later part of the play, how;ver,‘\“
even T‘ro‘ilus ceases fo use them, for they represent the superficiality of the

Trojan Courtly Love srylé, and by III:}, its insincerity is apparent. Here the
references to “I';oney" and to " aoves'{ cré salubtious but indulgent, for they

show Paris as a homebound drone, with Helen as "queen," in a setting where

his potential wholesomeness has become debauched. And the misuse of the

beehive metaphor (by Ulysses at I: i1i:81 and by Priam at ll:ii: 144} indicates
3 ’ . ’
that both governments, which should be hardworking institutions, are out of

—

-

~ 3

38 Knight; ;"59, substantiates this image of the Greeks by his denunciation
of their "critical intellect ... unimpelled by intuition or some mode of faith
which) contains the seeds of its own destruction ... (and which is
uncreative.," 4 .

39 Edward A. Armstrong, Shakespeare's Imagination (Lincoln: University of ‘
Nebraska Press, 1963), p.168, explains the habitual association of dogs, candy
and flattery, in Shakespeare. -Here, there is no dog; but the connection of
insincere adulation, with "honey," prévails. ) ’
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order, and suggests that a woman is wrongly in charge. (They support Roy's

theory that the Greeks repudiate female rule but that the Trojans* lifestyle
incorporates it). But the traditional hierarchy of rule among the Trojans is

“ ' J
ostensibly pqh-icrchol@/ith Priam in charge; therefore this metaphor of

'domination by the queen bee, Helen, in IH:i points out its fatal corruption.

After III;¢1i,\which is the play's central love scene, dll fertile husbandry

is absent from the vocabulary, for the Trojan security of situation and hope for

continued prosperity are gone. Before this, Pandarus mentions an "orchard"

(11:ii:16), and in bringing the lovers together, he refers to a "farm" .(l!l:ii:SO);

byt this wholesomeness disappears from the images used by all the other Trojans * -

after they hand over Cressida to the Gréeks. Only Pandarus retains his

connection with the everyday products of nature dnd with the land. This is
i
illustrated by the images which he uses atithe very end of the play, by the,

"goose" and the "humble-bee" of the Epilogue (V:x:54 and 41), which then
grossly caricature his earlier homely concerns."io But their bawdy connotations
make Pandarus’ final speech ludicrous, and accentuate its unhealthiness, so °

that his imagery in the Epilogue gives only a mocking echo of his former

associations with healthy démesticity.
The Greeks' outlook, however, is shown to become slightly more healthy

after the exchange of Cressida, From then on their behaviour is pleasanter

« . i

4Q‘\rmsi’rong, p.58, where he emphasizes the unpleasantness of the
Epilogue's lines, and investigates the sexual connotations of "goose" and
"disease" elsewhere in the canon.
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" Con
, towa‘rds each other, while the Trojans are contrastingly quarrelsome. (In the ‘
battle of Act V the Greeks/ abandon disunity and are cooperative, as Nes’n;r's
words show: "So, 50, w:z draw together" at V:v:43. And although Hector and
Troilus are also united in its enactment they squabble inharmoniousfy)before
going to the battle, in V:iii.) |

Before this "martial" unity takes over for both sides af the end, how)ever,
the play's domestic, farmyard imagery shows a decrease in the Trojons'
"romantic" interests and an increcs; in the parodying of these among the Greeks,

v

" where it is connected with Achilles and with Thersites, Throughout, Acl:illes is
the only Greek who consistently finds food to b'e appetizing, for among the

! others the images concerning eating are unpleasont or even suggest contq_{ninction,
in the early part of the play. (For instance, they speak about Achilles as "fair
fruit" which is spoilt by its "unwholesome dish," at ll:iii: 119, as "bast (ing]
his arrogance with his own secr;1,“ at 11:iii: 185, and as ';enlcrd (e‘d in ) his
fat-already pride,” af 11:iii:195.) But Achilles himself speaks of food without
this unpleasantness as, for instance, when he rr:entions "cheese;' ot I'H:iii:il
and "batch of nature" at V:i:7.

These 'Iasr two epithets apply to Thersites who describes food more
wholesomely as the p_lcy progresses (clrbough his own early gustatory images are
fh‘gn;selves uncppefizir;g: "vinew'st leaven" cn:i "toadstool" at 1l:i:12 and 120;

“while "fusty nut with no kernel" at [l:i: 101 also suggests sterility). But some of
the rural and homely ouflo?k which is assoc;iofed with Pandarus is also present in

‘the later imagery of Thersites, He replies to Achilles' "nature" epithet (of V:i:7)

with "thou full dish of fool ,* (at V:i:9); and in the last act he gives several -

/
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terms for healthy food by the words: "almond" (at-V:ii:193), "cheese" (at ‘

Al

¢

V i lO) and "blackberry" (ot V:ii: H) ‘ ) Y

Overall, therefore , Achilles does not show the same dastoste for food (and

=

by implication,, for sexuollfy and for "romantic" lr)feresfs benerc“y) " that 1 is

drsployed by his fellow Greeks. * Their dislike of prbdqcfivify, early in the play;—

is followed by some healthier consideration of it later (which is used mockingly):

° ot

This is epitomized in the imagery of Thersites. After Cressida arrives among them,

the Greeks' enthusiasm for food increases, while that of the Trojans decreases
\

correspondingly; ahd'this reaches a climax at V:ii: ]59-!0 where the images

employed by Troilus resemble fhose of the Greeks, earlrer./At Il:iii: 148,

O .

Ulysses speaks of "scraps" of food a¢ being greedily “devoured" and this same
° \ ‘

unpleasant carniverous metaphor is used later b;' Trh*.%, when his former
"relish" (of 111:ii:19) is changed to nausea at the sight, of Cressida's infidelity:
“the orts of her love,/The fragments, scraps, the bits and greasy relics/Of her

o' er eaten faith are given to Diomed." (V:ii: ]58-69)42 - ‘

&

At the beginning, the theme of healthy productivity is mostly associated -

with the Trojans and that of sterility with the Greeks. But as it\brogresses,, these.

H
L4

41 .Caroline Spurgeon, ‘Shakespeare's Imagery (New York: The Macmillan'Co.,
1936), p.147,, pomrs out that love Is’ both food and hunger, ond emphos?ked as
"bitter~sweet,” in Shakespeare.

o

42 ' Muir; pp.29-30, also nofes that these lines show a connection wufh the
* same imagery, concerning time and food, in Lucrece: ‘
= To feed oblivion with decay of things, (1. 947)
and: Let-him have time a beggor's orts to crave,

And time to see one that by alms doth live
"Disdain to him disdained scraps to give. (117985-87)
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- divisions are less-clear.. And the play's imgges bf disease also follow the same

, , )
pattern of predominance among the,Greeks, at first, with increase among the ;.

T

-— : ) ATréions, as it progresses. These‘imug&s pervbde the Greeks‘ personal remarks
B ’ -
“to. each other at'the outset (for instance, at 11:i:2-19, 11:iii: 18, 73 84 and 175)

A ]

- . s . and fhey flnally mfect the forebodings of the Tr0|uns at the conclusmn Even

though, uccordmg to Munr,‘ "the numerous lmages related to sickness ... [are]

43,

confmed to the Greek scenes," '~ it is notable that, afl'er fhelr night of love,
_c . g

o ‘ Tro%lus also hinf; at the fhoug;ht of disease to (.‘:ressidu- "you will catch ‘cold;'

; . (IV \15) and fhof she rephes wnh a reference to" peshlence (at V:ii: 21).
And although Therqtes lets forth’ one more "dlsease" dlofrlbe, (at V:i:18-22)
all ofher references to sickness afte;r that occur among the Trojans. (These are

- made by Troilus, .at V:ii:35, by Cassandra, dt V:iii: 18, and finally by Pandarus,
at V:iii: 101-5 and V:x: 18). Thus the infections of the Greeks oré bei.ng passed
on fo ﬂ;e Trojans; but, after Troilus Hc; had infercoux:se: with Cressida, his

- ~ g

.Otf‘itgde towards health and productivity changes from enjoyment to increasing «

distaste and bitterness.
The play’s several allusions to childbirth suggest a similar reason behind
fhe thQes/of productivity, At first, fhese are cppropncfely bawdy when mode

3

| amusmgly by the Trojans and abortive when m&e wry!y by the Greeks. But

. bnce the Tr0|on lovers have been parted thefe are no references to children

?

- 5 " within the play at all so that the later Trojan attitude resembles that of the

) ) . * ! g o
¢ ’ 43 Muir, p.30 _

A s s e

S et B e,
\
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Greeks at its outset. Ulysses employs childbirth imagery in his words to Achilles
in H:iii:311 (and Diomedes disparages "breeding" in his talk of Helen, at 1V:i:65),

while Troilus® last words when parting from Cressida resemble those used earlier

*

* by Uly§§es (for both are contra-productive), Ulysses hds a “young,concepﬁoﬁ

in Chis) brain" (at 1:iii:312) when he discusseés with Nestor his plot for goading -

Achilles into battle, but he plans to make Achilles’ own plotting "miscarry" at

¢

J:1ii:351. And Troilus uses the same imagery’ to describe his separation from
Cressida, which: "strangles our dear vows/Even, in the birth of our own labouring

breath."
- .
Ulysses' anti-fertility attitude is clearer still wheré he uses the terms of

i

metallic imagery In contrast to the organic suggestion of Achilles' ' marriage!

' so that Ulysses denies Achilles' suggestion of 'creative mutuality’

metaphor,’
S 44 - . . ‘
(ot 111:1§§:112-23)." Butaterility replaces the potential for fruitfulness for ,

> .
both sides in Troilus and Cressida. This is illustrated by Helen's ambiguous

ollusion to "two" possibly_ makiné "three" after ']Falling in" (at Il1:i:102) because
this should refer to H;e naturalsprocess of love where the "thiré" suggested would
be a child, in o healthy environment. -But the "third" is instead exemplified as
another person or rival '.lgver, in the affair of Troilus ond Crf;ssidu, so that

together they are shown to lack the normal impetus towards productivity. This

-

\

"limits Cressida to her lcre/rréus a "daughter of the game":and denies her

potén‘h'ul for motherhood. Thus, the apparently domestic attitude of the Trojons .

L. C. Knights, "Troilus and Cressida Again," Scrutiny, 18 (1951), 149,

"

7
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changes to one of disintegration and depravity, while the Greeks' assumption °

of its former veneer does not contain gy of its original associations with -
creative generation, or with the "romantic" element of productivity.
‘:]-

The exchange of attitudes between the Greeks and the Trojans shows that

the parody of chivalry assumed by the former emphasizes the lack of integrity ¢ 7

)

which underlay the veneer of the latter. For instance, Troilus' own interpretation

of hIS role as devoted Iover includes that of reaching up further i/ his ! 'elevation®

L

because he is wooing Cressida (ot HI:7i:15), but when Ulysses points out that

[l

Diomedes "rises ... in aspiration" (at lV:\;':“15-16) he is alluding to that Greek's

ambition to be her lover, bawdily, and in a brutal parody of Troilus' sensual

\ -

appioach towards his lady. Diomedes' "courtesy” totally lacks any suggestion

of spiritual ?‘dealism; and this also applies to the other “romantic" attitudes taken

on b;/ the Greeks. i

i

Shakespeare's émphasis & ‘the mockery thus implied is illustrated by his use
4

of beast ond bird imagery. The, est | imagery shows an exchange of animal

attitudes between Greeks and Trojans, but thesbird imagery indicates that the

Trojans are closer to spirituality at the play's beginning than are the Greeks at

its gnd.45 An inflication of the Greeks' inherent respect for the "martial"

-

1

L

b

45 Walker, Troilus and Cressida, p.xxxvii;, "Trojan light headedness runs

to bn'd imagery, though | doubt whether this has much significance, for Animal
Grab is to some extent a symbolic game for the idle Greeks until the dogs of

_war are unleashed and can show their paces in Act V." My own hypothesis is

that this imagery reinforces Shakespeare's indication of the Trojans' ;spiritual
po'renhol becoming lower by the play's end (while that of the Greeks becomes
higher in merely worldly terms). :

__‘ ’ hl

»

e
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elements is shown by their greater association with beasts of prey in the ‘earlier
' . o ‘ . . '
scenes (while the scmeﬁcges apply to the Trojans in the later scenes). For
instance, Ulysses speaks of "appetite" as "an universal wolf" at I:iii: 121,
Nestor of "mastiffs ... (at a) bone," at 1:iii: 390, and a "tiger" in the same
scene (l:iii:48-49). Ajax is compared to a "lion" and to a "bear" at 1:ii:20
and 21, Thersites to a "wolf" at I1:1:80, and several other canine epithets are

also applied tothe Greeks. %0 But |.oter in the play the predatory animals appear
omo.ng the 'I:roicms. ‘Affebr referring to themselves as objects of the hunt in the
early scenes ("buck and doe" at [l:i:1 17,and "hare" ct‘lll:ii:48, a metaphor
which Cressida combines with that of "lion") the Troions:lofer acquire fiercer
epithets. Aeneas calls himself a "lion" at IV:i:21 (o ;:ompcrison that also
applies to Hector af V:iii: 38) and Troilus uses that term to follow it with mention

of the princes as "tigers" @t [I1:ii:77. Thus the Greeks and the Trojans exchange

their predatory symbols in the course of Troilus and Cressida and although the

Greeks appear to be fiercer the Trojans are, in fact, almost equally rapacious.

(The interesting exception tor this pattern is again Achilles, who is also both

"

hun;er and hunted, the "lion," at Il: Ni:86 and'the "hart," ‘at 11:7ii:258. TEese

p e;pressions about him resemble the early scenes’ \vepifhefs for the Trojans.) ‘

3 . .
At the beginning of the play, however, the Trojans are connected more .

spiritually with birds, gnd 'this imagery is later assumed, with o difference, by

the Greeks. Pondarus calls his.fellow countrymen "eagles'y or "crows and daws"
‘ . N

4

46 Armstrong, p.169: "Shakespeare detested dogs."
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at 1:1i:244, Cressida is like a "new ta' en spa;'row" at 1l1:1i:33, and Paris talks

of “doves" at [H:i:128. Troilus mentions the "cygnet" in his evlogy on Cressida

a
\

at 1:i:60, and in the love scene, C‘ressida and he are respectively compared by
Pandarus to the "falcon" and the "tercel” (111:ii:52). The Greek warriors are
compared to birds after Cressida's movement among them, but in most cases they
are repréenred as captive or unable to fly. Ajax is called a'"peacock” at

NI 251, “quails“‘ are connected with Agamemnon at V:i: 51, while Th'ersffes

(who is reséonsible for making most of hese bestial and ornithologital allusions) /

is himself still able to fly, but gives voice forebodingly as a "raven" (V:ii:191).

