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2041 7] A zse] vy FelA Z vFS AYd AEL A8y A2 (psycho-
logical approach, character criticism, % -2 romantic criticism), 4] 3 A 7% (poetical approach,
the New Criticism), 9 4} 329 (historical appreach, historicism, scholarship, &-& realists
school) Sojch AlZE B4 49 983 A2 (archetypal approach, myth-and-symbol
criticism, &-& anthropological approach) = = F7Z Ayl vl gude g, AL
1934 o] Z5twl Maud Bodkin®] Archetypal Patterns in Poetryo] A A &= Aoz A#
%, ¢l &3, Eliote] The Waste Land, Joyces] Ulysses S-o) 4 AAE zojetx £ 4 gl
o] u]%& N. Fryes] Anatomy of Criticism(1957)¢ll 4] A o] ol 28 =4 E. Jones?] Hamlet
and Oedipus(1949), C.L. Barbere] Shakespeare’s Festive Comedy(1951)% x} o] u] 39 o
ol <.

B rfdAde A9d 4dst AfgTie o7 Aelade] widEE T8 A=
A o] F FTHE ol EF AAE LAstn, 2 AdHE dolE F Y wiFAT v
Fuye B mgd dAE wpge o] F AW U dAse e #Az
o Fg A wtd g

A8H AEHe dAAd Ag2
mental and emotional life)o] ¢ o Di, 8 o

ot whebA Adeld 22 34 (form)el vt 71‘5 (technique) ¥ vt W -§-(content)
L AAE E4ske & "374 I #Ese] AT AT T AU, #A4, A4
24EE AES 9 AnAsR YU oldl olfelA AA FTWe AAvY F&
FutAgl vy e nn B $rh Freudd A AIRA-% %98 Ernest Jones® Hamlet and
Oedipusst 2 AAEAA WFE Aeld A4 & el & =RedAe oF A
23 04 gen E30h

A AT A AAE, FARER wakwl Ael2se] vyl g e Aws
AR A, F2d, Fedd AFTED D5, Az AN Fae Fo o
#4717 2AE, 45E, AEEd AT AL T4 F¢ Fojste ATWed. 3q
sbm, QA W YrlER 4 el &uele] 55§ Renaissance thoughtsd) ¥ o g »y F
Aol late ol

54 EE B3 929 uinlA) & (internal life &2
27, F2Hq ¥4 Fov ¥E ANE

L

5 g
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Aojzslol & 2 FAe 5, F4, dramatic conventionE 3} AR A A o FatE uhwe
E3] A oA AT (realistic -2 theatrical) o} 2tm Ea] 9= eh, o] 42 W.e Hamlet
1} Shylocke] 4l2] 4 subtletiesi} problemse] ]3] W% BA Aoz At stesbdd o
el Aolasels AAY Adav]elmA sturE ool $elr} AAshe ule 4 )Lz o]
2 s dfgn $390 234 s faE Az FEL Foldke Aol
ofv el 8]l A419 ‘superfluity of sophistication’® Eo)si= A# 7} =57 o Fo|c)

AA F ol A n]g e A olidol s} characterE Az o] 9lo] A psychological consistency
E 718 gx gk AEAd A 52 AAu g A3 5oz AFFUS. ogE
AHA oA wlg A Akl AT & Firelsl o
realists¥ historical schoole] = &%t}

A AEHE s DelA S3EE @99 A (apoem) 24 Ao PHlolth oA
< A= g gio)etzsl A ‘new’ approach & new criticisme] gl ® 2] ¢ v}

e @R ARA FEE A4 ATHE Ad Ao BAE FHon v
o}, whefa] A3 Ao A& close reading, ‘explication du texte’, ‘words on the page’7}
Foste, U4 ogA FAE B4 RAGe wo W] forme] AF EAol
2AF R AA"d Ad A ATHAAE A7 A= 4 A=E o v Byt
ohet A7 4, JAg dF= FE ‘total formal organization’& o]3 &} irrelevant
A HEL 2424 fHukEd,

‘explication du texte’ B4 & Lo]ZA] &3] b3 o] A,

an approach to literary criticism involving close examination, analysis, and exposition of the
text of a work, and concentrating on language, style, content, and the interrelationships of the
parts to the whole in regard to meaning and symbolism.

