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On the Overplot of Shakespeare’s King Lear

by Yukio YAMAMOTO

Abstract

Harry Levin’s paper on “the Shakespearian Overplot” is the most attractive and
suggestive one in the repetitive form in fiction, not precisely the convention “double plot”.
His theory embodies the abstract over the plots into the concret as a part of the dramatic
architecture. It is here that I am very much interested in.

In this paper I applied his theory “overplot” to King Lear, which constitutes more
organic unity than 7 Henry IV does, though it was examined as an example in his paper.
The conclusion drawn from my experimental research is as follows: if the relationship
between Lear and his three daughters be the main plot, between Gloucester and his sons
be the underplot, and then the relationship between Lear and outer nature at the most
exalted level to be discriminated and named ; the term “overplot” can be used to indicate
this relationship. :

The overplot is a glimpse exemplifying some grander design, an indication that the
play at hand is but an interlude from a universal drama performed in the great theatrum
mundi: King Lear shows the microcosm of man subjected to the decay and cruelty in
the macrocosm of outer nature. And then I assigned to the overplot a role of visual
grammar towards Shakespeare’s deeper significance mentioned above—universality.

Thus we could bring back King Lear from the study to the stage, I believe.

%

*The Shakespeare Newsletter 196541 A51Z, HifED 12 A 27 H~29 H New York
HaLBic LT itch i, 4 69[E Modern Language Association DER K ZIT BT 5,
Harvard University ©» Harry Levin 412 X % “The Shakespearean Overplot” & 3 % 3
DEE D > T\WBH, BIRLZDHXOHT, v= A 7 A€ 7 DFEE% Overplot, Main plot,
Underplot D@ &kE LTE B, (1) % # 0B KB R EF S5 L D% Main plot, (2)
Main plot & parallel 7cBIfR & b7 D, HichBFEOHATHSH - L&z T, HAPAIE
ey, EBOEBEOKNRAYHRT % L% Underplot & LT% Mm% TlX, EROFR

Eg\{l

* The Shakespeare Newsletter, Vol. XV, No. 1, 1965.
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EHE T EDOTHLHL, XHIZ, Overplot 7e5H L& FEAL, (3) 4k Main plot
OHRZHGAINT WL DT, FEOMERET T, i (igural) Sh 2 EROBEREO BTN
FH# 0 Lico T 545 % Main plot 22H )DL, = UZiE3 %I Overplot 7s % Hiik ik %
Lo TCLTWBDTH B, h

iz, = o Overplot ik, EFERMVBLOMTH HEENTH D) FFH, Main plot) O
Overplot iIZxt3 2 BAfRIL, XD Underplot xt BB RERBIN TH D OICH LT, R
T# b, Main plot, Underplot X » 3, Li%i)wr_%b‘(kfﬂﬁo <, B ES+, Troilus
and Cressida o T Ulysses 73,

But by degree, stand in authentic place ?
Take but degree away, untune that string,
And, hark, what discord follows! each thing
meets

In mere oppugnancy : (I, iii, 107 ff.)

[ LIS 5 L oiishofeh, &9 L THEFEHMLY
RozEBTEELLSETY
RO bORES ) T,
H—5ORFRE->FoEN DT, E5TTY
SENEACL>TLEVET,

FTH 767 B, 7 TR

L, BELTWATLEHESD, EHOKFXHHERZLE LY, K2OHEFTHLELR TV
13, XX b &K theatrum mundi TEH U BTV 5 & 0 FEH 7B O Interlude .ﬂ;'i“ Ede
W EERRTLDOTHAER LT NDHDTH S,

XT, ZOHT, AL Ihicoik, o Overplot 7o 2FEREICHLTTH S, v =
£ 7 27 OB, —fEOFEHBIHRA &%, the family~the state~the physical universe &
W S ERIBSBRRIC - T, ChE ST 5 2 LT TATbh TRIL 2HTH S, L
»L, = o the physical vniverse 1224 %45 1%, BlIZHRT 58 (plot) & LTTIEKL,
over the plots & LT, ——Main plot, Underplot % #iz T—— SEInAsR L L CHEIES
RTEX 5285, Zoe omgofitRic, overplot &) FPEEBEATLI LTI~