—_— .
In his similar comparison of Patroclus to a "parrot" Thersites implies that they‘are
both kept confined, trained-to speak for their owners but restricted from freedom.
In this way Shakespeare's later presentation suggests.a mockery of that spiritual -
potential which was originally the Trojans' bl-Jf which/ is now utterly absent from

' their opponenfs"'&hivalric" prccfic“e .

— If the Trojans have descended to earth from their earlier height as "eagles, "

they still retain their kingship in their similarity to "ljgns." But the Greeks are
& .

elevated only to the dubious status of captive or ambylatory birds., The most

47 Armstrong; p.63, where he notes the associations of "goose" with "gall.”
It is therefore of interest that Priom uses the word "gall" (ll:ii: 144) to denote the
bitter effect.of keeping Helen who is strongly associated with the word "honey" in
the play's images. Thus, the Epilogue recapitulates the theme of the woman being
fought over (formerly Helen, now Cressida), who is "bitter to her couniry"
(IV:1:69) as well as "sweet." The questions raised here by the association of
"Winchester" with "goose" have several possible answers. Hillebrand and Baldwin

S

/\

y



{ ~ ’,v{ - * \
o ) _ ‘  108.

o

_fiercest and most overpowering creature suggested is the "dragan" of Achilles'
///h/reots towards Hector (V:viii: 17) which takes over the earth, destructively,
( .
2/ond blocks out the light of the sky.. The goose reminds us of the lost world of

farmyard domesticity while the f!rogon presages the chaos and barrenness of a

-y

waste land (ond its coming has been suggested in the mention of fqbulous creatures

by the Greeks os the fifth act accelerates: the "Sagittary" at V:v: 14, and the

4 /

"sprites and fires" at V:i:64.) These contrast forebodingly and subhumanly with
\

the Trojans'.earlier descriptions of themselves as amotig "angels" at I:ii:287 and_ -
LN - '

os "sprightly” at 11:ii: 190. Thus the Tréicxn hope for gpirituél elevation has

become, among the Greeks, a descent towards demonic subhurﬁcnify.
All these interchanged patterns of symbols and imagery and the loss of
genuine courtesy which they indicate on the part of the Trojans is balanced by

the-gain of its hypocritical veneer on the pcrtlof the Greeks, The exchange

L4 ; -

appears after Cressida's movement from dlion into the camp of the Greeks, but
it may in fact begin when Troilus has intercourse with Cressida, or when her

return is promised to Calchas. It com.fherefoxé be related to the presence, or |

abuse, of a woman among the different warriors on both sides. The changes in

.o

. / ) ?

(p.3"l 6) explain its theme of ;‘)rosfifufion (as a "strumpet" was called "a Winchester

" goose" and the "publick stews were fﬁ‘icidﬁ%ye;;hder the jurisdiction of the Bishop
of Winchester" ). Also, as Anthony Retti (“Beasts and Politics in Elizabethan
Literature," Essays ond Studies , 16 f1963J,' 8-89) poinfs out, animal imagery
frequently set out political allegories. So, when Shakespeare mentions "the
humble-bee and the goose" ins'an epilogue'(to Troilus and Cressida which was J
perhaps added in September 1903," he refers to the failure of Essex's rebellion
and to "the fact that Ralegh (the goose ) was to stand trial ot Winchester, and

. _might give evidence against him." . ) "
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speech.cr;d behaviour also rcdicpte from this point in the action, occurring just
after the love scene an;i becoming more.mcu;ke;l as Gessi_du is established within
the Greek camp. Then, the wora associations for the Greeks become softer and
more wholesome, whereas those for the Trojans have lost their sense of

7 v Lo /

productivity. . , . ¢

\
L4

Thus the Greeks assumeéhe outward aspects of chivalry which were, at

SN

first, predominantly Trojar; but without any of ifs original integfify, ond all

the symbols actually sh;)w that the Greeks have no hop;/for spiritual elevation,
Finally, their "martial'’ attitude is shown as destructive, while the Tfoicps'
"romantic" aspirations are shown as hollow and s;erilé and as entirely earthbound.
Although Ulysses has indirectly influenced Hecfo'r in the Trojon’s loss of chivalry,
chfor's reciprocal effect on the Greeks promates only the appearance of

“romance” without its meaningful benefits of productivity, domesticity and

respectful care for women.

—



Chapter IV: Troilus and Achilles
"The presel:lt eye praises the present object" (Ill:iii:180).

»

el

In this chapter | intend to show how the "romantic" elements of Troilus and

‘Cressida are supported, for a time, by both Troilus and A.ﬁhilles. That support is
S

related to the awareness, shown by these two men, of a world which is greater

\ than that of their own immediate environments. Shokespeare suggests. that both

Troilus and Achilles (unlike most of the play's other chq'rcéfers) have concerns

1
1

. beyond the limits of theplace and the time of its actions, and he indicates that
. ‘\ hey each look for somé greater sense of continuity, outside it. In this search, -
, \ N “
! Troilus seeks an extension of his own identity in terms of fame and immortality,

~ -

‘blut Achilles only looks for it in terms of physical continuity. Suggestions of a

I'4

lx\fe outside the scope of the play's action, and of a world outside its characters'
) Y

) |
-~ imediate environments,are rare in Troilus and Cressida, but they are made

nonetheless for some of the leading protagonists. These allusions are significant

b

becoUs? they conk{ibute a depth and an added dimension to the characters,
. \ M
developing them beyond their standardized limits as the stock figures of tradifion,

and thus making Troilus and Achilles into individual Shakespearean

personalities.
\ ! s
\ A a

In consic&ering the depth and background‘which are absent from most of the

characters in Troilus and Cressida, it is inferesting fo note that John Bayley makes

I}

a distinction bet;\&\éen Shakespeare's depiction of the protagonists in this

particular play; and those in most other'plays in the canon. Bayley defines
\ 14
\ 3 :
Troilus and Crésido as the one play where Shakespeare fails to suggest the
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characters' extra~dramatic existence in terms of "novelist's time, " and he says .¥
1 b N

l J . .
that "we do not know what Ghey) are like because there is neither time nor

occasion to find out .. .'neifher we, nor they, con be aware here of the other *

wt .;

world, of the novelist's world, in which time stretches into the past and the

future." And he #ds that "Shakespeare's technique (in Troilus and Cressida)
deliberately abandons hig usual sure mode of creating a complete human being,

complete not only in terms of history but in relation to a family and a social
. A}
situation."
9 v
In My own view, Bayley's definition of this "lack of completion" is accurate

for most of the characters in the play, most of the time. | consider, however,

]

that in the course ofn the play's action both Troilus ond Achilles ‘show the porent‘icl
for acquiring this " completion" b); displaying their interests ir; exfrc-imm;diote
concerns. But they each turn away from rhese~interesfs and lose the opportunities
to develop them. Thus, both these heroes give priority to the elements of ,

. "rqmance,“ for a time, although they both, finally, reject them. " (Fo;' those
qualities "which | have cited above as exemplifying the ploy'ls "romantic aims"
are connectfed wifl;\ any interest that could be shown in a longer-term; deeper
exi;fence outside the limits of the play's "immediate" world.) There are occasions .‘
when Troilus strives fowards an extr;'x -momenfc‘lry identity, but his self-cenired
attitude in love, and his misinterpretation of its promise of spirituality, ptievenf

"u~__him from achieving it. And Achilles also attempts to establish himself in "the

future” and thus beyond the play's temporal {imits, looking for o greater; and

*

Ly

1, Bayley, p.61.

an
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deeper, existence in terms of the "novelist's time"; but he fails to realize it,

losing his hope for long-term identity because his pride and sensuality keep him

A

within the realm of "immediacy ." l . )

| shall therefore explain my own view of the circumstances in which these

/

two characters come close to being "logically and sbundly related to environment.”
At the beginning of the. play Troilus shows an interest that stretches beyond his
momenf in life" by his wish for posthumous fame, both as a warrior who dedicates

himself to the pursuit of "honor and renown," at 11:ii: 199, and as the "true swain

in love," at lll:ii: 1652. (1 shall henceforth refer to this as the awareness of

-

"external time.") Troilus' claim for im}inorfolify is erroneously based on his

illusion that the cause in which he practises the chivalry of warfare is iust,2 and’ °
that the "sp'irituulity" which he looks for in his love affair should benefit only him,
So when he discovers in witnessing Cressida's infidelity that their love together
has been merely physical for both df them, he loses his faith in women as "idols,"
both generally (and this is suggested by his words at V:ii: 132-33) and also,
particularly, in Helen, as the "theme" of his chivalry. When Troilus' basis for

N J
)

——————

s

2Tronlus apparently finds Helen "a theme of honor and renown" (11:1i:199),

" but, as Derek A\, Traversi ("Troilus and. and. Cressida," Scrutiny, 7 (1939, 313 “14)

points out: "the whole trend of Troilus' reply [ to Hector 's questioning of his

. brother's judgment } is to annihilate, or at least wilfully to confuse, the

distinction between 'will' and ' judgment,' to show that 'judgment' is powerless

. and irrelevant once the sensual will has impelled man towards action. In other

words, the bakis of Troilus' honour is snmply sensual impulse ..." This weakness of
Troilus' conceéption of honour " is rmphed in the very situation upon which the play
turns (the ‘reality of Helen'" ) ... and this same lack of solid foundation is apparent
in the undertones of ... the unacknowledged sensual b05|s of his idealism" in

Troilus' offair with Cressidd, -

/

K
W

.1;.



. .achieving fame becomes. untenable he therefore rejects all hope for personal

immortality; and he then denies his own potential os a character with \

re~-than-immediate existence.

chilles also shows the potential to belong in a time and a place. which are

, ’ L
“external.™ For him, however, these are only physical, not spiritual or eternal.
k3 .

3

Achilles' connection with an extra-immediate world gives him that "sense of

character" which the play's other protagonists lack, for his apathy as @ warrior
’ coo ) ,

covers his efforts to establish himself as a "lover,

/

only negctively.3 But Achilles later rejects this chance to make a place for

‘¢

which are presented, af first,

himself within the "novelist's time" when he turns away from his hope for mrriage N

with Hector's sister (which would give him identity in terms of earthly continuity)

and when Ulysses finally succeeds indirectly in provoking Achilles" return to the

4

war,” Thus, both Trgilus and Achilles come close to relating themselves to

“external time," and in doing so they both show temporary support for the 'play' s

, <
_- - . ;

"romantic" elements.
. . o' " ’ . TR . [ .
Troilus shows his awareness of "external time" in his ambition for fame and in
‘ N

i .

-

3ln Chapter Il, p. 40, above, | point out that Achilles' role as the lover
- is subordinated to that of the reluctant warrior, by Shckespeore, and in Chapfer
i1, p. 90, | describe the secrecy with which Ulysses mentions Achilles' projected
marriage), Altogether, Achilles' part as lover or pofenhol husband seems to be
deliberately understated. ]
4 Although Ulysses‘ manipulations fqil in their.direct attempt to'return ,
Achilles to the field of ‘battle, | consider that Patroclus' speech (at I11:iii:222-24)
results from Ulysses' preceding taunts against Achilles, and so, therefore, does
. Patroclus” own resumption of fighting. This leads to the news of his death (ot
* V:v:13) and thus fo Achilles' own "wrathful" return.

A




" generation, there is) only Hector respects it at the beginning of Troilus and

~ —_— —

114,

his early protests as the lover who hopes for transcendence in his merely serisual

pursuit. But he bases.the first on the false surmise that Helen is worthy of
knightly devotion, and he disregards Hector’ s’iwarn,i'ng of "bad success" ina
“bad cause" (ll:ii: 117) by making Menelaus' adulterous wife his “theme of ho;\or."
And in his own ‘love affair with Cressida Troilus c;so ignores the implications of
its immorality, He sees his own cohstancy as a lover as sufficiently ennobling to
elevate him spiritually, even though his desire for Cressida is fullfille.d only
;;hy,sicclly. _(For, at this point, Troilus is unable to distinguish any difference
between the spiritual and physical selves of a v;omc;n, so that carnal possession
seems to hir(jro incorporate "réligious" devotion and inspiration, for himself.)
“After the Tr;ion princes (apart from Helenus) follow Hector in turning away
from the warnings of (iassc'ndro, and thus den;' the efficocy of any “religious"
power outside their immediate world, fhéy become profgmoﬁc and eurthbouna, as
are their Greek opponents, and they lose their potential for spiritual awareness or

[

transcendence. If there is another world in which Priam and Hecuba have believed -
.

(and the implied importance of Cassandra's prophecy suggests that for the older

Cressida. But once he turns awdy from its connection with morality, in favour of

personal glory, Hector shows progressive co—rruptipn( in his code of chivalry, which

"

becomes thereafter a form that is empty. And when Troilus himself discovers the ,

falsity of his 5round for expecting immortality he also turns.away completely from

“

care for the future, or for his former spiritual idealism, by openly defying the go;:ls'

i ¢

"imminence”" (V:x:13) and by devoting himself to earthbound revenge in a .

deliberate reversal of his earlier hope for "canonization" (ll:ii:202)." ,

- ¥
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There sgems to.be a connection between the references to Time which are o

made in Troi{us and Cressida and the capacity of its characters to relate themselves

to the “exfe&l;ﬁgng'/pf the novelist because those who can view Time objectively

-

[
also have the ability to establish themselves beyond their immediate environments.
This applies to the aftitude of the Trojan p;incesl. Hector is able to look outside

his own circumstances and his view of Time is' co-operative, not antagonistic

§

(IV:v:225), and so is that of Troilus (at 1l:ii: 202).  But Ulysses exemplifies,

: -, throughout, the contrasting view of total preoccupation with the immediate

moment and his disparaging attitude towards Time depicts it cynically as a
"monster" (IM:iii: 144-47) and as a "fashionable [émd therefore insincere J host" C

(111£§ii:165). Ulysses. shows Time as essentially "envious and columniating."
. - T
(IN:7ii:174) towards its human victims; and he correspondingly gives no sign of

=

N interest in, or capacity for, reloting to a world beyond his immediate
surroundings :5 His personal short-term values and his disbelief i in the constancy

of others is illustrated by this attitude fowcrds Time, which he depicts as merely

destructive without suggesting its productive complement; and this difference ' %
- “between Hector and Ulysses epitomizes a fundamental divergence between the ]
" play's "romantic" and "martial" elements. For in terms.of "romance" Time can : #

. ' 5 a v

- . 3 Knights, p. 149, investigates Ulysses' underlymg motives in his words to
_ Achilles and concludes that Ulysses "is concerned neither with self-knowledge J
' nor with mutual relationships, What he is concerned with ... comes out at
"applouse.'" This suggests that, for Ulysses, the predomlnanf power. is “fashlonQ\
which is always transitory.
4 : . . -

§
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be spiriﬁmlly or physically productive, but in terms of war it is an agent for,

destruction .6 )

In his attitude of short-term, "martial" values Ulysses resembles the Trojans’

. 4 .- i LR
prime war-moker, Aeneas; for neither of these two men destined to survive the

1

Trojan war shows any (c\woreness of "external time" in Shakespeare's play about

Ky

it, and each is preoccupied throughout with returning the oction towards the

5 AN

bo;ﬂéfie‘ld. Arﬁong the Trojans Aeneas shows most interest in continuing the war, 0
and least interest in a possible world beyond it. He exemplifies the superficic;hlify
(and fhus the transiency) of the Trojans’ formerly deep qnd I9sting~vu|ues. Aéneas
carries on only the ritual of chivalry, and whereas Hector shows owprene;s of nt// e
frue m;aning, Aeneas displazs its rrop;ﬁngs with mockery, by taunfing the Greeks
(l:iii:257, 281-82), by his "despifeful gentle greeting" to Diomedef(l\”:i‘: 33),

and by his consistent appearances whenever the love plot gives woy'fo the war

plgf. Shakespeare thus. indicates that Aeneas is more loyal to the "r.nar’riol" than

o
to the "romantic" elements of Troilus and Cressida.