184] 7] = Maurice Morgann®] An Essay on the Dramatic Character of John Falstaff
Q7770 % EAE A4R A8 AL 194716 944 zAl dejxter S.T. Coleridges}
Zr A e g}, 1o o] &3 AAE ‘Shakespeare’s Judgment Equal to his Genius,’
‘Recapitulation and Summary of the Characteristics of Shakespeare’s Dramas’e} 7}9] &
Literary Remains (1836~39)¢] A & 4 9t}

Coleridge T} o2 i w 194 7] Yut59 v H 155 4% Charles Lamb (‘On the
Tragedies of Shakespeare considered with reference to their fitness for stage representation,’

~The Reflector, No. IV, 1812), William Hazlitt (The Characters of Shakespeare’s Plays,
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1817), Thomas De Quincey (‘On the Knocking at the Gate in Macbeth,” London Magazine,
October 1823), Anna B. Jameson (Shakespeare's Heroines. Characteristics of Women, Moral,
Poetical, and Historical, 1832), Edward Dowden (Shakspere. A Critical Study of his Mind
and Art, 1875), A.C. Swinburne (A Study of Shakespeare, 1880) %°] Sirth.
1947 ¢ AANRE Tk F5 ALEA characterFE AAAL ATER
HAFse] ol 5o Fol ofF AFEL FHom AFs}r|o] o2 . Mary Cowden Clarke
Al Beow 5 The Girlhood of Shakespeare’s Heroines (1851~52)¢] A o] A F 57| o
A9 AFAdFTEY Ao 5 2dHz Feh
194 7)o =LA ol d Aeld A48 A.C. Bradley®] Shakespearean Tragedy (1904)¢l
A kA= gk o] A e wiwt A APl el Wk ohzt A o]z=slo] Mg Ate]
A b gt FAske) el B $re] F3lth, o%d Aol vge] 3 oW 4
FE Bradley® A8l 498 F Qv fix A3 sado] oyeh
2.8)w] Shakespearean TragedyE oty =}, Liverpool, Glasgow, Oxfordd) & o] 4] 7} &
FoEg 2o o] AL 2E 107 R o AL 24L& Az v]F Hule] #
A5 2 (“The Substance of Tragedy’$} ‘Construction in Shakespeare’s Tragedies’)-& ©}5
Qi VR 832 Hamlet, Othello, King Lear, Macbethol]#| ztzt T4 {5834
th o] FA F9 AdA AL dBHE T4 F2F FE APz A AL 44 $4
2 FE ol Fz YUk A Flo = 32709 noteFo] EoldwHl o] Folw Q9 F textEe]
¥] &, emendation, staging Eo] #& A Fo] ool4] 28 scholarships d=E¢ HAF)
Bradleyx Shakespearean Tragedy®] 3 s|o]A o)A z7t thFule A& WAz
qeoladele 4 uaE wBuBAEAA zZHHruRA 2E deade] Aale] oo
AR H3 TAE, 29 AALHA d<o wawy, 28 FEEY A9 LA, 23,
H2E, 45334 & AAEAYG £33 AdE A2 vz Yo 2w 53 49y
9] A (poetry), Z style, diction, versification®] o}Er}-g-EE wWgle] AvAwEm
‘dramatic apprehension’o|zt = EHEHE FrslActz Ad@Yrh oo & dramatic
apprehensiono] A &3z F-oi¢ fn|dteAE AW 73] FAA 2L Az
o 4 HF& FHFLE oldetn, U, 4 T4 actiond} X AEEFE B o

S
AA FEEA sgite e Tdde Aol

Even what be called in a restricted sense, the ‘poetry’ of the four tragedies——the beauties of
style, diction, versification——1 shall pass by in silence. Our one object will be what, again in a
restricted sense, may be called dramatic appreciation; to increase our understanding and enjoyment
of these works as dramas; to learn to apprehend the action and some of the personages of each

with a somewhat greater truth and intensity, so that they may assume in our imaginations a
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shape a little less unlike the shape they wore in the imagination of their creator.V

22 Bradley—— Aol xzgo] 7t E48 imaged] Aoz JuE T4 EHE 24U
= e glor) o] AL FAAow oEA] okl 7ol Macbethel Antonyy: -F-E-3
poetry & % ]— 7] @ E-o] ‘men of poetic nature’c] = Coriolanus® =¥ &tz = o]

‘unimaginative’ s}t wF3ro w4 Bradley= Ao wd oS e A& character-
revealing aspect®ul H.gkrh, B2 A 5o 4] Bradleyl= A1 5 F0olo] Al A ) glctzm AAHYA
T o] AL of A} Fel A ARSI QlE AL o] Adi WP AEL AL =
Qleh. Alelzsole] S8 FomA] olafa] ofde Fzstyw AFd FAE A A 5-E Bradley
o] AabE Adelzdelo] F& A olddeldE A4 AT v Ader F
E3e Aol oh

kA 2] ]l 8o 4] ‘action’ ) ‘personages’y} ol FE Qizu] o] Eo] A3 Folg ol dE

A% Bradley vhgsh o] 4wl

We see a number of human beings placed in certain circumstances; and we see, arising from
the co-operation of their characters in these circumstances, certain actions. These actions beget
others, and these others beget others again, until this series of inter-connected deeds leads by an
apparently inevitable sequence to a catastrophe. The effect of such a series on imagination is to
make us regard the sufferings which accompany it, and the catastrophe in which it ends, not
only or chiefly as something which happens to the persons concerned, but equally as something

which is caused by them.?