* 1. Ribner: Patterns in Shakespearian Tragedy, Chapter VIL. <> T, Ribner [Ki3 King Lear
ADOE¥DEHIRXELAZTWL S,
Underplot---Gloucester and his sons:--the family
1

Main plot---Lear and three daughters---the state
)

!
(the physical universe)
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T, Bola B 5:T50THEELIE, TSRCERTHD LR,
i, oz KingLear @B L TARAD I LR E> CHEAXICH, WXEI1hoOFR

RAeo0 Iz TH i,

1

X T, Levin #{%%, Overplot 7¢ % & 0 By 7e Bl e LT, [Henry? MBI —IC s
T, Hal £Fix, Hotspur & OBARIZHK\ T, Main plotn DFE AR TH », Falstaff L D%
Bz 35\~ T, Underplot oA TH % &4, Fi, Mofe#Eish, JlogTlidh
B SHEH LWEOED TEWKIET, +o Henry putt: & BRI kT %, il Overplot
DEARTLDD.] &, Wo2TWBHDTH%,

LIAHT, v=A 27 AT OEML BC—EOBEL->T, $XThE1D I LIER
TixH 50, Zo Overplot ORJEMAEX & B LW HERICE T, AU S HFRLICZ DS
HRDIESD S, FHAERE ~FEc L, HEBL LAV, EEOERCETH—Sh
Tuw% King Lear &\ S fERICHIL T, 4—EAKRICTH D TH LS5 /-5,

ZoFEEN Main plot & LT, Lear L EADRELOMOARH, ZLCTFEFSIRD
ERXOEROWIE D b, i, Main plot f1 o> Lear FiZxfth & 15 A4 & L T Gloucester,
Goneril, Regan 1= #1243 % Edmund, Cordelia ®# U-C\ 5 & &4 5% & LTo» Edgar i
%21 % Underplot #3, Main plot & Pii#fRbienih, FHCHMES LML 2 L AT, F
OB LT L BRI T 5 RELRL, FRCBTZEHAOS OB LOZ L EHRY
K ARRDTVE Z LI, TTRALATWAEZATHS,

L AT, Levin 8\ 5 Overplot THicbDiL—kE ZTHAH 5h, Overplot DY
HEHEOMBEL LT, Main plot & Underplot & OBiff%, £ < O%ffife LT TIkRL,
the family ~the state &\~ S EEOE L LTE B2 B, Dicl &4 Overplot (%, #EkD
Main plot OFIZHEENR TS EEZHONELTHELEBbIBDT, 44 L, Lear ©
Main plot # & LTz LB 5,

Lear &\~ 51Ef2, B 2FEMREHEBZ LD THE LT TADORDLEZAHTH
h, (=4 2A7D) 7TEX FETAHZELIXTERV,] &5, Charles Lamb D\ 3@
LIEBEAERIOLY ECHLELTWDBEIAHDL, Fik Lear &\ 5KI2%, Hije 2 FR 8 E %
Mz BB THHE VI RCHDEELTEI L2 2B,

L& Ty 7 #FFEA20 L & WThBE, 1949 4F John F. Danby [ i2 & % *Shakespeare’s
Doctrine of Nature L3, B & i —2> DA RS Hisd, John F. Danby 1%, - D fl%
“a drama of idea”™ LIE1, Z o Lear &\ 51Efh%, Hic2EMRE Ll € M52