6 w\

4

>, He serves the purpose of leading Troilus back to the "spert" of war (I:1:115), .

\
'

0N

D 1

. of confemptUously complaining (after Cressida is handed over to Diomedes) "How

" have we s;penf this morning'" (IV:iv: 140), and,of finally steering Troilus towards

*

. .
[} ' &

9 ’ \‘
6 Y ,
ongm——+ Knight, p.71, sees the play's world as being "ruled by murderous and
seriseless time." A less one~sided explanation is given by Traversi, 304, who
a refers to the "apprehension of the simultaneous fulfilment and destruction of

human values by Time" in the Sonnets, and who considers that "Troilus and

Cressida aims ot o dramatic presentation of this contradiction.” The essential

difference here between the Sonnets and Tnpilus and Cressida is that the verses

offer hope, within Time’, because of human procrecmon, while the actions and
° ,¢= images of fhe play negate that possibility. '

-

" L . - L4
c - B M B b
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the battle (V:ii: 182-84). The manpers of Ulysses and Aenecs eplfomnze theearly | ]
contrasts of oratory, in the play,’ befween the Greeks cmd the Trojans, for, whlle |
the irony of UlysSes is more subtle and leads to qonsfanf uncertainty about the
reliabflity of his opinions, the speech ;:fAeneas is openGIy ambiguous i;'u his role
as herald for the cppu%fl); chivalric Troiahs.7) But fhé ridicule implied by

Aeneas' words to the Greeks is ebvious by_fhe‘ time o; IV:v, although only

.

- expressed slightly in such epithets c.s‘"t'he ‘noble Menelaus" (IV:v:176) and “the
(5] y ’

old Nestor" (IV:v:201). Aeneas does not convey any sense of "romantic" value /

in his sarcastic speeches, and he always redirects the action back to the war (ond . .

a
3

thus towards its inevitable chaos which w‘m destroy all hope for continuity).

&

The other Trojan character who survives (in terms of legend) and

D)

i - ~ ’ R
no connection with "external time" is Helen. (She epitomizes Ba ey's definition
. . o v ) .

of the play's two~dimensional characters, and hg compares the scene whére she
play p :

« s

presides with a vjsit to a night=¢lub ‘where no one is at all concerned with their

own outside lives or with those of o‘tl'uers.)8 Shakespeare' s presentation of Helen

®o. .

is the play’s most cruel-parody, for, in becoming the Trojans' "goddess of love"

she has apparently relinc{‘uished cill'—audlities' other than personal bedufy and

eroticism. When at last she is seen, in lll:i, the misplacement of value in her {
~

on the part of the Trojans is obvious. Helen is blatantly stupid and obsessed with

-

7 Although Loyrénce, p. 141, déscribes Aeneos as "bruve and chwu|rous,
' my own view shows hlm to be only superﬁcsul |y courteous: (see Chapter ill, p.75,
, above), = ¢ X o
U . S » o r' °

889yley, p.65. - ‘ : o _ .
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her own idolized posifion at their court, as her few undignified words show:
"Yéa what he shall receive of qs in duty/Gives us more palm in beauty than we
have ," (lll:i 156-57) She is uncéle to talk about anything except the immediate

moment; and among the many references made to her previous life, by other

. -

characters, only Troilus' remark on her appearance alludes to a time outside
' .

i

that of the play: "A Grecian queen, whose youfir\ and.freshness,/Wrinkles L

he L

Apollo's, and makes pale the morning ," (1:ii:78-79). Signifgicunfly, Helen L

-

. has not changed from this, except for her loss of "freshness.”

Jn writing about her presentation in Troilus and Cressida Coghill points out

that it is not the person of Helen but the ideal made from her by the Trojans that

s . . ) L7
is the subject of discussion in the play, and that "it is not wh:t she is (the realist's
criterion) but hoye is valued that counts ..,10 Her worthlessness, however,

« A
is also cited by those same terms, for although Troilus'finds Helen to be "a theme

.of honor and renown" (l1:1i:'199) the play's exemplification of his own standards

- '

for those values makes that definition questionably high. The denunciations of
3 A q 4

Helen as the cause for bloodshed are. far more accurate (for exampl? those made

~~ by Hector at ll:ii:18~20 and by Diomedes at [V:i:70-73). l;\ a sense, these do

connect Helen's image with the past, before the time of the play, but they cannot

attribute an awareness of "external time" to her, because the "goddess" herself

I

v o

o
“ -

.9 - ° - : . . 1} » o,
Traversi, p.312, points out that in this passage: "The juxtaposition of

“fair' and 'soil,' *freshness' aond 'stale,’ touches the basic weakness of Trojan
idealism." - ] L

‘ . S . .
10 Coghill, p.118. , 3
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shows no interest in any time other than the present, and she has apparently- no

view beyond its immediacy. Thus these three characters, Ulysses, A;:necs dénd

Helen, are the most fervent supporters of the play's "martial" elements,being
dedicated to continuance of the war. 1 They epitomize the short-term view of

their world, and they allow for no effective future or meaning for “external
@ . .

time" beyond the immediate moment. ’ : \

Among the Trojans, however, Hector and Pandarus both suggest awareness

of an extra-immediate world, the former consciously, the latter (probably)

2

unconsciously. They can therefore be at one with'" external time" and accept
4 Y : \ p

its effects; ;or, at the openin'g of the play, Pandarus observes that "tim; will
friend or end" Troilus in his pursuit of Cressida (ljii:77). This same attitude is
shown ioter in'Hector's more eloquent reference to "That old common arbitrator,
Time/fwhiéh] Will one day end it," (N:v:2i25-26). But Hector is alone among
the Trojans in refcining.such objectivity, after the\,)coun'cil scene, and his
acceptance of Time's comprehensive jurisdiction giv;es hin‘z that added "external”,
dimension which i less evident in the otfier characters (although it is also
suégested at first by the attitude of Pandarus). These two Trojans therefore
represent that long-term view of a world beyond the play, and its accompor;ying ‘

t

sense of permanence, which is connected with_the "romantic" elements of Troilus

!

11

My view of Ulysses and Aeneas os essentially pro-martial is explained on
p.116, above:As for Helen, Coghill, p.105, points out that she is obviously

happy and content with the wartirme status quo, in Troy; and the double meaning -

of her ability to " Disarm great Hector" (I11:i: 154) shows that Shokespeare is
suggesting that her presence works against the forces of chivalry (and thus, by
my definition, of "romance"). . ' . '
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and Cressida,

. Although the Greeks make more factual refefences to Timé, these two

) —

Trojans regard it with greater fespect, and do not try to make Time subject to
.man, as in the manner of Ulysses. 12 But Ulysses' expedient values and subtler

speech style eventually offect the Trojans (except for Hector) after the exchange

"of Cressida, and his inimical attitude towards Time also influences them in the

é

_~later part of the play, when the forces of war are taking over from those of love

and productivity .

§

-~

Cressido is herself the victim of Time, but she can be sufficiently objective
to recognize this and she finds the strength to defy Time, while accepting its
) , 4 .
inevitable condemnation (because she fatalisticatly expects only derision or
\ 13 _—
negleot from every quarter). '~ In the love scene she swears by "Time ... (when
it) is old and hath forgot itself" (Ill:ii: 184), thus expressing her own long~term
/
ability to understand its "external” dimensions. When she becomes the victim of -
wartime expediency, being exchanged for Antenor, Cressida claims a type of
' . f ' ¢ . |
spiritual (but earthbound) immunity for her incorporeal self:
~ Time, force and death
" Do to this body what exiremes you can;
But the strong base and building of my love -

s as the very centre of the earth
Drawing all things to it.

(IV:ii: 101=5)

«

Ulysses' personification of Time as a "monster of ingratitudes" (Ill:iii: 147),
of as a "host" (Ill:iii:165), indicates that, in his opinion, Time con be reduced
to the level of a human creature. ‘
Traversi, p.309: "Cressidas falseness (comes)' «« . from a flaw inherent
in the human situation. Her.tragedy, such.as it is, derives from awareness ‘of
her helplessness.”

g

/

[ 4
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"love,

awareness of "external time," Because. of her hope for some terrestrial

un

continuity beyond physical death.

-

" Her distinction between her, body, which can be mortally desi"royed, and her

fi)

121,

which can be compared tothe "centre of the earth,” shows Cressida's

'

Troilus is unlike Cressida in that he thinks of Time, at 'Firsf, as an adibncl’

to his own religion of self-indulgence. He pursues glory in war even more than - L)

potential transcendence in love, by suggesting that he and his brothers will earn.

3

a heavenly reward for their warfare and that "fame in' time to come {will)

canonize fthem)“ (11:17:202) for their actions. Later, however, when Time takes

away Cressida, Troilus takes on the view of Ulysses, seeing it as an "injurious
Y bSes, |

robber" (at IV:ivi42). (This ironically echoes his own impatience earlier, to

seduce Cressida in spite of Pandarus' injunctions to "tarry," at I:i: 14, and his

debasing of his love for her by the commercial images comparing her to a "pearl"

that can be bought, ot [:i: 100, and therefore succésfully stolen from him.)

14

And Paris also refers to the "bitter disposition of the time" (@t IV:i:50) which is

not their own decision to exchange her, which should be blamed for Troilus'

. removing Cressida. For the Trojans, therefore, it is apparently Time itself, and

losing his mistress; and in the later part of the play fh/e)'/ follow Ulysses in this

view of Time as an enemy, thus adhering to support of its "mc&l" aims rather

than to those of "romance."

"primary means for expressing deflated values in the play, especially those
.involving love."

Stafford, p.37, states that Shokespeare uses the mercantile imoges as his

—
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" of "romance" or those of "war" accordi ng to their capacity to be in accord with

\

. 122,

_Throughout Troilus and Cressida Time is interpreted to be whatever its

1

victims or manipulators themselves make of it, and:they either support the elements

Y

Time or aé odds against it. Those characters who are able to vhderstand its
exfernal.di'me‘nsion, outside their 6wn immediafe/ lives, can also accept ifs
long-term arbitration. The Trojans turn bitterly against Time when th}ey realize -
that they are losing the war, and when Cressida has to be ext;h&nged for Antenor.

n

Only Hector is gonstant in his vision of "external time," ‘while Pandarus clings to

the shreds of his earlier secure outlook in his ultimate pathetic reference to “that

’

- time ... (of) ... two months hence" (at V x: 56 and 52) which amblguously asserfs |

f

some smull hope for conhnuufy outside the war=torn world at the end of the play, |
but which also sets a limit to its possible duration,

T‘he circumstances of the war only allow Cressida to establish identity for
herself, in' "external time," discreditably; and she is also denounced within the
terms of the play’s immediate action. Shakespeare's re-arrangement of the
incidents in her story rushes all its gvents together, so thof Cressida's reqcﬁons‘
are shown as being fao hosty, and she is passed from uncle to lover to father to
unfrusfwc':fﬂ.\y "guqrd;un" in.a %ast-moving séquence{ This is acceélerated, not by Pk

Cressida herself, but by the demands of those upon whom she should be able to

depend. They are exploiting her while th‘ey themselves feel the threat of

+

_obliteration in the war (for even though they are individually ignorant of their

doom, the sense of crisis and of human expendability affects their actions, and

N -
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causes them to grasp desperately uf the ;)leasures of the moment).ls .

vt ' . Thve first ;wo scenes of the play. show, Cressida’ s wish to avoid the exigencies

of Tim;a.ond to gain from it in.;Jeod: "That she was never yet that ever knew/Love

\v g got so sweet as when desire did sue," (l:1i:286=91). A.d‘ this stage Troilus vouches

-1 for her chastity: "she is stubborn~chaste against all suit" (I: i:97); but by the end.
of the play, Cressida has already become the untrue mistress of one man and the
prope:rfy of another, and has been rightly condemned by Ulysses as the "daughter
of the game" (V:i:63). This shows her 'characfer.cs stained by the abuse of
ofhers,"and totally cjeprived of any consideration for her original wish to be
continent. Cressida has b,een called "a ¢:ho:1meleon,"]6 and she learns f;n take hag
profective colour:ing from her fcs'r-changing surro;.:ndings, while she is also the
"burr" which sticks wherever it is "thrown" .(IH: ii:111-12), | Her actions are ' _
therefore not m;:ﬁvufed by her own desires but by her need for survival in harsh
circumstances. 17 By putting her own existence first s.he differs marke/dly from
Shakespeare's other heroines, for Cressida never hints at the bold unselfishness

of Juliet (6r even at the ambiguo'us sacrifice of Cleopatra) in being ready to die

rather fan betray a husband. Cressidanotably cannot achieve any trace of

v
/

‘ }

’ .- ]5Trcversi, p.309: "An;' attempt to subject her inconstancy to a moral
Lo judgment fails because the spirit in which Shakespeare credted her made it

impossible for her to be really responsible for her actions.”