H o] =s)o] o] u]Fell A $-2 % Al#E (persons & personages)—F& AEE, F3 Fal

W oo] Azt 259 AAFY fHEFL A F

A& ‘action’Zo] Yoli}: AL Bk ol o] actionEe Qi o] el AAY A

o A4S A PEEE Wol AT 719G Aol oa shFe] olzA A ol
] & i

=
#3te] 8]l FAFTEo] Z = suflering?} catastrophel= 25 AAlo] oa] A z5 A

o
e
|
2
il
oXl,
r_?\_:l
o
ot
ok,
<
off
£
30
o

ez 3F% 4 gl A0E Zold 27s, Bradley: Aclzsle] wFe AAT A5t
B WA &% AAR Bz gon, o] AL 19476l eldldl causality A4} 53] Mill,
Herbert Spencer®] A 7}zl o] S-4-0]319, oj9} 72.& 4 7+2 Bradleys] E Ao 447144
Thomas Hardy®] &Aoo A% ol 4 9lc},

Bradley®] %= insighti actione] 917 &3 personagess] 9lth. =9 A e]xuo] v 3L
Aojasfol ] AdEEel #F ALt ozt A FAAL AERAe]s] W ol A
ozl wZe| AAANAE oA e WEEe] 2dd A7 3T Fmol=k

1) A.C. Bradley, Shakespearean Tragedy (London, 1904), p. 1.
2) Ibid., pp. 11-2.
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ol Al ZAH Aol 5ol lagort ZAHA ofF ¢ sighen, A & 58 A4
E¢ A Hamletr} 4els 27t Wugles o Agsted Asst=f. oA lagot
Othelloz}  zz¢] #) @%iﬁiﬁ"’] Othello®] 44l-¢ Heon FAg=kste ALEL FH22
‘human terms' % &) 515 o] ¢} AxtE F glele Ao} Bradley?] F#o}c), Iagor}
obst] w o & Abst 2'ﬂ"‘:]rl{: A 9] gho] v} Macbethr} 29} & JF& & 22 |4l
EAU] el g she ARE 4 fdvbe Aol vhA wakwl Macbeths A A A &

1l
]
QZE] AFFA A G F dE wE 2o AMe ARFA T4 Aok Aol

There is no sign whatever in the play that Shakespeare meant the actions of Macbeth to be
forced on him by an external power, whether that of the Witches, or of their ‘masters,” or of
Hecate. ...The prophecies of the Witches are presented simply as dangerous circumstances with
which Macbeth has to deal: they are dramatically on the same level as the story of the Ghost
in Hamlet, or the falsehoods teld by Iago to Othello, Macbeth is, in the ordinary sense, perfectly
free in regard to them....®

Bradleys} % +q] 8 S-o] poetic creation 6] & m}zbab s A4 A e ¢l %5 <l o psychological
truthd 7§ 2L Apalojdh, o SJelA AdsE A4 oyl FAML de F9 3
ol AAA AFEEg @ el FolEd s AFA e ‘Events before the opening of the Action
in Hamlet,! ‘Where was Hamlet at the Time of his Father’s Death?’, ‘Hamlet’s Age’,
‘Othello’s courtship’, ‘Macbeth’s Age. “He has no children™ %3} 2.2 7.8] Notegd] A=
%A o2 e

G.K. Hunter¥ Bradleys} characterE-¢ AAA Y AsbEA= 438 712 Bradley 41
o HuFol ke AW Y A ek Bradley: 4|o]zaslo] wFe] A QEE
AF e ANES Ede = dede 45 A0 SAUREY AAdn wsn
£ Aeolth AelzFelef wlH-Fo] Hegeld] $F4(sky]-¢ &3 Az 5tz A<l

&4
FEA S FE FAuE e vkl Bod Fad 2l Aolavlele] diEs 4
ol & BHFatE YolelE slelvh. oy A B = Bradleys} 4ol o] characterE& A&