* John F. Danby: Shakespeare’s Doctrine of Nature (Faber, London, 1949).
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SOA (ideas) ~Fk 4 DX F A Em LRHTHE D THRILT, ABEH-T, £O
R BRT 2 EANERE XL LT3 Lol AL, HREZZBREHMIC X - THlE
XRERRO LB L R TERMEARBIAEX S Lear 25, WA S URMINC LE
CBGrxi L, *TRKEDOB LI &2 AxR] AR HOBEORITNDA LD T, #E
FERBEROERT S L 2 A LT 5E2FORFAZ L Goneril, Regan i KE L OAM%E U
THEICEHINAZ LI E»> T, humility X Patience OVEHRD, WIT charity #inz
B lit ko T, fELIICHE D T L D7\ Benignant nature® AR BTG -> T L BE
LLT, ZOFGEBMNCLb, Mlichbl THHERATV20THS,

%2, 1960 4F Irving Ribner [G(3 *Patterns in Shakespearian Tragedy Tg % —H%xH b L
J. F. Danby Ko FRit# >\ T, % ® Benignant nature® IZ Orthodoxical Christian Faith #
Malignant nature = Renaissance Scepticism % &% T. ¥ =1 7 A 7, 20BN\ T Lear
DLFERNESRE LT, ZOSOOBADAREYIEE, TOMALELT, ROHRL
E(FL, FOHbcl L5 ARIFEA (human regeneration) O HEHZIER LI LD TH S
EL, cOXEAEMEBIRLT, Gloucester L FIZE Db b —FKExHLIT LI Underplot
&, Lear EDEfrxd ¢ HERDOMMICHH I ) % F> Main plot L1k, BECHELEL
7735, the family~the state OP§JE#% % T the physical universe % & fL§ % MO F &,
EHOLROBHZRBTHLDOTH D LREEATHLDTH S,

DX, OB, HAKREREEBLILOTHY, Lear XD ADFT S AR
T4 Bla Macrocosm @ 5 L& & LT® Microcosm & LT, FOVTEBRE EVWT WA E
AT, WEORMI—HL, 22, 1) 7)) #HFRC BT HREO—2>OBAZRD S =
EMRTE %,

2

X, 0L 5c Lear L\ 5{ER%Y, WEBHECES, 20, TOEEAKMAL TR
T2 KERIC 22 b 2 FHEEEAET S L0 L LTE D2 58, #K0 Main plot 1213, (1) &
o g s LT oRRMMEEL R TER L, QFEHEORBIORT, BETHLEAOL
i, BEA (V7ECHo T, —O0EBEEFEXFBEVEZIAIHLELLNRD) O
Ao TH 2 EEDH L LT Image 23, DA &ER > TEY EFHH 2 —20 pattern 77,
ko I oh THEMEEZ LRI pattern (it > T& - T\ < &\ 5, pattern change I X
% D7l MR A EEORE EoF3| % (Visual grammar) & LT, FxrFhtkozxR
+% Lear D EIIMRE~NE T ERENHDH L/,

$ L1, Levin o+ 5 Overplot % Main plot 2»HaFI L & 5 £ T 57X, #ix @) 2

-------------- the King falls from bias of nature; (King Lear, 1, ii, 115).
#% 1. Ribner: Patterns in Shakespearian Tragedy (Methuen, London, 1960).
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TREHLTLLEXDLDTHEHD, GV LTA> TEBLML ThizEE5,

ST, 20 Lear ® Overplot iIZ§%44 % & %2 Hh 5 ZMIWMEIC S Tk, 2RI 3\
THRLUTRENShTE b Tikfswv, L, fFch- ik, TBIWERHL Y LE
CEIRT, BOo—EEECHNLEROMBN) CHz 23 E0EEI ¥ B b0 L LT, 2
IR ORER & L CoORBIMIER B cH b, Lear &\ 5 fEfh% Poetic drama & | T x
4 Dramatic poetry & L TEL B2 2HRMAEREEL T2 EDLDTH S,