16 Coghill, p.106.

/

WR. A. Yoder ('Sons and Daughters of the Game," Shakespedre Survey, 25
1972), 22-23) points”out that Cressida "knows about war, and has learnt to . ..

survive with i#" and that "She knoivs ... esfrangement‘is a means of self-preservation.”
" 1

i
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spiritual immortality through transcendent love, because she sets her own need to

survive ahead of her real love for Troilus. And once she has givenriq to Troilus'

importunitiey, she cannot be friended by Time and it becomes her gilnem\)(, for it

18

'

shows her reputation and her unavoidable actions in the most unfavourable light,

~ \

;

Thus, although Cressida is aware of "external time" she knows that she is
AN

13

herself powerless to achieve any worthwhile personal part in it. Because of her
<
. : . )
worldly circumstances, Cressida cannot acquire continuity in a conventiondal way,

by marriage, by religious acknowledgement of her love affair, or by the protection
of a place within an established family. No one other than Pandarus considers

that she should take on a wifely or motherly role, not even Cressida; and she

: p /
understands her need to protect herself so that she can survive, alone.

In the early part of Troilus and Cressida she holds the corrupt Trojan view of

their court as the heaven for love, with its women playing the parts of "angels" .
) ” '

(1:17:286) in their game of debased Courtly Love. But Cressida's cynicism and

display of expedient superficiality towards love-making actually covers her real

s\

emotions. The Courﬂy Love code of the Trojans is the only rel!i;;ion Cressida
i<nows, ond she both takes advantage of its ambiguity fov!crds chasfitly (when she
goes to bed with Troilus) and uses it sincerle|y (if t‘ritely) to express her genvine
feeliz;sgs of physical, and spiritual, love for TI:OiIUS (as, for instur;cé, in her

‘soliloquy of I: ii:282-95). Duritg her love scene with him, however, Cressida

‘ 1

[l b “. J
, A

]aBuf, in terms greafer than the play itself, Cressida has not been obliterated
by "Blind Oblivion," Her identity has surv}(ed, unflatteringly.- '

[ ¢

7 I
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p - becomes aware of a force beyond humanity which affects her own feeling for him
Y !

more deeply than her earlier view of love had comprehended. And, although
/
Troilus does not understand it at the time, Cressida has a glimpse ir\/‘Heir love

a

- scene of a world which is external to their own immediate environment, and which

Al

. might be reached by the reciprocation of spiritual love between them.

\

When. they make their mutual confessions of love, her c/vowal that she has )
"lov' d(him) night and day/For many weary months," (lli: i?': 114-15) is a true one. 9
Cressida has really loved and wanted Troilus,'wcs well as playing the part of a |
coquette. But she also now realizes (though Troilus does not) that his corrupt

.Courtly Love attitude towards her, and its hope for "transcendence,"

is for himself
alone (becc;use his wishes for "swift transportance," at lll:ii: 11, or to "fly" to
"Cressid," ’of H:ii: 15, excll;de any consideration for her accompanying spiritual
"elevation"). He sees her as earthbound in her love~-making, and Troilus thinks

of Cressida only as a means of raising up himself. Cressida also sees herself as

inferior cncj useful to others {(andreflects on this earlier in her words: "Achievement® ‘
is command; ungain'd, beseech;" (l:ii:293). .Thus, although Cressida does

\

understand their ability to relate their love to "external time,"

she also knowsp

that her own spiritual potential will not be realized by Troilus.20

’ i A )

v

s

]9Coghil|, p. 107,’considers that Shakespeare does not show Cressida "as
- ' wanton from the stagf" and that (later) "the presence and passion of Troilus
gradually wins her to .. a kind of sincerity."

* . 20 Knights, pp.153-54, refers to the "intense subjectivism" of Troilus'.
self-dramatizations. . :




The moment of Cressida‘s awareness of "external fi,me"‘und its connectian
with their love~-making comes with }gzr understanding of Troilus' unusual silence
when they are brought together (l11:ii:54), But Troilus 1s ignorant of its

significancé. Cressida loses her accustomed poise and stammers: "Wish'd, my

lord? The gods grant ~ O my lord" (Il1:1i:62): and then proceeds to question

the existence of forces outside their im‘medicte world. She seesb "dregs" rather l -
than pure water in the merely physical expression of their |<:;ve (11:§i:67), and

she feels "fear” (I11:ii:72) for their insensitivity rc; something ?hcf may be
"monstruous" (I11:7i:76). Thus she may be referring in the "ability that [lovers]
never perform" (1{l:1i:85) and in their “voices of lions and [fheirJ acts of hares"
(ill: ii:é8) to a misunderstanding or denial of love's spirifual ;:;ofen‘r.iul . This

uncertainty that gonfuses Cressida is a force greater than either of the lovers,

o~

s

* and she realizes this because of the silence it Troilus' earlier lack of "words" to

her. But he is unconscious of ifs presence and does not allow for any . ‘
love-experience for Cressida other than the physical. He therefore denies
reciprocation, to her, in her awaren‘ess, at that moment, of "external time."

Cressida" has to stay within the role Troilus expects of her of representing ,
o love that is based within, not above, the earth while he sees himself as totally |

in control of the situation, and answers her questions about the force they have:

together invoked in ridiculously self-centred terms:
a i
Are there such? Such are not we. Praise us as we .




127.,

N ——

of her request "Will you walk in, my lord?" (!ll:ii:9?):

The |ove-—scqr.1e epitomizes Cressida's inability to step outside her role of
woman~of ~the~moment which is assigned her by Troilus (and later by Diomedes).
Pandarus hustles her to bed v;hen sha hesitates and is later cc;ncerned onl‘y for

the feelings of Troilus when the lovers are to be separated (IV:iv:83~95), and

L d

this shows that he also is uninterested in CreSSIdo s long-term well-being. Once

o

she is gone &om Troy, Pandarus cares only about those who are left in his own

environment (glthough he does try to use her letter, vainly, as a means of

régaining his favoured position). Ulysses denounces Cressida os the “sluttish

-

spoil (s} of opporfunity" (IV:v:62) and points out what she has become (the

\ N ’
girl who spent only one night with Troilus and who is now accompanied by her
"aspiring" new lover). By these words he also describes her future situation
among the Greeks, who will show their jealous resentment for the abduction

‘of Helen by insulting Cressida. . :
) ¥ Because Cressida fears this situation she tries to secure a firm place for herself,.
when she hears of her exchange, by appeal to that earth where she stands
kIV:ii: 103-5). Shevdoes not attempt fo dfow Troilus with her into a 'réciprocal
spiritt;ol love that might give them the power to exist outside their immediate world
(and it is hotcble‘thcf when Cress‘ido swears by the Elements, at Ill:ii: 192, in her
oath to Troilus, she omit‘s the highest of the fo‘ur, fire).” Nor does she ask him,

| ,

directly, for hope of physical continuity either by their living together or by

{

At no point can Cressida approach the, amfude of the dymg Cleopah-u,
'who is "fire and air" (Antoni and Cleopatra, V:ii: 289)

v .
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propagation of children. But Cressida does try to establish some form of

jmmortality for herself which is based'on the earth-forces. When she hears she

'

is to leave Troilus, shg tries to find strength by comparing her love to the "cenj'
tre of the earth," as if to give it lastina terrestrial identity (IV:ii:104). "~
And her oath to Troilus in the love-scene has also appealed to the life férce
which comes from the earth. Its association with everyday husbandry and domesti-
city is.illustrated by Cress{da's references "lamb," "heifer's calf," and "stepo-
dame" LIII:ii:193-94).‘ Thus Cressida resembles Pandarus in turning for succour ‘
towards the earth, and }eflects his view of a fertile world which is utterly
unspifitua] but which hés Tasting potential for physical continuity.22

Cressida never offers hope for having children, nor of estab]ishing a
family of her own; and, although Pandarus' lewd suggestions lead eventually to
his remark "If my lord get a boy 6f you" (III:ii:1043 Cressida herself seems
determfned not*to reproduce. She describes her defences again;§ pregnancy as :
vell as agains£ loss of reputation (which significantly hide the stigma of impur-
jty rather than give hope for remaining virginal) in words which emphasize her
realistic attitude: "Upon my back, to defend my belly, upon my wit, to aefend my
w%]es, upon my secrecy, to defend mine honesty, m{ mask, to defend my beauty, and
you, to defend all these” (I:ii: 260-64). But in the love-scene Pandarus sends her
to "bed" for sexual intercourse so that her "belly" is undefended; in the previous

scene he- has inebt]y let both Helen and Paris into his niece's "secrecy" about

. . N
her lover; and at her appearance before Troilus, in person, Cressida completely \

[
'

22500 my Chapier I1I, p.100, above. : 2
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7 / loses her "mask" of sdphisficafed repartee, Thus her habitual "wit" deserts her

|
(@t 111:ii:151) and she has lost heér other worldly defences which she claimed as

her protection earlier. So Cressida makes herself totally vulnerable through her

5

" - ' love for Troilus. L ‘ . ., :
}' : e ' Troilus does not oEp'ear to consider Cressida as\a mecns through which they

might together be’connecféd (wifh "external time." ’Hé makes no suggestion of their
personal continuity by children, and when he talks of “tak Cing) o wifé;‘! (at

i ii:él) he cannot be thinking of Cressida i;\ that role, as he takes care fo

- / )
conceal his relationship with her from his parents. Troilus therefore denies to

.
o B

v Cressida all thought of procreation with him, and closes the ways in which she might
be creditably connected with "external time ." Her love~making is corifined to_the

“merely physical, she will not be considered a means of continuing the human
' » ':\

life~cycle, and she cannot be accepted as part of a family.

o

But in spite of her earlier clichés and slick pretensions to understanding love
as 'physfcal and transient ("joy's soul lies in the doing'" at I:ii:287) Cressida
"blabbs" to Troilus, in the love-scene, of her genuine emotional involvement

' (M:ii:117-30). Her capacity for such feeling is corroborated in the play by

Troilus' definition of her as "stubborn-chaste" (l:i:97), by Pandarus' view of her

: as being "long ere EsheJ be woo'd" (IIl:ii:110), and by her own claim to having

£

loved Troilus "for many weary months" (IlI:ii: 115). These references to hér' ‘ .

érobable virginity and pertinacity before.the play's action begins suggest a less ="

' 2 e oe s
transient role for her than is shown by its later progress; .and this is reinforced

- e

- - a

23 Co_ghill, pp.106-7, and my Chapter 11, p. 59, n. 85, ob&”g.

4
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by a materna lfénology which is strikingly different from her usual pose as i

a

unproductive: "My thoughts were like unbridled children grown/Too head}trong .

for their mother" (111:ii:122~23). Cressida has therefore rec;lized\her existence

1 ’

" as a mother in theory, but it has passed her by too quickly, without fulfilment,

as if she has gfown up into and out of womanhood with even greater speed than

that which condemns her promiscuous behaviour in Shakespeare’s presentation of °

her IOVG affa il:.
\
1

And she then proceeds to renounce maternity so as to conform with Troilus'

sterile use of her. When his: "... silence/Cunning in dumbness, from Eher]

weakness draws/(Her] very soul of counsel” (Jll:ii:131~33), Cressida becomes
" aware of the spititual potential in true love which will be denfed by their illicit
love~-making, but Troilus and Pandarus stifle its growth by refusing to let her go

away bodily. She tries to explain her realization that she is "two selves": one

oo s -
s)iirifual,vfhaf is devoted to Troilus for more than sexual love, and the other

"unkind" and p?(;sical, which is the only Cressida in whom he is interested, and =~ .+

2T

over which she cannot have complete control: 2

"1 have a kind of self resides with you
But an unkind self, that itself will leave
' To be another's fool. | would be-gone. (H1:7i:148-50)

3 .
In this scene, Cressida's apparent reference to foreknowledge of her

]
-

infidelity is disturbing. Rather than ex‘plcin it by considering her to be a puppet

figurl'e playing'a set piece, or opénlypcknowledginrg her promiscuity to an audience

which expects it, | would suggest that she is here speaking with the naivefé and

~
+ -

'unhappy realism of extreme youth, having been brought up in a corrupt, wartime

4

" . environment and abandoned by a treacherous father so that she has had to learn

2
€
o,
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all I'he tricks of womunhood fheorehcolly, befdre she has fhe need for them. :

Cressida undersfands her vulnerable sij'uufion only too well and knows that.
A .
Pandarus' giving of her to Troilus will mark her as licentious so that her o
e . L - ) ! .
condemnation to short-ferm offairs may follow; she has little hope that their
A

"
mutual attraction will last and she is also aware of the likelihood that she will

o *(\
~

again yfeld to temptation. And this explains the cautions and conditions with
, ' : 24 /
which her vow of "“fidelity" to Troilus is hedged (ll1:ii: 184~96). . -

-

When Troilus declares to her that he is “bereft of words" he unconsciously
admits to feeiing some force towards real Jove outside fhe;rlselves but he does not
comprehend Cressida’s spgechv which tells him that she is divided into these two -
spiritual and physical selves. It is not until he later sees her giving one of them
to Diomedes that he undérstands the d?chofomy (Vu 146) For in ﬂ)ei‘r love-scene
Troil;.ss allows Cressida nou dimension in "exﬂfernul time," still regarding her c:s'

commercial goods and Pandarus as the "bark" 'whiqh conveys her fo him -

o (i 103-4). Troilus mistakenly combines this, trader’ s‘uttitude. with the Trojan

4

<+,

24 Interpretations of Cressida's ambiguously~-worded vow vary. For instance,
Kendall, p.141, sees her protestations.as "obviously ironic," while Coghilj, p.107,
considers that "she has taken up the toneand manner of Troilus and his mood of
passionate sincerity ." Both these aspects are involved, The'clear dramatic irony .
should not obscure the fact that Cresgida, decording to Shakespeare's individua!
characterization, has already showrf verbal proof of a wish to love Troilus and a
conflicting awareness that circumstances will probably cduse her to be unfaithful.

" My own contention is that Shakespeare phrases these lines conditionally liofh to \
. satisfy the audience' s knowledge of her future behaviour (but not necessarily to
<'show her as wanjon at the time of speaking them); and to illustrate her personal
wish to join Troilus in his idealistic view of their love. (Shakespeare uses this e
" . same style to express Falstaff's ambivalent moral outlook, where he both attracts ,
,dudlence sympathy and shows self-knowledge of his ethical inadequacy.) -
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for the earthbound expression of their sexual union. .