AEEAY AT 7Ehe A slehe slelghd

Bradley¥ Elizabethan stage®] conditionE 3} convention®-& A g o™, poetic drama
o gl conventionE-} theatrical situationE-g ‘faults’ql e} Hgglcl, 2= 4 olx3)
o] 7} ‘conscious’ artisto]z] = ut Y Fojm QA arte] t)d F (sin)F WPt s A
27t AZ4sks A e defeetgd AW eh o] Fo RAAE &AM (1) Hamlero)

theatre-quarrel® @ plote]l & Mo X 3 AAA AT HAgHo] obul #1828l A v

3) Ibid., p. 343.
4) G.K. Hunter, ‘A.C. Bradley's Shakespearean Tragedy', Essays & Studies (1968), p. 112
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HzotA FAAT A, (2) King Leard] 27+ 33¢] o+ Edgare] 5w 53} o] A
Lo A informationg A Edt7] $1814 U Fu 2THon FASA HA watE F, (3)
A el za)o]o] we el &= ‘inconsistencies and contradictions’y} ¢leow Exryb &A3F =
T e AEE A9 A, o sl Othellod] AE3} 1 o] 59 AAE Abelo] U+
A7rel Aol g AZ APkl $E3 Hamletrh $319 AbnpAle] el sl
Wittenbergr} el Qgle= ¢ & A & & Foldh (O Fd7 & (gnomic) o FE0]
Ui FAoatA] Seloh gl AL

Bradleyiz 4 ole=sloje] 2&e]4 wAsE REE, BEF AS, bombasticd o5

mjo

do

defect&% WA 8wl A o] 5& o %e] -2 % inspired genius®) ZAFEZ muoi: 25
g gt FHERA A
...certainly he never can have thought it artistic to leave inconsistencies, obscurities, or passages

of bombast in his work. ...nine-tenths of his defects are not, I believe, the errors of an inspired

genius, ignorant of art, but the sins of a great but negligent artist.®

o] A}of| A} Bradley®] Shakespearean Tragedy®] #-¢) 3} W] 22 s|=A oz oy, o A
Ae dnbAd TG 2AE AL Azsele T Aa o) 4L AEAL Wel T
Rz o] o4 H BE FE, o wil £ ke Sugelch o HAel 7t =
Z AL Bradleys) Aolzslolr} 1] ) b str) Wl L] $-2) & Bradleye) Hamlet, Othello,
King Lear, Macbeth7} Shakespeare®] 2753} 3ol d At 2 9A, Bradley?] HEo]
2o} o consistentdt AL obA A A fek o FAAAY Awd 2 Az dD
d =70¢ Bradley o] F9) Aelzslol v el Yol 1F AFat: w9 15 st
3% AR,

Az o7 wal A Shakespearean Tragedyol A1 2] Bradley®] 9] A2 4 o] 5]o] 5 ‘a prophet
illuminating a divinity’2 2§t 194]7] Juabvisl o) ¢l4s} B4 0z 7o Ao, o
£ Hamlet, Othello, King Lear, Macbeth %o A1 9] Bradleys] A& 45 AL AA4H
Z2 AelA HH £2 closet Shakespeareo] Wlw]o]u], o]z F & wygoer 2 oA

NAe AAE FAFA Fe HnBe FAge ok
II

Bradley®] Shakespearean Tragedys) o) Z7H <l ul-go] olwalg AT Ao 1}&
AF e Tal A dotrzlth. The Times Literary Supplement’= 19059 29 109 () 7ol

5) A.C. Bradley, Shakespearean Tragedy, pp. 71-4.
6) Ibid., p. 75.
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ya) olme] Aue]A] o] AL ‘great achievement’' 24 4| ol&s]olg] du]FEe] o§ A
Ag oldl g e FAAZ e, o AL YuAx AdaefE & FA7 ddd

993 9 AedE e & Qebx sioh Bradley® AwAed Aasio) Ty &
Az e AT F 4T Adebd BNz Azl %% Y WA
Aoz, nAFelw, JLLUY F¥¢ dFsdaz Yot

The book is a great achievement. Nothing has been written for many years that has done so
much as these lectures will do to advance the understanding and appreciation of the greatest
things in Shakespeare’s greatest plays. ...One may well doubt whether in the whole field of
English literary criticism anything has been written in the last twenty years more luminous,
more masterly, more penetrating to the very centre of its subject. ...If there is any one who,
after reading the four tragedies and what Mr. Bradley has to say about them, is still in the dark
as to the essential lines of Shakespeare's achievement as a tragic poet, he will never come into
the light.

...In devoting himself, therefore, first to a study of Shakespeare’s general aim and method as
a tragedian, and then to a detailed examination of these four plays, Mr. Bradley keeps his finger
on the very heart of the poet, and deals with that part of his achievement which is of all the

most essential, the most universal, the most immortal. (P. 41.)