Linl, ¥=4 27 A7) Lear % Poeticdrama & L T\ 22 L 3B REETH D,
Z 2T Lear 0%+ % A over the plots & LT, B HOFOHREBADOEBRICDERS 2
~NE LD TIL7e <, Main plot, underplot &\ 5 BIS5HFE & O RHE L LT overplot &\ 5 %
BHEOBRTHTLL, ZOWELMARFIFIOMBE LTh, HL ETLERD | T
bhAaRELDEEZDLZDOTH D,

SBEDO—AL LT, Lear ® Overplot L H 75 #H 1%, HED ETUMLCHEHESH, *
RIEORT, HADLICED X 5L %E 52 D0 T D hDICEE A TTH T X o
LB,

SHBBCR T, RATCHE SIS Lear Exkd s & %, FEREBE LT oI
MEICONT, =208 Lear 0B, BADLICKERPD 5> R0 IC PRV KL
SEFRRIBHRVOTHS, Zhik, )HEOBCHTSH Lear &, @B _HEEWHBO
stock scene 7> b5 = HH 850 stormy scene &~ TPUHHZFE % Lear &, B) LA F# 31z 2
Lear 0 TH %, mam (1), (2),(3) DX EILHER L Licd DT/, (1) o dying away, (2) »
come over, (2) ® dying away & (3) © come over L IXFIZ LT A\, BILhs LToM—5
HABIY AARPRLTWDZ LRV ICRIENRZ L THB,

EC, BROBTHT % Lear (%, FH TH% King Leir L% —BICFEME L 2 & h
LRLAFAEEDODP 2T, LML Dk LA TS, Othello DEE—, —HEoiERCHi-5
&2 Hi b Lear NI U ¥ 5 ~F /s b, seduction DFERE L TOEARDEDRIR, Foks
RELTOMBCHHIMALEL 5 ENTE LS5, 22T Lear (%, HWHERLBIIREL
DN EF TRY, @5 Danby Ko HiE# {8 h X, Benignant nature &\ 5 FHifH ol
Hoduz, #Ho@otir 55 FEEZE THH s 5, intellectual humility #7:< = 212 & -
T CHORREDOK LT L IO EEL LTBEHLTL 5, BHECHhisBEOM
QLELERFEEENLZ LI EL D, LEVEZETHENAELELERT S, E5H#O
Sbicobhbhic ABIARHE, BOEMCTSICl> TAME LTERIR S,

"Tis the infirmity of his age; yet he hath ever but
slenderly known himself. (I, i, 293ff.)
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[REXBLTETRATT L, FhELFETEST,
HESOZ LRBHAEYEbNY Ueleho DR, )

=0 Lear Ogic, HRHPUS O stock scene 2 HLIERELD D ~FEXPRREOEHT LI h
- 7- intellectual humility & 3\ 5 RE L D~2AD ZA TS %, £5L T, T TETH
DX 51z, intellectual humility Nz fTE 2% &0 SLieNb, HBE=FE Y0 stormy
scene CIHSWCET 5, £5L T

Poor naked wretches, whereso’er you are,
That bide the pelting of his pitiless storm,
How shall your houseless heads and unfed sides,
You loop’d and window’d raggedness, defend you

For seasons such as these ? O! I have ta’en
Too little care of this. (ITI, iv, 28ff.)

(BZCELIMLLVROBRLALDLE, EZRVHICEL
COEEELHD LEEI DT LR TLIBLTWAHRAI N
HEx AhsEb<, BHEEHL12%
BaIRELTEZ AN, BELT

EARRAERT, CDX5db LORBEETWH2 L]

WY, ThLIZ4ETID ERRERT &, ML, heFclb.] & ELDHT
ACHT2RE LWELWR ) ofERL, [HEMiscex Loy, RTZAROBY OV
MAEB Lo LICE > T, DO FAENS &4 humility #EH LTS DTHDH, 2D
S BEPUSE A B S = RIS ¥ Tix Lear £\ 5 AREA ©AEEIO Turning point & LT, ZD
Blekoh A TR L TWS Z LIXHBNLTHD, Lnd, Lear O %fii%3% & L T Goneril,
Regan 7-Hl}, BlxHicz, Milx Hi-x % instigator & L TORELAILICRL TS
EVZ X 9%