2. / |

e
i . .
version of Courtly Love, and by idolizing his own desire for Cressida he hopes to

'.c

achieve fr‘anscend‘ence./Buf his wish for; recreation in |0\'/e to alleviate the
"starv'd" argument of his boredom and frustration in the war (l:i:92-93) is based
on an earthly, not heavenly, foundation. Troilus' hopes for "canonization"

g;i:202) as a warrior lean on the dubious "hono‘r"' of fightir;g for Helen, and the

exposure of falseness in the Trojan code of chivalry, as well as its porody of

A
religion by elﬂlf/ ove (in Shakespeare's presentation of Helen) show fhat Trmlus

o

hope for elevation cannot be fruly spiritual. His "expecfcﬁon" of Olympian

"nectar" is part of the self-deception which covers the real nature of his desire

for Cressida. This is, in fact, carnal, and it is revealed by Troilus' choice of -~

words (to "wallow" in the "lily-b‘eds" )25 at HI:iit 12, and by her own mefophor of |

"walking," (Ill:ii:99) wh:ch contrasts with hlS suggestion of "flying" (at Ill:ii: 29)

-

| : ‘ '
Cressidg takes on the part of promiscuous wanton and renounces alternatives

when she becomes the.mistress of Troilus.’ But Shakespeare shows that the-

‘circumstances of war cause their physical love affair to end, and that the enforced

separation of the lovers causes Cressida's fickleness. And in the oaths which they

swear, under the'auspices of Pandarus, she seems to understand their situation far

more realistically than he does. Her oath is worded equivocally, so that her

breaking, as much as her keeping,of-it, fulfils its conditions. (For Cressida sees

. ox
herself as powerless over her own life, in which survival, even on someone else's

~

.
.- . —
.

°

25Travers:, p.311, suggesfs that this "striking chqice of verb" shows "a
corrupf schsfachon . ' °
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te:rms‘, takes precedence for her.) Troilus' oath, h.owever, is one which he'ccmnof '
be sure of keeping. He coultjli hqt‘do so if his actions were to follow fhe pattern
wl:\’i_ch he sets out at the play'§ beginning, and his atfifud% towards his rnisi’resﬁ is = _
a;:tpclly short-term, throughout. (He carefully conceals their affair from his
- . family, knowing if would never gain parental approval, .and therefore cannot
consider that, in pracfécal férms, their love will last.) - Troilus' love for Cressida
o never comes first, for him, anc} when he allows her to go to the Greeks he
. ccknowlet/:iges fhejprimucy of his "martial" interests over the "romantic." Thus
; : v
tl}e pote'ni{ial situations of both Troilus and Cressida make them iaowerlgss to keep
;he"ir oaths, and in these ;:ircumtances Cressida is no more dishone‘s.f fhan'Troilus

‘

iancking hers. It is the sight of hers being broken that confirms her untruth and

"his constancy; and Shakespeare both accentuates this visual fact and also

stresses Cressida’s probable” infidelity i@he uncertain wording of her vow:

™. I 1 be false. .. « R
From false to false among false maids in love . /
. Upbraid my falsehood. ... ¢

€

. .. - Yeaq, let them say, to stick the heart of falsehood,
YAs false as Cressid. "' ' (1H1:1i: 184-96)

! B
Cressida tries to tell Troilus that "to be wise and love" (ll:ii:156), that is, -

to be aware of the spiritual self in love even when the physical self is in action,

K is not possible for a human, only for a god. But Troilus characteristically
{

misunderstands her warning and misinterprets it as expressing her adulation of him

.
i ‘ 1
.

as a deity, He is so engrossed in extolling his own "truth" and perfection as @

lover that he disregards her hesitancy dt this point, and by indulging in verbal - .

e e self-dramatization Troilus remains insensitive to the thought that he might not be

e
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in complete control of the situation. ‘Thus he also misuses Cressida, freating her

as the physical means to his own supposedly spiritual "fame" aos a lover: "True

swains in love shall in the world to come/Approve their truth by Troifus," ~

/

(M:ii:173-74), while being unable to care for her, in any way, ‘beyond the

immediate moment. Troilus denies to Cressidd any credit or consideration either
r

in present time with him or in “external time" outside their difficult circumstances.
Troilus' loss of words, which is significantly expressed in the love-scene of
Troilus and Cressida, indicates a change of emphasis from speech to action within

>
the play, and this culminates in the decisive movements of the last act. The first

octs demonstrate the vegbo‘sity of nearly ‘all the characters, and their indecisiveness
H suggésfed by vcriafio'ns in their manner of speech, which changes its style either
to accord with the person who is being addressgd, or in relation to another character
who is being discussed; and the consequent vafillations stress the lack of direction
i the outlook of each individual .26":'

The exceptions to rhyis uncertain behaviour are Hector a;md Achilles; for the
courtesy of Hector pervades his own language cormgistently, and it also takes effect
when others describe or make contact with him.  Hector c5d Achilles each moir'ﬂoin‘
fheilr own decorum of speech despite those whom they address until they come ,
togeﬂ*ver and then it is Hector' who loses when the rougher style of Achilles
overcomes the Trojan's display of courtesy. Thus the pattern of their verbal

N

/
. . . /
. o |

2 Kendall, p. 141, states that "Shakespeare has delicotle underlined (the)
ambivalence of his characters.in the texture of the,blank verse HselF.'{,."'

\ ) \ . "“.
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" confrontation (at 1V:v:231-69) is analogous to the final outcome of the drama,

where expedient brutality takes over from outmoded chivalry, and where Hector

is defeated by Achilles.
.

1

Among the other characters, however, there is little consistency in speech
sfyles.J Ulysses changec his language to accord with that of Hector (in IV:v:213-26)
and similar diversity in diction occurs among the lesser protagonists at the play's’
beginning. For example, Alexander starts by using courtly verse for his recital

~ of Hector's exploi?& (l:ii:4~11), changes to basic, unaspiring prose for the

description of Ajax (l:ii:18-30), and, after confirming Hector's supreme gallantry “

"in the world". (I:7i:40), leaves Cressida to converse with Pandarus in the banal,
. !

4
vulgar terms of that low characterva

The lovers are also subject to this uncertainty, 'When Cressida talks of her
apparent feeling for Troilus (1:1i:282-95) her poetry is frite in expressions although

elegunlf in style, so that it is suited to the outward image of her love affair with

4 7 .

him. And Troilus' own speeches about his love for her are Courtly Love

dramatizations of his personal "suffering." Thus the superficial exaggerations made.

-

by both of them are ‘appropriate to the cynicism and superficiality of their situations,

PN

but do not suggest the real love that could be expressed by a different use of the .
. , ’

same conventions. Troilus' unrelieved hyperboles are absurd enough to be taken
with humour:

‘When | do-tell thee there my hopes lie drown'd,
Reply not in how many fadoms deep . )
They lie indrench'd., |tell thee | am mad... - (1:1:49-51)

But he alters his style as his love affair profgesses to the expression of deeper
r:

feeling (in his protestations and oath of Ill:ii), through disillusion (after their

!

! \

/

\/‘)‘
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lové-mckiné, in IV:ii), to an attitude of less dramatic resignation when Cressida

h \
has to'leave him. When Troitus describes the harsh treatment of Time, the

"robber" {at IV:iv:33-48), his-language changes from its former flowery softness

~ ! .

to become harder and more abrupt; and when he abandons his position as the
!

courtly lover in handing over Cressida to Diomedes, his words take on increasingly

the tone of the pragmatic warrior (in accordance with those of the man to whom he

.is speaking):

- | charge thee use her well, even for mj(' charge;
For by the dreadful Pluto, if thou dost not,
Though the great bulk Achilles be thy guard,
I'11 cut thy throot. (V:iv: 126-29) =

//

Thus the lcngucgé of Troilus reverts from his superficial idea of courtesy to wordly -
terms of prhcfical‘ify. And the style of his words cc;rrespondingiy indicates his

new, stronger, ollegic'nce to the "martial" elements of thelplc;y,\in place of its
"romantic" eltments. | B |

The language of Cressida reaches its peak when she recognizes her feeling

of spiritual love for Troilus (Il}:7i:117-33) and from then on it retains ifs high

level. of diction whenever she speaks of that love. This is shown in her scene

with Diomedes: .
Thy master now lies thinking on his bed,’ U B T
Of thee and me, and sighs, and takes my glove, . .~ b
And gives memorial dainty~dsses to it, : '
As | kiss thee, ) (V:ii: 78-81)

where line 80 indicates her imitation of Troilus' highflown terminology, but
. )

lines 79 and 81 display her own pathetic memory of real love, in diction that

-

i appealingly simple and sincere. (Cressida, understandably, does not change

her allegiance from "romance" to war, but continues to support that travesty of

\
- 7
/
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e e 2
"romantic" aims with which she becomes associated.)

These genuine words from Cressida echo her earlier style of speech where

she realizes her love's spiritual pofeh‘tia[ (111:i:62-76) and a connection can
be seen in the play between sincerity of purpose and clear humility of |onguoge.28
This is also indicated by the implication that paucity of words, or silen;::'e itself,
comes closer to a truth (which is outside th? comprehension of those characters

who do not look beyond the world of the play) than do verbal protestations and -

high-flown oratory. Ulysses himself points out that the meaning of silence is

sacred, although he then proceeds to profane it by his own use of words:

7
v

* . L]
There is o mystery (with whom relation o
Durst never meddle). ... (IH:11i:201-2)
And Hector respects the enigma of the future, refusing to speak beyond his own

knowledée, until he is goaded into doing so by Achil[es:

It would discredit the blest gods, proud man,
-To answer such a question .... (V:v:247)

27Kencic|||, p.138, finds the ambivalence of character (which he distinguishes

in most of the play's other protagonists) less notable in Créssida, "because
Shakespeare is less interested in her. She illuminates Troilus and thus serves a
secondqry purpose. Shakespeare fits her into his design pretty much as he inherited
her, i. i.e., with something of the charm of Chaucer's Cressida but with the
uncompromlsmg wantonness she had acquired in the succeeding centdties. These two
Cressidas  Shakespeare takes. little trouble to reconcile, probably because reconciling
them.is not necessary to his design." My own interpretation disagrees with Kendall's
in his view of Shakespeare's chardcterization being undeveloped from the prototypes
of Cressida; but | agree that she appears less ambivalent than the play's other
characters. This | attribute to her "support” of the elements of "romance," which
does not change, as theirs does, to support of the elements of war.

' AY)

For example, a comparison can be made between the speeches of Priam,
in 1:ii, and those of Ulysses, in l:iii.

\ . Y




p A . 138,
It seems, therefore, that glimpses of a truth beyond expression in words are

afforded to a few characters at moments when they become aware of "external
. i )

4

time ," and when they acknowledge the importance of a world outside that of
N their actions jn Troilus o_r_ad_Cressidc. Hector is conscidus of this throughout;

thus he is determined in his stylé-of speech and does not vacillate or express

-

.himself confusedly; and Cressida becomes consistent in her language after

recognizing the spiritual potential of her love for Troilus.
But Hector leads the Trojans away from respect for integrity in speech by

. reneging his own statement of moral values made at 11:ii: 173-88, and in this

.

" way he sets up ;: pattern in whiglihe words of the Trojans Eecome einpty forms,‘
| *as valu;eless as their chivalry. Troilus does not understand this until.V:iii: 108
. when he reads Cressida's leﬂér which charms him with its “words" while he -
o~ knows, from visual proo’f of her unfaithfulness, that she "edifies another with
her deeds," (V:iii:112),

¢
When Troilus declares to Cressida, at the time of their love-making, that

v

‘he is "bereft...of all words" (lll:ii:54) he does not understand that her spiritual
love for him is dep;riving them both of their customary self-control, although she

" realizes that she loves him both physically and spiritually. Cressida wishes to .

avoid sexual intercourse because, if his desire for her is only corporeal, their

_— / -

act would abuse her newly discovered sensibility. But Pandarus will not let her

. go (IH:1i:141), and as Troilus does not consider Cressida's spiritual self to be

impork‘:nf (on% wanting to make love to her physically) he ignores her

-

g premonifio!s and the suggestion that bodily love between them might not be all

b . ‘ . H
' that they can achieve together. It is only when he eventually sees Cressida as

B . ' ¢ .
, J
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v

" the physical mistress of Diomedes that Troilus comes to appreciate the fact that

v

her "two selves" have indeed been separated; (24 for Cressida then tries to defend
her spiritual allegiance to Troilus against violation, while she is physically \
unable to keep herself 'true to him in her body. '

She makes a pathetic attempt to preserve some memory of her affair with
Troilus (and thus gain a sense of continuity) b‘y trying to guard he;r
more~than-physical love for him by her refusal to profane it with w‘ords. After

perceiving that "a kind of self" (Cressida's spiritual love for Troilus) remains with

- 8

Varying interpretations of Cressida's declaration that she has two "selves"
(ll:7ii: 148~49), and Troilus' subsequent realization of this fact (V:ii: 137-52)
have been suggested. They include that of J. Oates Smith ("Essence and
Existence...." p.181) which considers that "Troilus fails to distinguish between
the impulses of body and spirit," in his relationship with Cressida. Kimbrough
and Knight investigate only Troilus' speech (in V:ii) on the division of Cressida.

.According to Kimbrough (p.87) Troilus "first posits that Cressida is goodness, with

all its neo~Platonic implications. Yet, he recognizes the truth of what he has
sei, therefore, there is no other conclusion but that she is not goodness. His
retreat from a kind of pathetic, subjective idealism is graphically summed up (in
V:ii:153-60)." And, according to Knight, ("The Metaphysic of Troilus ahd.
Cressida," Dublin Review, 185 [1929), 241), Troilus sees his mistress as "fwo

Cressids" because he finds it easier to say she is divided than to admit he loved

a worthless woman, My own interpretation agrees with that of Smith, and follows
the suggestions made by Baldwin (p.157n.) that Cressida' s words (at i 148-49)
resemble a similar statement of this concept in Antony and Cleopatra (l:iii: 102-3):

“Qur separation so abides and flies, That thou, residing here, goes yet with me."

As Baldwin points out, "this Platonic literary device is too frequent in Shakespeare
and his age to require further citation." On p.275, Baldwin comments on Troilus'

- words of V:ii: 166: "The rule of unity, then, seems to be (in Cressid's case)

indivisibility. Shakespeare may have got it from Aristotle, or from some
intermediafy of his own time. .. which would give a good deal of logical
armament for this speech of Troilus." And he continues, on.p.276: "There is
no Suggestion, of course, that the author is here using Aristotle directly; but
his thinking is conditioned, at least ultimately, by the Aristotleian position."
The real difficulty lies in the fact of the "essential" and not the "spatial and
numerical Cressida", and "this fact Troilus is loath to accept," and so he
develops the paradox that she cannot be divided.



of Troilus, is successful. Cressida's vow " | will not tell youf whose" (V:ii:91-92)

\| 140.