2 HAE ob4 & AES A Hske AE A g, Cordeliaz} ‘hard, rigid, obstinate
fashion' .2 » % u)2§ A& ‘probable’d}#] ¢-&w Bradleys} o] A& AHstA @&
AL fA=dan Yob = Bradleyr Azslels] golEd VT musA Fojdte A
Bko] ¢l ow] (‘apt to consider words too curiously’), A]4-A}8}Eo] X F ‘pieces of puzzle’
Ao Fojrfda gled olAL FAgE o (Pvain occupation’)o] el v}, = Bradleyi
A 7k AF] ‘inconsistencies’e] A WA A AlAE bz o (P 42).

190543 44 74 (F) e TLS¢| = ‘Professor Bradley’s “Hamlet™ 2} A &2 A.B. Walkley
o 2ol An gtk RS WEE FdW e 2o Morganng 17774 ‘Essay on
the Dramatic Character of Sir John Falstaff’of] 4] 4 ¢} 2 5]e]9] characterE-& wholed} s
originals] 4] 25-& ‘Dramatic beings’® # r}3¥ ‘Historic beings’'® ot F& Aol o FAs}
3 g}, o] & ‘“first appearance of a heresy’ # 4] #=ul7k o ‘Romantic’ criticE 3 o &
o] orthodox creed2 =] ¢lthsr §lc}. ‘Dramatic beings’+= fictitious inventionsg, ‘Historic
beings’¥= actual flesh-and-blood peopleo] c}. ‘real person’& 2.2] o], M54 343 43
Zleh 27t 258 7 v TR 4AEY AR Eel A Wt 4 7he] ‘personage’
£ F47+9 whgd ‘projection’e] E3tebeh. v RE FHAE FeolAx dramat Wi $-
golak wAA WTel o F& EFoA Ak o TFo| A HEHE Welrh ¥e]
oo < Hh
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...if we want to understand the play of Hamlet we shall not do so by assuming that it is a
piece of real life, lived by people who have independent lives outside it. We can only hope to
understand it by starting with the simple commonplace truth that it is a work of art contrived

by a certain man at a certain time under certain influences and with certain objects.

Coleridget= Poloniusr} Laerteso] Al 23 3d &<l (‘sage’)y] 2% & F Q& Alzlolul

FAlol ‘foolishness’E A gl A& o8] at=] X rh. Poloniusz} A )A e Qlzbo] 2hwd
58 o] Fr1x] & ‘irreconcilable’d 7o)},  $g]f Bradleyo] A A Coleridged] Zo]%E B
). Bradleye] Ao] notable book (‘certainly it is a notable book, always sane and accurate,
sometimes profound, a credit to cur academic scholarship’)o] x| 2t Morgann®] ‘unsound’3}
W A48 Aozt ool viA el 1% Walkley vhae.

Bradleye] # o) Al Hamlet <l v A9 Ajto vty AWE 4 9l 0% 5
o] ¢l t}, Bradleyl ‘Doubtless in happier days he was a close and constant observer of men
and manners’ -&<-3}# Hamletr} 4 <J2=vjolo] S5z FAglE F39 shvel Aopa &
Aol Abgto g ¥y of gl7lx] o] o] ¥ speculatione Ehx]E e},

Bradleye] 48 &9l ‘scrupulously careful examination of the text’9} text¥- Fxto =z
gt 29] ‘skill in bringing all “into a concatinaticn accordingly™’ & &3 7}8le AL o)
UAlab 4 e]asiel & od]dhedv HaEE RS Avlery F53tn 2 219 4
ol gt x8s Jasioz Walkleys 23 o

e HAE 99 i FxEolz Folelst. Bradley: ‘a set of real lives’slz @&
Qo z itz YR gt JL o7 o] ol ‘Shakespeare’s dramatic needs of the moment,
artistic peculiarties and available theatrical materials’e] t}. Polonius®] sage advicel o]A
o] uba) Awo] Abgle] ‘appropriate’siA zElgt WEo® Ho|gly 250 Poloniusye whzt
712 o] 4= ‘tedious old fool'Z = ojQE o]}, ™