LT, E—ErbB —R=48% To Lear &, HRIUBHHLHEZRHUBCES Lear
&m,ﬁﬁ%%&V5%ﬁ%%EK£@LKﬁB,ﬁﬁm%hgﬁzf,ﬁgwﬁugggﬁ
& [ABEI| ~&, D&xEhbhic Image 23(E h i ARRD pattern OZALIC L $ 785 —2
DB E L -2 EHRSFTFRE BN TH S, WhiE, o Turning point (% an old
man & LTC® Lear &, Ko< 5%, &%l U CHEI &h% cosmic force & LTD Lear
LB, —ADABOLENMEAL LT, ®uiFL, s Az ChBiz>S0T
WHEBHE LT —BRROZNLEIHTH S,

£, Main plot #+% Overplot # ¥ h {% 5 &+ %7 X, FAx, Macrocosm O 5 Lz
+ LT® Microcosm # [ 5335 Lear © [AF| 26 [ABM| #~C, HURFEH LS 7V
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AHEHR N O —KET, hlish b XD Lear 23,

I am a very foolish fond old man,

Fourscore and upward, not an hour more or less;
And, to deal plainly,

I fear I am not in my prefect mind.

Methinks I should know you and know this man;
Yet I am doubtful: for I am mainly ignorant
What place this is, and all the skill I have
Remembers not these garments; nor 1 know not
Where I did lodge last night. Do not laugh at me;
For, as [ am a man, I think this lady

To be my child Cordelia. IV, vii, 59ff.)

T LIk Fic B, bWt WEAT,

ANtw Bz toht, —BETLERIDEH LD b,
FLTHH TOWRENE,

HLIZESRBHLIERTiE WX 57,

HALLRZDAL, bLEH>TW5 X 5B HH
i Lhtidbhbi, RELEWLAE, X EALHTN
—[HLT, WS BHERX LIES>TATY
ZOEWTIXE LI L, POIREZRH T, b
HMbice WKL, £ TTFE 57,

b LB EXTWHEDONIE LMD,
TOANEIBLOBOa—F4 —Y) 7DOX5TE 5D,

L ¥\, Benignant nature % § T % Cordelia BADHI LZEST, B DN DR
LA S ERML, - ORME IS L LT, LibiE cosmic force £D DL LTD Lear~
ThbbE=0M [BE | ~LFEALTL GBRTH Y, LohLlinmEm ABR| k15
B DZEEETH b, 4T stormy scene I3\ % Lear LER L OBR%Y Overplot LT3
ImAHHLBHSDTH %,

3

X, ¥, FEFEO Main plot #BHTHZLiCL»T, £ Q) RefMRE T~ TE
#£L, (2 BEMEo S HE R T < Image iIZ X 2ZEMPMkR A RTERLLGHH - LT
WTHL, &L Overplot e &x bbb reTHIE, Q NEhCY5LH L7=DTHHMN
CIE—oDKREKMENDHERS,

Frebt, BRI & Z2RMRE & ORI, EoMEEs o LE (hub) & o feBtRiC
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Ho, LT (Y0 EET) L TERVEWH I L THB, W. Knight ik, *Shakespear-
ian Production 35\~ T, & LT, BWERO B, H, & OREIC SR, time-space creation”
L5 O & AT U523, Main plot & Overplot & OBJfRi%, ¥ & L < time-space creation
Lo BB TH D, Lear (3, HF0#BERR% T Main plot D EARTH 5 & FAKFIC, £
haiz T, HALOBKRICETS Overplot DEAAL LT, ZOBORET 2 R OEEE
OREELEOFIN)OBRERLTVHLEELDLRLZDTH S,