* her first lover, she tries to keep their past mutual f?eling intact by denying his

name to her next lover. In his uncouth seduction Dfpmedes overcomes each of.
Cressida's defences, in turn. By "let your mind be coupled with your-words"

(V:ii:15) he insists on access to her body; by holding\Cressida""to (her oath"

V: ii.: 26) he defeats her "wile‘s"; by demanding a "tokeg for surety" (V:ii:60)

he removes all hope for secrecy and protection of her reputation; and by taking

\

away the "sleeve" which she was given by LTroilus,(V: ii:76), he robs Cressida of

the symbol of her love's memory. But her last effort to keep something of her

former, spiritually aroused "self ," which she now considers to be the property

is made under the chaste auspices of "Diana's waiting-women" and it is one which

r
A

Diomedes cannot force her to betray. -~
In watching this scene Troilus apprehends the existence of Cressida’ s two
"selves" but for him, at this point, that which is spiritual and so still his .

("Cressid is mine, tied with the bonds of heaven," at V:ii:54) is valueless, now
“ {4

. , ' .
that the other, which is bodily, has become the property of Diomedes. Troiiu§‘
mistake has been made by his own misunderstanding of the location of "heaven"

! -

and by his insistence on a "religion" where he'is himssjf the god. He realizes -

that the effectiveness of his union with Cressida is no greater-than that which now

~ humanly ("‘five finger tied," at V:ii: 157) makes her one with his rival, because

L

there has been no higher sanction for their earlier love~making than the physical
one. He insists on equal "weight" in his:lave for Cressida and in his hatred for
Diomedes (V:ii: 168, 167) but he sets out in positive pursuit of the latter while

seeing the former only as a reflection on his own honour bezause of Cressida's

{
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- "stained name,'

‘a fault,

K ) o, B | ‘;/g].

’ 7
is now only the sleeve (V:1i:16%); but because of his commercial atfifude)fo,wards

Cressida as o worldly possession, it can replace the girl as the object of b???

jealousy, and he therefore concentrates on regaining it. -

Troilus continues to see their affair in terms of his own "achievements"

" (IV:ii:71) as a lover, and of his possession of Cressida as a "pearl” (l:i:100),

even though he now understands that he failed to acknowledge any spiritual

“ potential in their love-making. So he is not consoled by the thought that

Cressida's spiritual self is still with him, in her view, because he has no use for

it, and because his desire for her was only carnal. Troilus now considers that his

previous "heaven" has betrayed him, and he therefore reverses his former

Q

perjorative terms for Christian virtues, and in the scene where he parts with
Cressida (IV:iv:81)his calling of jéalodsy a "virtuous sin" and "Truth" "a vice,

" indicates his new values which the later scene shows to be totally

~  reversed. Troilus swears by "Pluto's gates" (at V:ii:153) and urges Hector to

forego the cause' of romance (in V:iii) by denouncing attributes which, elsewhere -

in Shakespeare, are those of Christianity. (For instance, Hector's "mercy" is a
"yice," ot V:iii: 37, those who "play fair are "fools," at V:iii:?éi and the
"venom' d vengeance" on which Troilus calls, is, significantly devoid of "pity,"

at V:iii:45:48.) :

~Troilus has now also lost his respect for the efficacy of words, in spite of
his earlier exaggerated use off‘rhela;n. When he reads his letter from Cressida (at

V:iii: 108) their proved mecniﬁgﬁasness epitomizes his disillusionment in the
/

)

Troilus turns his attention to the material object involved, which

"religious” outlook by contradicting ifs associations in his words. He starts to use

Y S
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" oaths he and she have sworn. Now he is able to understand that there is a force

“~ behind spoken vows which may operate outside immediate time, one that is more

]

powerful than their enacted deed of love, and one which he préviously ignored

in his love affair.” But while recognizing ifs existence Troilus turns against it.
. 3

For he has no interest in Cressida's spiritual "self" alone. He therefore proceeds
to change his allegiance from support of the Trojans' corrupt Courtly Love code to

admiration of vices, and to emulation of standards which oppose "religion™ utterly.-
. .

In all of this Troilus expresses, personally, the play's inherent division

'/between the forc\és of romance and those of war’. He has followef:i the "rotmqnﬁc"
elements, as he saw them, bl\ir]dl);, and has only enjoyed their superficial benefit
(;hcf of. physical love). But when he understands that a deeper significance was
available to him, and that he failed to grasp it, Troilus rejects romance.ond its °

“associationsg fofclly.. His language hc;s symbolized the veneer of tr:hi;/clry,' .
without its true -dedication, and his dislike of "words" r‘mow shows his preference

for the practice of an existence that is entirely "martial ."

Shakespeare implies that the love of Troilus and Cressida is doomed to be -.

z @

- spiritually '(o; well as physically) sterile, by means of the procreative imagery ’

used by both Cressida and Troilus. Her few child-bearing references suggest a
type Lof'mofherhood which is bypassed quickly, and his wor::is do not ever suggest
the role of father for himself.. Her first crude allusion fo pregncnc;' ("swell past
hiding," at 1:ii:270) takes later intellectual formin: "... fhoughf; like unbriéﬂed
children grown/Too headstrong for their mother," (at I11:ii:122), and is extended
.by Pandarus' down=to-earth hints in that scene (fo;r instance, "Shame's a bab¥,"

- ¢

at 111:ii:40~-41, and " If my’lo&d get a boy of you" at 111:ii:104). But Troilus'

|
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leave him: -

- N VN

childbirth references never reach maturity: he speaks, in wooing, of his own
"l;nproctic'd infancy" (at 1:1:12); he will "not name desert before his birth" (ot
i 3

IH:1i:94); and. he refers to "the infancy of frufh"'r»(af [1:7i:170). Troilus

_compares Cressida's "senses" pa those of "infants" (at IV:ii:5) ofter their night

o

of love, but he makes their affair analogous to a stillbirth when Cressida has to >

"... strangles our dear vows/Even in the birth of our own labouring

breath" (at 4V:iv:37~38). This shows an immaturity in Troilus' attitude and gives

%

2

no sign of his considering that his liaison with Cressida would ever achieve

continuity or be connected to the outside area of credtive, "external time" and :
it seems to suggest that Troilus gives to himself the part of the child in their

<

otherwise unpréoductive love affair.

°x

Thus Troilus does not achieve any connection with "external time,"
p .

through his love affair with Cressida, and he allows neither of them any hope for \.:

" continuity from it. He finally repudiates all p;JrfS of the code of Courtly Love,

which he has, in foct, only supported superficinlly. Shakespeare's presentation

z

‘of Achilles shows some similarity to that of Troilds, in his situation as a lover and

in the decisions that he makes. Childbirth imagery is also Wed for Achilles when
U]ysses tries to persuqde him back infa the war (at |:iii:312-19) and fiﬁis is later

shown to have a factual connection with the Greek general's secret intention.to

1

marry the sister of Hector. Achilles contemplates the physical continuity of

marriage with Polyxena and delays participating in warfare while hoping to achieve

LY

it (and this indicates his interest in "external time"). But Achilles also turns away ~ -

o

because of-the loss of an immediate lover, and he also finally concentrates his

actions into the éxpression of hate and brutality, instead of supporting kindness

e
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Achilles' wish to marry Polyxena, which is only revealed:to the audience

“after the climax of Troilus' love affair with Cressida, (at 111:iii: 193-94), makes

[

his situation similar to that of Troilus in several ways. His withdrawal from the
battlefield is at first cited as being due to pride alone, (I:iii: 144-45) and pride

s also the cause of Troilus' dedication to love for Cressida (being basicolly:
self-inferestec‘i).‘ /;\chilles' absence from fighﬁng ;s explci.ned later (lll:iii:dl93-94) \

as being due to jove:-sickness, and so is Troilus' respite from battle (I:i:5) caused

S

by his unrequited longing for Cressida. Both ‘warriors indulge in too much

/

infrospeéfion and consequent self-absorption after withdrawing from battle, and

this is expressed for both-of them in terms of war: ." Kingdom' d Achilles in

-

©

. commotion rages/And batters ' gainst it self* (lll:iii:178-79), and: "Why should

o

| war without the walls of Troy/That find such cruel battle here within?" (I:i:7-8).

hd -

Achilles’ two "loves," his matrimonial ambition for Polyxena and his
homosexual affection for Patroclus correspond in some ways to Troilus' two

[

possible loves for Cressida. One of Achilles' "affairs" could lead to generational
co‘nfinuifyl; and even though ‘it is not spiritual (as is that love which Tr;ilus

denies to Cressidc)‘if is potentially productive. But the other "affair" of Achilles

is naturally barren, even thougiw physical, and thus it corresponds  fo the momentary
sensual ‘infctuation which Troilus realizes with Cressida. Finally, each of these

men is aroused to pasgion by this short-term emotion which causes each. of 'thém to-
rush off savagely when deprived of his sexual lover, and then to‘immerse himself

in destructive warfare. i 7

"Troilus makes his affair with Cressida a matter for the moment, and he only

o

K
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.- gives one indication of considering a love that could last longer (in his words:

+

Ty take today a wife," at 11: ii:61), but this dc/es not concern Cressida. Thus

13

,he“aoes think of the long-term relationship of marriage at the same time that he
’ co 30 '
indulges his.merely physical desire for Eressida.”  Both Troilus and Achilles
' 2 ~ . N ) t
show their capacities for two "loves," in this way, by each enjoying an illicit -

sexual affair while contemplating a conventionally acceptable attachment to =~ o L
’ » it -
-anothex (which, in the case of Trailus, is hypothetical; but in that of Achilles,

the object of direct intrigue). Neither of them, however, retains his interest in i

£

his first love {which could be spirituclly or physically productive), and each of

A

them is finally engrossed by the emotions aroused in his second, short=ferm, love

_affair. " \

>
’, ¢ J—
o . o

Shakespeare presents the mutual love of Achilles and Patroclus witha - °
, , S
+ sensitivity which leaves its definition open to the reader's, or viewer's, personal
. ¢ v

interpretation, in deciding whether they are actually lovers. Only Thersites
- snegrs .at ;Potroclus as the "male varlot™ and "masculine whore" of Achilles (at
V:i: 16, 1'7), but the clear reiteration of this accusation indicates that Shakespeare
“is emphasizing the physical nature of their relationship, and the plg&éjghf' s own
© . - e 23 > .
view often seems to support that of Thersites. Similarity of attitude, however, ‘ )
does not necessdrily include similarity of tone, and Shakespeare's own bias is

"not'as unpleasant as that of Thersites, nor does it necessarily assume the style of
\ )y .

. ae
. >
'
& N — /_/
X

o

3

a

30 Barton, p.446: "He never mentions marriage to Cressida and this'silence,
, : 4 ¥ & . " . - *
°- " in a world where Chaucer's courtly-love convention does not obtain; seems strange.\ 4

*
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"that character's denunciations.

.

The truth of Shakespeare' N d;afinifions frequently appears’ uﬁdu{y scurrilous
becausé they are articglafed b; Thersites, and the mockery‘ in the play which is
. )
- .. conveyed fo the audience by his railing can have the effect of arousing sympdtl‘wy
forv ,v;rl-\cfe.ver he so ,unc:l"troctively opposes. But factually, the una—lyses of
) Thersites are usucll}"correct, cn;i the anger éf Pc;froclus (V:i:25-29) at the
accusation of h’omosexuclify implies}ts real tgwﬁ Achilles and Patroclus keep
" apart from their fellow Greeks in their comradeship, and they are thus isolated
at first by their mutual goodwill as well as by their c;nfi/-sociual outlook, Thei;/

>
‘ enjoyment of life together offords the only atmosphere of kindness or affection

I3

in the Greek <:<:1mp,(32 althougis it also detracts from respect for military loyalty
. . . ,
and leadership. But Achilles’ acc;)mpon'ying (and subsequently acknowledged)
_'interest ip' ;:geaceful life outside the wartime ‘environment suggests that he himself
’ also has the capacity to wish for a connection with "external time," by means of
his Ion.g-h'arm (and potentially producf/ive) love for Poly.xena.

So, although Achilles' dalliance with Patroclus is unlikely to exceed the

duration of the war, his alternative love displays his own wish for continuity

Eeyond it, when the play begins. This gives him an outlook that extends beyond:

.
4 s . f

¢

NGt 31 Discussion as to whether or not Thersites speaks for the playwright includes ) &\
the opinions of L. F, Cazamign (Development of English Humor [ New York: .
A.M.S, Press, 1965).p.26g), who sees Thersites as expressing Shakespeare's.
own censure of lawless love and sensuality; and of R. A. Yoder, p.11, who
considers that Thersites is right, but that he does not necessarily spqu for
+ Shakespeare. In my own view, Shokespeare corroborates the facts of Thersites'. .

. words, but his attitude’is not expressed by their fone. °

B2 0ghill, p.100. . |
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the immediate world of the Greekﬁcump, and thdt could give him o dimension -

- within "external time." It lasts throughout most of the play, but is finally lost

8

wﬂhén his immediate grief at the death of Patroclus overwhelms him. Troilus, on
the other hand, shows no thought of the future in his momenfary?gr Cressida

and he does not aim realistically at a connection with her, in térms of "external

2 “

time." Before he loses Cressida his idea of a world beyond that of the play is
based on ideals for himself so fhc;, when-he finds fT\em unrealizable Bcause of
her infidelity, Troilus repudiates all his cc;ncerns with the elements of “romance";
and He rejects all thoughts of the potential benefits of domesticity, religion and
filial obedience (with !:lector,” at V:ii{:79-96). But Achilles does show a desire

for domesticity and peace (which is at first understated by Shakespeare) and he is .

thérefore the main character in Troilus and Cressida to work against continuing

4

. the war, and, for a time, the strongest supporter of the play's "romantic," rather

A

_fhdn its "martial” elements.

e ~
\
{

- Thus, although Achilles' own connection with "external time" is presented

negatively, at the beginning, his pacificism is shown to exonerate his indolerice

e .

as the play's action progresses, and in his support of peace he fovours its "romantic”

-

' . aims. But these losé, therefore, all potentially "religious" connections. For as

[

the play progresses the interests of the physical world overcome all hope for

spirituality for both nations, and this is exemplified by the increasing dramatic

predominance of Achilles (rather than Troilus)'. His progmatically corporeal

outlook is shown to be stronger than the misguidedly "spiritual” attitude of Troilus.