Lg]i= o] Aol 4] Walkleyr} =z %o 553 w4l realists 5.2 historical schoole] & A =}
74e Q) goll 4] Bradley® vldbsta - & 4 vk, Walkleye] o] Zo] Stoll=} Schiicking
o] W 3sl+> anti-Bradley %1% 9] 228 d7olglvtx gopyl o)l Fboln} mx Qlgidd
John Churton Collins®} Bradley -7 2 3Z-¢f Scrutiny group 3] L.C. Knightse ‘How
Many Children Had Lady Macbeth?' (1933) & wi#islE A4 AW 29 Ao dofx
&}z of. Collinsi= 19054 1% 28U =}-2] Westminster Gazetteol| 7] 328t Bradley o] Shakespearean
H(J.C.C.ix 7|g s o] Pd-g-&)olA Bradleye] A2 FolA AAog Fr|fa &

s

gl

Tragedy A3
2% A5E BEA 992 294 %% 25L 2305 A48 BT oA Hemlet

%% E9lt}h. Ophelias] )3t Hamlet®] #]x = intelligent readerz}wl o}%2 o #-2¢lo]

N

7) A. B Walkh vy, ‘Professor Bradley's “Hamlet”, 7T.L.S. (7 April 1905), pp. 114-15.
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o)& & 4 9l+dl Bradleyir 97§ headinge # o] & &z Yotz 3. = lectureich
‘irritating superfluities’ & 23] 2.7 ‘the unnecessary diffuseness’s <t&lx| ¢lcimlA]l o] @7

vy e}

Thus Professor Bradley treats us to special dissertations on such subjects as ‘Did Lady Macbeth
really faint” ‘Did Emilia suspect Iago? ‘Had Macbeth any children?®

I

character & wlojul 348 3z, character & real people® %43}, psychological
truth Z.& psychological consistency® 238 1wl ol character criticism(study) &2
psychological criticism (approach) & Aolx 3.3 ol wxw W= HIwele EHg
t}, Bradley A4l = o] # & #nti 98-8 19 Shakespearean Tragedyel A A & u} 9l
A ut" Oz ford Lectures on  Poetry(1909) o A 4= vl g sl THYP et 23 59 actiono]
1} character5-& Fiof 4 H-elsle] o)l A& 2 AFAE o Fe] Fi gohul %ol
AT = EFL dolgly Fous AAES 159 natural settinge] 4 H2l A7 & o] ¢
Hode Ade dAAY Aotk melw 2= AP WYE QAL character: A
o AHAYE o] Hatis wiwdd Foly] Aol FAAU AH A Fae EFd F

3 oghvkw gt o] uh whE Bradleyd A3k AlH Aol FAse U F4E

To consider separately the action or the characters of a play, and separately its style or
versification, is both legitimate and valuable, so long as we remember what we are doing. But
the true critic in speaking of these apart does not really think of them apart; the whole, the
poetic experience, of which they are but aspects, is always in his mind; and he is always aiming

at a richer, truer, more intense repetition of that experience.'®

A mg & anti-Bradleyism-& F9) of& g Z oA uhskel, s poetic approach
(&-& new criticism) @, = s} realists(&.2 historical school)ejt}, o] T Awle w
X character%-& A FdEFE 2 FAsla psychologlcal truth® &3 psychological
approacho] wbe]gle}, AlA By AAF AAL Aol S AL AR dn
charactere ofv] 74 vk @ ] ‘organic whole' g *17“’H s A Fgel Eabeke, o

organic wholee] AU ev|e} 7ia= Al g F4se 2 TAEA9 7¥H2 0| (‘separate

8) Westminster Gazette (28 January 1905), 13.

9) A.C. Bradley, Shakespearean Tragedy, pp. 70, 73, and 78,

10) A.C. Bradley, Oxford Lectures on Poetry (London, 1909). Quotations from 1955 edition, pp.
16-7.
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significance’) & 44 2Y3}7] = Fo] 9 organic wholed| A-¥-# ez FH-Ze7] Jall A=
S @ Ao Al (poem) 2A FA okt T

g realist5-2 & conventione] 98] A Eo]oksle], o] convention} lifezte] = £A
Al o]t 9y w ol FAE BEFH AL tHvka b, 3 shd Soll = psychological
truthgh =) 6lx] &7] = Fof character5¢ AEAEEAY 4T F ot ol &2 +4
anti-Bradleyism®] 9] A< H &} o] 5 EWE.2 Al 2o & wrolE o ofdl™ 3l character

7} & characters] A3 A 3 WL AR A4S A= Elizabethan ghosts 5.2

o{:

.._.\4

O

[}

i

2o g3Ae AAENAE AEHq EAEZE A2s gz Elizabethan stage convention uf
2] traditiong& F 8 A 5o 24 poetic approache}= = & ov]dA 9 inconsistencies
9} improbabilitiesE =] A 3}3= Bradleyf9] wat <l AAAT9 AALE AXAIE ol &

sich, = realistE-& A olzsle] <2 dramatic poemo] ofu]z} poetic dramaz} s drama®

rlo
3_1:
)
o

d
7k z %o 24 poetic approachg}x z f& 2e|dl Holh. o] &E& F A2k
wel Aozseld ez ANAATG FEelAA BEE A7E 2@t .
9} 7o realist®9] FA AF ALHE FAsE vlHE] AFE A ddet

o5& realistE9 FAL Aozdele] T8 e 2o A aqtozwl A 4oz

L

=]

o] AL AMAL &4e] ofete B3 e Zolzwid wE . #etAvd Ben
Jonsono] A el elE o ztstwiA % ‘He was not of an age, but for all timel’& A9
HA sl 58 realists schoolg Alwlg715& =A ZupdsiAl 37w Aol

o8l 2o FA e s EE. Stoll} L.L. Schickings] A8 AW & golr a)
Stolle] 4| Qjz=gje] =2 play worldel <& E5& real worldel AAAY A5 A3t
oy ge wyew A9d 4 glohe Bradleyd] 1R & whololr ¢v AL 2
7}A o] poetic dramai= psychological truth® &9 g 34 wtH-S wlzbgt 7lAolg, A dx
o7k AL-g3F &3t dramatic conventiong FA 3t Fpgoly] W el gl Aol vh

Stoll.e- poetic dramatist®] w2 unrealisticdlc}i= & 2} dramatic convention®] 7] %-o]
2.3le] F9 % 3r]A 72 9t} deception, slander, feigning, mistaken identity, disguise,
contraction of time, self-deception E¢] Elizabeth A t}9] conventional dramatic devicess}
Aaron, Richard, lagoe} 722 Machiavels %3 coward, clown, wit 5¢ conventional
character5-& 7048k vl9l2 2xlehA Fobvbs Zlole. AF wAlel ¢ Zu e
Falstaff+= comic cowardice®] conventione] 9J&F 7lo]®= @ Morgann® Falstaff 242
nonsense}y= 7o)}, o] A& Schiicking®. 7zt nutZ A villainE s v} 7FA 2 hero®
& Stolvp AutAlglel EY HAEE 3 A% conventiond] o AHelw, old wat
Prosperos} liberal artsE A &3 b g c}E7) Cordeliar} A4 8-

]

3= 49, Schiicking®] W& Ab-&3pwl, ‘direct self-explanation’%
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. o FE09] Coriolanus¥- proude} mightyiz 7]<%38}l3 Iagor} Othellog] nobility ¢} Cassio2]
‘daily beauty’s =@ convention2 o] & olw] Zef & WlolEY A& S F3dE Aol

7rebd] wheted, 4 elszgjo]l+ ‘a man in a theatre’ 4] surprise9} delight® 3 H 37 ¢
aof conventiong o] $3& Wolul, Adzelzt kel AL T4 msbolx psychological
consistency= o} ¢l vl 7 o)m, characterE.2 ¢ & conventiono] £ 8t&d & telw 3
okl del 259 & z ol FAely HFA LAHEE EHA HelAge
Aol ek,

Stoll.e u] 58] & 4.2 situatione] ] characters} o}y 2tz o}, situation& ‘a character
in contrast’e]m, t}& characterEolv} A &E 32 ‘conflict’ 8l o}, ¢)vtsled character
+ complication <rofl A oJe)&ta o]el g oJEHl7} U7} Aol dramar FEA84A 7] W Fo)
gt o Y el Aie] o] A8 characterr} WA FA 3l ¥ F43%w, actionk character
o] Astete 49 F3-& A Bradleyel et kA4l wE<Q Aojrh

Stollg- A dz=sjo] ulsel Wesl F& Fom YAsAgz s ‘psychological
document’' 7. ¥ 7 character&-& ‘the separable copies of reality’ 2 =% <2 9l&=d ot

2 e o) e 2k AT WA

...the ecritics who have treated Shakespeare’s creatures as if they were psychological specimens

to analyse or documents to decipher seem for the time to have forgotten the nature even of the

literary art of their own day.'®

ol A& HAEHFNAL sz gloh, Mdikajols 28 Av)e dramatic conventions}
oA & glen, orztAt FeelA AAss] Hal & slelA ger] dsiA 44 Ao
ol e, 4 elzso]e] & reality perfect consistency® ol o] thul 3119 illusiony &
olgty otk melm Ao zHols A YA =Frkel AL =9 illusion®- ‘the widest
and highest illusion’o} 7] w &-o]etx ¢}, ¥

Ao zsle] Fo FHe &Hwde& FzetT play worlde} real worldE E%H31% wdele A

= Stolle] Bradleye] 4l#4n|3g »&stx w2 ded] 713 Holeh, e} Stolle] ]
e oA 4 iu]e]s) FEo] E 7,_} o} Elizabethan stage convention§ &lo] 4] 2oz =
o EARTAAGY 4EEu v $EGAE W EdE P ERG. 28 4 x o
Hamlet7} The Spanish Tragedy, Antonio’s Revenge % t}-& Elizabethan Revenge Playsel
Fol FE v} o] E5-8 A Ao e] 7l Hamletd ®vf 4 1A (‘more deftly’) =}

11) E.E. Stoll Art and Artifice in Shakespeare (1933). Quotations from 1963 edition (London:
Methuen), p. 1.