0k 5z, Lear i3+ % Overplot 245 E LTCOFF ML, MPCEETT
HREOBEHCHL, RBTHMRANDEHZEOUAR LOFFEDORERTLOLLTLEDLRZS
B, |3 U T Poetic drama & LT D Lear 25, EEOAEHEXYRHLS2LE6T20TH%,

L, DH® Lear # T ABEDONBICE2bITTEDH 525, LFEKFIC, Overplot %
B 5 72O settings &\~ 5 EHBRTO Oversettings & Th WL HXNE LODOBTHNEL T2
DTHDH, =i, 19354 Hart House Theatre T E#E X hfc Lear &\ 5 WBIFOEFIHH
HDT— Lo THIWERS,

Hart House Theatre T F#i X fu7z Lear (X, AVWEZRKDO 7 vy 7 & e HRICHNT, Z
DG Bt R~Dvisual grammar ¥ H 7oz TWDHDTH S, Tisbb, By maERIC up
stage IZ B Ric = ODOEW7 Ry 24k, Hido Z Do Overplot DFEEHICAHFH A GH T,
B OB T, PRCEV L Tla2h, BKFEHZELXH 5 L, Turning point O
LA, WY X h, Fo stock scene IZ 3\ TIXATER RB L, ¥IC stormy scene
CBLE, MHCOEXRRISh-EIEEsLICEh, —KoAlMERT, LAMKC, BUR
ODEFXAHED, HFxHHbL, X Llear LAY CATELRALLOCHEGT 00
I3, TeeibsAv7 ey ZOREFRIVIC, FiOT Ry 7 XD XDMICKREL,
) 7 ) AT v 2 ElA BB setting 23O ONTRESh 2, BIOKEDSMH T
X, —OoODEWT Ry 21k, FACHEELRTHIL, BRFORBIEXRRT 20 TH %,

Lear # 3+ 2 0HBOEA, ©= A5 + —%, 7 Overplot DWEECIE L TELRIELD
feus, AR BIT, &5 Lic Oversettings & bW REEAVWEFRKO 7 ry 7S RTHC2

ZLic ko T, BEOLITE, Lear DO ADHET S (AR |~ [ABH [~ [BH[ L5, Image
DoOLERIC L 5 pattern &, FOENE-E D LR LBhAEELRV, LT, £
haxF#H0, BEOLE Lear &5 BIORBT HHANUBT 2002 BET LT
X5DTH5b,

Bz, ZoOEBCHECTEETNE - Lix, setting ODELFITH %, stormy scene (Z1)
oL <, BapicEllyH b setting DIFH up stage ICHHRNLA T R vy 2 BEHN

T2 LA e BiE, FhiiFET Main plot iZ%f3 % Overplot OBfRARET % L

* G. Wilson Knight: Shakespearian Production (Faber, London, 1965).
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DTHHZELRXHLNTHAS,

& B

Levin ##Z D\ 5 Overplot (3 LCTHHF LWL D Tik7cv, LA L, Lear &+ 2 it
#t% over the plots & L, Main plot & Overplot OX}R% W U T, ¥ 73z TOMSE™ &
LTRT T <, Overplot &L\ 5 FEFELXH VB LICE>T, BEOLTHELRS)
NELDELEDEHNALIOESETHRLIE, PR VERCMiTL2ERTH S EE S5, Over-
plot i, M DT L RYUFT HMANDEHEORKE LOF2 2 OREXCbES - LI L
2T, BB Lear (3, SAUEBALLEENLORLEINBLLBIBETH0TH B,

Notes :

1) The Skakespeare Newsletter, p. 4; The relationship of a main plot to a subplot is parodic, but
the relationship of the main plot to the overplot is figural, -+ a glimpse exemplifying some
grander design, and indication that the play at hand is but an interlude from a universal drama
performed in the great theatrum munds.