¢ o

The increasing importance of Achilles is stressed by the pattern of totally

earthbound, _physical concerns which eventually obliterate all potentially

i . ’ /
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higher ideclls,:g:3 (and this is repeated in the imﬁgery, ‘and in the Greeks'

influence on Hector). , '

v ' —

, L. - .
. It is shown by the way that the emphasis-on Troflus' affairs, in the earlier

scenes, gives way to display of Achilles' actions, later. And, the role of

Achilles as the most important figure in the play is sugges’f‘ed by both Trojans

. and Greeks, throughout. The lesser characters treat him withr a respect which . R

is only ccc;orded els;ewhere to Hector, and Achilles is r;leniioned by name °
frequently (eighteen times in qll) before ys actual appecrqnce.34 Ulysses shows
envious dislike of "this naming of him" (11:iii:228), and when the opposing
factions mgef (in .IV:;/‘) it is significant fha; Aeinem is able to recogm’z‘e Achilles

. . . A
in person, and to salute him respectfully: ... If not Achilles, sir/What is your
\ . P

name 7" (ll: iii:75), whereas his own earlier failure to know Agamemnon (at
1:§ii:232~34) is either an insult or else an example of that Greek king's lack of

presence. And Cressida, olso among the Tiojans, suggests thaf Achilles is "a

-
*

better man than Troilbs“ (at ‘i:‘i?:'247).

“While allowing for the effect of Achilles' imposing demeanour (there are

—

3 Knights, 156, "The answer towards which the play seems to tend is that
time is an ultimate reality to those who live in a world of appearance’.. a world
from which something essential is missing, or a subjective world like Troilus's -
from which reason is excluded." Achilles® world is not that of Troilus, but for

-

"a time, he resists identity in the other, which is that of Ulysses. According to ;o

my own view, the "two worlds" suggested here by Knights both exemplify an .
expedient outlook on life, which is only concerned with the present moment,
and-which thus denies the existence of "romance" and finally supports the
.elements of war.

s

34T. Howard-HiH,' ed., Troilus and Cressida: A Concérdance ..., pp.3-4.
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several allusions to his large physique in Troilus and Cressida) and for the Trojan
} / ) :
courtiers' probable knowledge of his matrimonial intentions, the difference

bgtween their reactions to Adhilles and to the other Greeks shows that
Sh'ake:speqre' s own characterization emphasizes the Greek general's legendary
importance. In the second part of the-play the actions revolve more around
Achilles than around Hector or Troilus, and his predomint;nce increases at the
same time that fhé acfion of the play moves towards degdsf and away from words.
Once the fighting erupts, there is no qu'esfioning his supreme position af its
vicious resolution. All of this showg how the vesﬁés of spiritual, or peaceful,

-

,hoPe for both sides become secondary to esteem for physical power, as most of
‘the pr\&xgonists forsake "romance” in order to support the prowess of war.
Achilles' .identity is built up also by the references made about him by |
others; and they allude to his past achievements. (For instance, l;y Ulysses'
words that: "The cry went.on;e on thee .../Whose glorious deeds but in these

fields of late/Made emulous missions ' mongst the gods themselves " (l11:iii: 184-89)

by Patroclus' mention of the Greeks' former admiration: "... They were used to

bend/To send their smiles before them to Achilles" (111:1ii:71-72); and by his own

‘exclamation: "... What, are my, deeds forgot?" (I11:iii: 144),
Ulyﬁses' clever persudsions, which are based on the false assumption that
immediate time is all that matters: "For beauty; wit/High birth, vigor of bone,

desert in servicle/Loyg,L friendship, charity are subjects all/To envious and

calumniating time " (at lll:iii: 171-74) do not sway Achilles from romance towards
o

war, but they do convince Patroclus, instead, of his lover's need to regain his -

1

reputation. So he insists unselfishly on Achilles' need to recapture his former

/ .

’

LS

.
[

ol




v

glory, and Patroclus sets his case favouring war abov! ' their love for each other,
eloguently:

. | stand condemn' d for this;
" They fhmk my hffle stomach to the war, /
And your great love to me, restrains you thus., ‘ / 4
Sweet, rouse yourself, and the weak ‘wanton Cupid , J
Shali from your neck unloose his amorous fold, ’
. And like a dewdrop from fhe lion's mane,

Be shook to air. . — (HI:1ii:219-24)

© This leaves Achilles alone in his wish to avoid the war, and his threatening

speeches towards Hector {at IV:v:231-76) may result from a defensive need to

reassure himself (and others) of his essentially masculine brufalify.35 The contrast.

between Hector's gentleness and Achilles' Be“igerence is startling; Achilles
Y ,
~ . ’/ . ‘
employs the terminology of a butcher's shop "feeding” his eyes (IV:v:231) as if

he "would buy" Hector (IV:v:238), to be answered by‘his §pponenf's gentler
reference to "a book of sport" (IV:v:239). But Achilles' appeal to the heavens
to foretell his killing goads Hector posr]enduran::e so that he answers Achille's in
the same threats and in equally boastful and unchivalrous language. It is the c;nly
point in the play where anyone fails to respond to Hector's courtésy by motching_

him with similar decorum, and it is the only place where Hector descends to the

lower level of his enemy. Thus its verbal victory for Achilles symbolizes the

0 -
“ae

35Aporf front his homosexual affair with Pal'roclus, the ploy contains anofher

allusion to Achilles' effeminacy. Hesays: "l have o'woman's longing: /An

uppehte that | am sick withal,/To see great Hector in his wéeds of peace" :

_ (HlI:11i: 237-39). This suggests his support of. the play's "romantich elements, and )
" it carrelates his war-weariness with his "pregnancy” metaphor. Achilles is thus - .
concerned more'with the "female prmcaple" fhun are the other Greeks in Troilus

ond Cressida, : i~




action of Greek overcoming Trojan in battle, and the final overwhelming of the

’

"romantic" elements by the "martial," in terms of the play as a whole.

151.

Although his behaviour in this scene shows Achille/s as influenced by the

! s

pragmatism of Ulysses and by the unselfish love of Patfoclus, his own desire for
Y

.

peace and his conventional wish for matrimony make him turn back from his savage
intentions and express, instead, his respect for the women of Troy’ ond for his
oath to them. When Thersites bring; his leﬁfer from Hecuba (V: i:Z) /z\chi”es
reasserts his peaceful and "chivalrous" attitude ond his previous order of
priorities:

An oath that | have sworn. | will not break it.

+  Fall Greeks, fail fame, honor or go or stay,

My major vow lies here; this I'll obey. o (Vii:42-44)
A_chiiles' wish to keep his oath is estimable in terms of romance and by it he is
"gentler" than the Trojans, because he considers that his word to Hecuba is more

important than his own "fame" and "honor." Thus the Greek general shows support

for those elements which the Trojan |eader, Hector, decreasingly respects; and

it is ironic that Hector insists on keeping his oath, which he has been gooded inh;
declaring by anger at Achilles, at [V:v:25 , and which is selfishly concerned
with personal fame, whereas Achilles puts his oath to a woman higher than his
own ambition ‘for similar glory. This shows Achilles to be further from entertaining
motives whieh would redirect hir;v towards the Qar at the beginning of Act V fhan‘
is Hector, and yen«qhilles utterly rejects this determination when he is later
faced by th; death of Patroclus. His extremes of emotions therefore exceed even
those of the Trojans; and he shows a wjde;r range of ambivalence than they do

i

between war and "romance.™ . , y

A\



152,

[V

But Achilles only considers existence in terms which are earthbound even.

when he looks outside the limits of the play's world, and so his findl moment of

-

victory reduces it to expedient, physical immediacy unrelieved by any hope or

wish for a "higher" ideal of eternity . The events which start with the downfall

of Hector (os he néglecfs his own standards and their understood long-ferl:n

objectivity) and with the vacillation of Achilles (between his extremes of loyalty -
_ towarfare and to the "external" world of physical continuity) culminate in the

rl'neetfng of these two'leaders at the time of the duel (IV:v:230). This is the

moment in Troilus and Cressida when the combatants seem to come nearest to

peace. Yet, although Hector moves towards peacefulness with Ajax he turns away
from it ;:gain with Achilles and allows himself to be provoked into anger and concern
for his own p;'ide. At thjs point Achilles also succumbs to his.ambition in war and
o moves away from his interest in peace-promoting love. .Even fhz;ugh he subsequently
l\, wavers and decides to foregofighting because of his letter from Hecuba (V:i:37-46),

his own wish for fame has been aroused by the pneser;ce of Hector. When the death -

4
A

sPatroclus also spurs cEn his Greek sense of honour (which has been stirred by his

ver's earlier reproaches, at lll:iii:222-24) Achilles abandons all extra-immediate

i(teresfs and gives way to pride and to revenge in the war.

e

" Thus the ledders of both armies turn away from hope for consfructive

S

umes and implements his older brother's role even more viciously, by negating
i ]

§
\ .
v L values which Hector less intentionally neglected. The death of Patroclus drives ,
. i i
!

P il ey <o

cefulness towards sterile destruction. After the death of Hector, Troilus

*

Adhilles with an emotion similar to that motivating Troilus, because his love also

/ " ha ( ‘

turned into hatred and revenge (ond his care for his fellow-fighters has, at

| | /




the same .ﬁvme/ been renewed). And the physical as well piritual 'hope for

a longer=term outlook (which is exemplified by Achilles' procreative love for the

sister of Hector) is fma”y denied by the leading Greek protagonist. Achilles, as . !
well as Troilus, fhus repudiates "romance" as bofh of th ect it, and as »f
they determinedly pursue the war. §




Y
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'Chapter V: Conclusion.

My own view that the "martial" elements in Troilus and Cressida finally

!

triumph over all that is worthwhile in the "romantic" elements of the play

(olthough something does remain df their former existence) is influenced by a

personal dislike of war and d belief in the persistence of humanity. 1| have . v
therefore presented this thesis with c; bias which underemphosizes the opposing //
view, one which can equally well be supported by the play;s ambivalence of ‘
attitudes, For, élfimough | have shown that in it Sl;ck&speare ‘condemns the

horror of war and suggests the defeat of the forces for prodyctivity and peace,

stress could also be laid on his condemnation of both Trojans and Greeks, which \

|
exemplifies their self-indulgent corruption and pragmatism; and the conclusion ' \
. / , ' ’

-

could also be reached fhc.ﬁ all the characters, within the play, well deserve
their untimely ends.]
- I huv; shown Hector throuéhouf as ignoble, because he turns from chivalry
to ambition fou; personal fame; and | have shown Troilus and Achilles as des;;iﬂcoblé‘
because they forsake love affairs offering spirifm/:l or physical ﬂconfinuity in favour
).

of those that are merely corporeal, and because they both finally release their

emotions in revenge, But if the criteria for judging these characters were taken

~

- -
] Knights, p.157, "if something vital is missing from the public world of the
Greeks, Troilus' subjectivism is equally flawed." Ulysses is preoccupied with the
immediate moment, and Troilus with himself; the only view which could overcome
these is that shown by Hector before he succumbs to syppoet of his brothers. But
from}fheg on any such unflawed ottitude is impossible in Troilus and Cressida.
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to be glory invictorious warfare and the search for personal honour, then Mefr. -

L}

neglect of t#& "romantic” elements and their patriotic support of the play's
9 pa ppo play

-

)

"martial" elements would show them to be worthy exponents of the standards
held throughout by Ulysses, which are not necessarily undesirable, Even though
_a charitable viewpoint shows the exploitation of Cressida (and the disregard for

the Trojon women) as shameful, the final embodiment of "romance" in Pandarus

can be taken to indicate that this view of the play (which®@ontradicts mine)

proves the ultimate superiority of military nationalism over ineffective, self-centred

treachery and unrealistic sentimentality.
L .

R E)
\

. In summing up my own view, ho’xever, | consider,;}ﬁof Shakespeare supports

the losing "romantic" elements of Troilus and Cressida at the same time that he

st

demonstrates their abortive potential among the Greeks as well as the Troians; .
. H

| consider that Hector is influenced by Ulysses' standards of "pro-martial" conduct,

in the loss of his own ethical Trojan values, so that he fails to uphold "romance"
in its highest form, but pays instead too little respect to marriage, religion and

filial duty. 1also consider that Troilus does not realize his Ideal of spiritual

L]

ecstasy in his love offair Wi'fh Cressida, because he bases jts pursuit on a false
premise of idolatry (which is actually self-worship) and b;ecouse he disregards’
Cressida!s incorporeal self while indulging his physical infatuation for her. Ang
| consider that Achill;s turns away from a love that might give him continuity

N t (‘)‘ i
(in an earthly sense only) because he is motivated by a passion of sensual

deprivation similar to that experienced by Troilus, Both these thwarted lovers

then express their emotions in savage and destructive bellicosity.

J : .
" The courtesy initially exhibited by the Trojans, and by Hector among them

I
- .

L
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in particular, is fhlus finally shown to be hollow and meaningless. After the
exchange of Cressida the Greeks assume its veneer, but, as the plcy's’ imagery
poﬂ‘err"ss emphasize, they display only its worldly trappings of chivcwlry and none
of its spiritual associations. Achilles epitomizes the outlook of the Greeks which
is uﬂerl;l earthbound (though he sees further than the .others in his view beyona
fh;,\world of the play) and his final brutality shows{fha‘t all the prétcgo-nisfs
descend to near-bestial barbarity, il:l spite of the spurious "spritely” elevation
which the Trojan princes loriginally considered their due.'."2 But although the .
warriors of Troy are aware of hiéher ideals fht;n this ultimate savagery, Pandarus
_holds a different view gnd he finally represents a sense of permanence in /the
world, ;uggesfing an unspiritual but earth-centred hope for some kind of physical

continuity.

| This is indicated throughout the play by his support fo; the elements of
;'ron;c;nce" (albeit in their most degraded aspects); by his bringiﬁg Troilus and
Cressida together; and by his initial interest i;1 earfhly’prc;ducfivify. And it

is illustrated by his allusions to procreation (ot 1:i:23-26 and at [11:ii:104).. < .
Even though the lovers® liaison is illicit, Pandarus supports earthly regenero'fion

and peaceful domesticity. His opening words "Will this gear ne'er. be mended?"

(ot I;i:é) impl.y that he favours reparation and unity; the imagery. which he uses

i

/

in the early scenes, and in the love scene, suggests prosaic but healthy farmyard

PR}

t

2 Early in the play various words associate the Trojans with their own
“heavenly" idealism and their elevated images of themselves. These include:
"angels" (l:7i:286); “spritely" (ll:ii:190); and "?anonize" (I1:1i:202),

[y

. L4

»
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" view that theirbetrothal is |:>ermtmen‘t.3 He also refers to the women of the

— o 1

B _ S ' ' 157.

«

.l
3
)
.
)
t

prbduérivity (ot I:i_:15-.26, 1:1i:241, and at N:ii: 16, 50-53); and his insistence

a3 ]

on'the lovers' "bargain® of fidelity (at l11:ii: 197) may show Pandarus' mistaken .

Trojan court without distinction between those who are unchaste and those who

are virtuous, gréuping Helen together with Hecuba and' Cassandra in his - -
conversation (at 1:1i:140-51). It seems, ‘therefore, that when he come; to worship

“the mortal Venus" (of I11:i:33) Pandarus is himself unaware (in his visit to Helen

and Paris) of the significance o'F their adulterous "marriage, " of the Trojans' ;
corrupt morality, and of‘fhe False'ness which he supports by observing their courltly )

,
"religion." : : ‘ )

There are several indications of the actual corruption which surrounds Helen's

court, and these are revealed in this scene with Pandarus. Before entering the

A
— presence of "love's invisible soul" (for whom the Servant's emphasis on "invisible" .
'l v ~

should be Geried, in view of Helen's traditionally visual beauty, because this
q Y Y

remark makes his adulation ironical) Pandérus misunderstands the words "grace”

and "lordship" (at Il:i:15 and 16) and ‘takes them to refer only to his mundane

[ : o

’

3‘ Most critics consider that the oaths made at the end of Ili:ii suggest the ‘a
stereotyped roles.of Pandarus, Troilus and Cressida outside the play itself. But
Hamill Kenny("Shakespeare's Cressida," Anglia, 61 f1937], 170) is of the opinion
that " Troilus and Cressida are ... indeed married, according to Elizabethan
common law." This has been refuted by Pierre Legouis ("Troilus devant le
Mariage," Les Langues Modernes, 42 année (1948), A4) who points out decisively °
that: "la sc&ne en question copie les formes du mariage, puisque c'en est la .
parodie." ‘It would certainly distort the play*s tone if Shakespeare intended to .
suggest any real marriage for the lovers in these vows; but Pandarus might ‘
informally see the betrothal as pledging them to each other for life. BN

L

&
-
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status. He recognizes that the music is "broken" (111:i:49) but he does not 7" ' ;
. ",}/’{n ¢ 4 ‘
appreciate what this means in terms of true harmony, = and when he joins in the P

praises of "love" (in his song of I11:i: 114-26) Pandarus pays service to o force , ;

2

which is patently Unprogressive.5 Thus he is contaminated by (but ignorant of)

their "love’s" inevitable unproductivity. ’

PP NN VI S
> P

‘This scene epitomizes the voluptuous sterility of the Trojan court, where .

6 e WL

.Heler‘\ is idolized as a "theme of honor and renown" (ll:ii: 199), and the presence
of Pandarus there immediately before he brings Troilus and Cressida together
stresses the debaucl.wery and the self-indulgent sterility which underlie the Trojan
veneer o—f chivalry, and which work against his own vulgar but genuine support

for domesticity and the forces of earthly procreativity.. '

It seems that Shakespeare places this blatantly satirical scene just before the

; - i A
meeting of Troilus and Cressida so as to emphasize the unléwfulness of both love
affairs, and that Pandarus therefore contaminates the younger pair of lovers )
because of his recent assistance at Helen's “melody” (i11:7:68). But the Servant's )/{f
: i4e
/ ! ’ tfd‘f‘ "/.'
¢ o
v R ]
- : : ! e,
cooa o
4 Frederick W. Sternfeld, "Troilus and Cressida: Music for the Play," T Iy

English Institute Essays (New York: Columbia University Press, 1954), p.135, ‘
investigates the indecorum of this scene, ond points out that " Pandarus' air is .
- the music of depraved Elizabethan gentry" and that "it is quite proper for ; / ;
Pandarus {as a lord] to be refuctant to sing, but improper for him fo do so." . g
Its "exclusive musical diet of aristoeratic airs show the sickening softness and-
_hotness which is (due to the ) fever of Troy." On p.131 Sternfeld states thot

the "consort" (mgsic composed of different tone colours.) of Paris and Helen
which is "broken" shows them to be the "prototypes of depravity." oL

- »

"

3 Peter Jéseph Seng, The Vocal Songs in the Ploys of Shakespeare "
(Cambridge, Mass.: chc?-d-l{mrsmre—ssﬁ%7 . p. 176, comments that
"the'whole effect of (Pandarus’ ] song is to describe a sensual love which -

“culminctes only in a permanently unsatisfied satiety."” '

)
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‘“romance" in its most despicable form, and he epitomizes the unworthiest

’ « o '

ridicUle of Pandorus and Helen's mockery of him suggest that his “religious"

~

pc;rticipotion is not intentionally idolat8us, and that he is too "courtly" (that .

is, too much concerned with sycophancy and the gaining of favour from Paris

» T

.and Helen) to understand that their rule of "love" is pervertedly self-destructive

! ~

ond sterile, . : ( . d

So Pandarus represents the lowest most worldly extreme of the Trojan

. : »
“romantic" elements while Hector epitomizes their highest aims and ideals. Once

-

Hector is dead arid Troilus has rejected all allegiance to "romance" only the

§

ignorant and mundane adherence of Pandarus remains to support the cause of

’

" peaceful productivity., Shakespeare may be suggesting, in this way, that even the

v &

farmyard level of mankind has a voicaJn human considerations; for, although the

“martiol" elements in Troilus and Cressida are more clearly presented cmoné the

o

Greeks and the "romantic" elements among the Trojans the two most inferior

- o
3

characters on each side both operate in favour of "romance" and against the

¥

- . . ' §' v
* resymption of the war. Pandarus is shown as irying to further the cause of

"romantic” elements in the play while his gross degradation makes a tﬁockery of

“love."

-~

! / ° N ! - . L3
He is, nevertheless, an agent for physical continuity. =

2

The part played by fhersites on the side of the Greeks is in many v;'oys similar:

N v

to that played by Pandarus crr;qné the Trojans, byt it is much less in evidence.

°

(Thersites™ part r;sefnble's and balances that of Pandarus in the same way that

‘ . .
Achilles' role as a lover is similar to that of Troilus.) The Greeks' "romanfiy
) oy ‘ o \ B
aims_are weaker thon those o_%the‘Troians and Thersites' support for them is shown
: ﬂ . el ! e
or{ly negatively.. . His vituperative insistence on the Greek warriors' shortcorings

+

v s a
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2

implies, rather than states, his antagonism to their "martial® endedvours and his

3, .

part in furthering Achilles' romance is small but temporarily decisive.

Thersites' role os railer against the war is fréd'itionol, but in the play he
virulently denounces only his fellow Greeks,hé excoriating those who are <
especiall'y inclin;d to wurfﬁré. (Tbe;y are Agamemn;ﬁ, <':t‘ [1:i:2-6, Ulysses and
Nesfor,y at {l:4: 104-5,*Aenelaus, at V:i:54-56, and Ajax cm.d A;hillés, as
fighters; at Vriv: 13=15.) If is notable that Thersites supports Troilus against
Dioqmedes in their mutual battle: "1 would‘fain'see them meet, that that same
young Troyon ass, that loves the whore there, might send tha®Greekish
whoremasterly vil‘iain with the sleeve back .‘:." (at V:iv: 5-9), cna that he also
denounc;es Achilles for his stupidity, at the end of Nz 1i:310-12; "Would the
fountain of your mind were clear again, thct—l might water an-ass at it} Ide

rather be a tick in a sheep than such a valiant ignorance." All this suggests,

‘ o+
therefore, that Thersites' own unpatriotic pacificism is in line with that of .

-

Achilles and that he rails essentiaily against the foolishness of those characters,
- who allow the others to make them take ‘part in the wor,

Thersites' presence in the scenes where Achilles and Patroclus display their

resistance to the fighting emphasizes his own "romantic" sympathies (11:1:1-119,

] k)

H:iiis 175 and V:i:5~97), although his insulting words expose their love and.

idleness in a harshly unfavourable light. His role as letter~carrier from Hecuba

’

to Achilles (V:i:7~9) parallels that of Pandarus when he brings a letter from

< .

4 a

«

6 Coghill, p.99: T\ ° | S

G




“ o : 161..

Cressida to Troilus (V:iii: 99) and in both cases these missives come to the lovers

-

from the "higher" objects of their two~fold loves. But while Troilus' reason for

rejecting _Cra;sido's letter is that she only sends him "words" at the time when
another enjoys her "deeds" (V:iii: 112) and while this shows that he does hot
care for her in his mind if her body is unfaithful to him, Achilles obe;'s the
request of Hecuba's letter when he receives it\. At this stage Achilles has not

repudiated his aim of a "higher" ma¢rimonial liaison with Polyxena despite the

loss of "fame" for him which it incurs (V:i:43) and despite Patroclus' incitement

- 5

“for him to recuperate his honour (ll1:7ii:222-25). He therefore supports "romance"

more strongly ‘than does Troilus; and of the two, Achilles has greater justification,

later, in deserting ifs cause, Thersireé;upholds the "romantic® aims of the Greeks

-

‘in the some way that Pandarus supports those of the Trojans, and they both operate

effecﬁv‘ély until the moments when Achilles and Troilus each react passionately
to the loss of their respective physical loves, by the-death of the one and the
proven irfideélity of the other. | o ‘

It seems that these two lowest characters also epitomize that corporeal and

Ed

~ selfish disregard for true chivalry which the personal actions of Hector show as tha.

L4 o

underlying cause for the moral “fall* of Trojy. The presence of Pandarus and

Thersites and their comments emphasize the play's pattern of descent from the

orlgmul Trojan mdlcchon of hsgh ideals (which are the only suggahons in the

play of possible spinfucll elevation) to the;r neglect by the Trp|dn prmces, in

favour of the Greelc' expedientstandards; to the assumption by the Greeks of
® - ‘ .

a "romantic" veneer over their predominantly "martial” aims (when love for

Cressida is reduced fo its degraded aspect of sexual explqifatioh by her reception

L/}.
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and treatment among them); and finally to the éxerﬁplificcﬁon of that "lechery"
v - - . ‘

which Pandarus embodies and which Thersites unpleasantly, but correctly,

denounces (V:ii: 195), . :

i

In this pattern of descent Pandarus holds the same level as Thersites in
supporting aims that are only carnal, ‘so that they are also alike in expressing
the view that the world is entirely limited to the physical . And although the
outlook of Pandarus towards Time v‘:'r the beginning of the play shows his attitude
to be one which encompasses the idea of growth and fruition within the earth,
his unwitting support of ‘the Tr::‘ian princes in their adulation of Helen is shown
to be worship at +he shrine of sferilif;/, which destroys his ability to represent the

-

earth's 'repr,oductive forces, effectively,

- Thersites' views resembleihose of all the other Greeks in never suggesting = .

any potential spirituality, but in seeing man as all-powerful within his own
\d

(YY)

environment, (This is shown in Ulysses' speech at 1:1ii:89-93, where he reverses
fhe expecfed comparison by making."the glorious planet SZI" to be “like ... a
kmg instead of likening the monarch to the sun, and shoy«ing that, of ﬂje two,

the king should be 'I'ht; inferior.) But when the play's "martial" elements are
winning Thersites denounces his fellow Greeks for their support of the war and he

thereby deprecates all that is desttuctive and fruitless in terms of earthbound

- creativity. This suggests that Thersites also supports these basic elements of

1

"romance," if only negatively, by excoriating the cause which opposes them,
Without Hector, all the "fools on both sides" finally assume attitudes thot

are hopeless in terms of physical, as well as spiritual, continuity, and their

‘future becomes no more than an extension of the present moment's savage warfare,
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This is caused by their own selfishness: by Troilus' "bad cause" in fighting for--
Helen and by his "lower" love for Cressida; and by Achilles' indulgence with

Patroclus. It is also caused by Hector' s support for his younger brothers® pursuit

1X

" of “fame,™ and his own desire for it where he sets such "honor" ahead of the

virtues of true chivalry. And in his version of the Troy story Shckespec;'e '
it:onicdlly shows that the fame which is acquired by these wartiors could better.

be describea as ignominy, which is exemplified by Hector's covetousness and lack
of consideration for others; by Troilus' final unmerciful savagery; cmd/by

Achilles’ brutality and treachery.

But for the world of the play as a whole, this view of "martial" predominance

h

and of Ulysses' victory over the "romantic" elements is notfinal, and at the very

end Shakespeare brings our attention back t§ @ world oufside the bounds of the

war, It’is suggested by the person of Pandarus, who finishes Troilus and Cressida .

with a bathetic Epilogue which undercuts the absorbing concerns of the battle

¢

- N
and which reminds us of the humar ability to survive despite the threats of

“annihilation. Pandarus' final appearance offers hope for the/forces of eorfhly‘

a

productivity, or at least for 'r!weir memory, in the lowest and most diseased forr{lj.
Shakespeare may have found that the play's first ending, at Troilus' "hope of.
revenge" (V:x:31) gave the final impression that its "martial" elements were
completely overwhelming and that the physical side of hum;ﬁ continuity was also
doonje;d to oblivion. Thus, he may have added the Epilogue so as to give the
last word to the degraded "romantic" elements n.d‘so as m\ have !’ondorus speak
for the surviving remnants of human interests. Or;ce Hector is dead "there is no

! 1

more to say" (V:x:22) for with him all hope for continuity in terms of man's

o
'
L. -
'

&
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mind or soul is gone. But the bodily self of Pandarus persists, ‘qnd his tenacity - -
shows that there is always hope for physical éontinu'ify, ‘-eve(r‘\ though it fails in

o » -

this play. It can defy warfare and spiritual desolation and so it can, ultimately, -

represent the human [ife-force.’ , o

'
P .

In 6é¢9mm6dafing both the "martial" and the “romantic" view-points | should

add, however, that Pandarus' last attestation of continued hum'énify isgivena -
limit, of "two months' hencé" (at V:3<:52). “Thus, the consistent ambivalence -

of Troilus and Cressid‘a.glves a final gfimpse.lgf possiBle perpetuity, );er‘uhdercufs )

@ . v 1]
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