2) ibid., p. 4; Shakespere’s plots are frequently multiple and a character like Prince Hal binds
together and becomes the hero of the three plots of I Henry IV : the court, the conspiracy, the
tarven. If the relationship between Hal and Hotspur be the main plot, between Hal and Falstaff
the underplot, then the relationship between Hal and Henry IV at the most exalted level deserves
to be discriminated and named.

3) Charles Lamd insists on its impossibility of performance, because of a mighty irregular power
of reasoning, immethodized from the ordinary purpose of life. Swinburne asserts that. Lear is
a poor stage play, because it presents a world of unmitigated blackness, lighted only by the lurid
flames of terrible passion or hideous impiety. Bradely comments that Lear is different in its
essence from Shakespeare’s tragedies: that it is really a dramatic poem, destined for the study
rather than the stage, and intrically incapable of acting.

4) J.F.Dandy insists that Lear is such a drama of ideas not as the Morality play had been, a drama
of abstraction; nor such a drama of amusing talk about these as Bernard Show’s is.

For a much fuller treatment of this subject than I am able to give here, see, Willard Farnham,
The Medieval Heritage of Elizabethan Tragedy, (Berkely, Cali., 1986), and Theodore Spencer,
Shakespere and the Nature of Man, (Macmillam, New York, 1961).

5) J.F.Dandy: Shakespeare's Doctrine of Nature, p. 20; For the Elizabethans, on the other hand,

Nature is an ordered and beautiful arrangement, to which we must adjust ourselves.

Ibid., p. 38; Nature is dead mechanism. Man knows its laws, he can manipulate it for a
given effect.

Ibid., p. 52; For according to one of the systems we are all members one of another. This
society is that of the medieval vision. Its representative is an Old King. It is doting and it falls
into error. The other society is that of nascent capitalism. Its representative in chief is the New
Man:--and a political machiavel. I have no doubt that if Shakespeare were forced to take sides,
he would prefer Lear to Goneril and Regan, Gloucester to Edmund. Shakespere, however, has
an alternative to this simple either-or.

I. Ribner regards Othello as the pattern of moral choice, Lear as the pattern of regeneration, as

S

a result of moral choice.
cf, I. Ribner: The Patterns of Shakespearian Tragedy, p. 123; The two sets of characters
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9)

10)
11)

W & % 5

embody two distinctive philosophies of life. Edgar, Cordelia, Kent and the Fool represent a Christian
humanist view of life which sees all of nature as a harmounious order controlled by a benevolent
God, and which allows for the natural bonds of filial affection, loyalty, duty, obligation to family
and state, kindness to fellow man; as its greatest good it deifies love, the love of man for man
which can unite humanity to an everloving God. Opposed to this stands the doctrine of
Renaissance Scepticism. Edmund is its chief symbol, and Goneril, Regan, Cornwall and Oswald
live like him by its precepts. Edmund sees nature as a Godless mechanism, governed by
impersonal laws.

ibid., p. 116; In King Lear Shakespeare’s emphasis is upon the process of human regeneration,
the self-knowledge, penance, and expiation for sin upon which he had touched only lightly in the
final scene of Othello.

G. W.Knight: Shakespearian Production, p. 41; The Shakespearian play is a creation of intellectul
and imagistic complexity demanding and exhausting all our powers of analysis. It is primarily
an aural time-sequence with rhythmic modulations, but nevertherless creates in the mind a result
that may be imaged as spatial, solid, and rich in sense-suggestion. Since this spatial result is wound
into the mind along a time-sequence we must call it a ‘space-time’ creation, tuning our minds to
awareness of the space-time dimension.

Shakespeare Survey, 1 (1948), p. 102; Well, all we need is a man who, in addition to his own
sense of poetry, will embrace within himself the magnetism and quicksilver brilliance of Olivier,
the unsoilt honesty of Morant, the four-square solidity of Devlin, self-assurance of Sofae.

G. W. Knight - Shakespearian Production, p. 121-124.

See, 4).
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