12) Ibid., p. 48.

13) Ibid., p. 76.

14) Ibid., pp. 163-69.

I
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H o) 25l 0] o) poetryE =812 @& Ae]A Stolle Bradleys}l t}& wul @i}, Bradley: 4
o] 23 e 2] A& character-revealing aspect® 3 g #o] 3 Stolle A9 ‘the all-reconciling
power’ 5& 71dd] JdFEY AR Fo iy AEsA gE

Elizabethan dramatist¥ o] popular dramatic convention&o] A7 o & ¥ 7] &L
ALY JFE A URdE AL dAHe Adelrh. o] dalH A 4o] Elizabethan
drama AA & 2Ev] 28] Hebe AL ¥4 + gk

4ozl ole] F& conventione] 1]Fe] Fo|a]ol@rhE B& o]s] o.ef 46| Hippolyte-
Adolphe Taines} History of English Literature(1863)8 A]F-olA 3 w3 %}, o2&
‘a literary work’x ‘a mere individual play of imagination, the isolated caprice of an
excited brain’o] o}yl e} ‘a transcript of contemporary manners, a manifestation of a certain
kind of mind’ 2} A el FelA] 4 A7 Aol A7ko] ofBA AAstz o]EA =FE
Ag Fobg & vkz Pk o] AL historical critic®] F &g 71 Eq A olH, 7} Taine
Z historical method?] of¥|x|e}lx B z2& o] fx o|w]Fo]t}

2ed BAlE ol A A4, o4 ATug Ao ase] wxgel A4 A olamol
o 28] FAY SAILENA FFEHE Aewt ¥ dAFEel A= i dvEd 4
Jesdfelg}t 2o FAW FTHNAEE TEAZ T 7S sensation®] AL Ao FA o]
gate] EAE otdr] wiEoleh webA A odade] Fo AE FAE o] 29 Fd&
9 A4E Hste ol dde F4o A43d 5 Ue Aol

a719, Bradleys} Stollo] zt7 dldste FEH-e AEY 47 B8 445 A9 #

Ag 2¥8ttes 389 AAE A el A% Adz=seld Fo4 A Fag o
22 3 &9 AF Aol dste g4 v Aol 43 A

L.L. Schicking® Stolls} 718 2& A7el 2+t 2ot Yoz G49d Aoy
o2 AHdadel s uHe FL¥AA. 2= Hamletst 2 Al ojx=dole S& 453
w 27-& Elizabethan dramaturgy®] = v}<ro] Qojof Fcta ).

Schiicking-&- Hamlet7} neurotic, morbid, melancholy typeo] s defectr} ¢+ ideal hero
A obdetz g ws Stollsh = o405 W gl

The point of departure for the explanation of Hamlet... lies in the morbid weakness of will of
the melancholy character.®

2& 1938l e] Annual Shakespeare Lecture® W %3t The Barogque of the Elizabethan

15) Ibid., p. 94.
16) L.L. Schiicking, Character Problems in Shakespeare’s Plays (London, 1922; original German
edition 1919), p. 167.
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Tragic Herool Al o] #-& 7}z A] HamletZ ideal heroz x4 & 3 Elizabethan
epoche] AAlel A& dolekaz et

$lol A Stolls} Schickinge] €)A1& AHE vf Y7k )5S A AoHe A
o o AE5e olmAu g5 uiExr wglth. Dover Wilsong Stollo] HamletZ ) 3
75 o] ¢li Avenger-Malcontent® =whz==d] whosle] Stolle] F-& ‘moonshine’o] 2}z =
A7 A e 1® w LLM. Stewarty Hamlet®] g3 Aol g olokr)sl Ay FE& F
719 % 2Asta Al & e A Q) W o] e Schiicking®l F43%+ <] RenaissanceA] ] £
A A28 Hamlets] #v9 opdg debl 2ug ez F402 Ax5e yHo s
2 R

Stewarti= Schiicking®] ‘correct explanation’e]] = &l criteria ¢l 3lAl 2 A g A3 o4}
A AR 598 o FAeA ® g oAl Haemlets] correct explanationg o] €4 o
& & ger, ARz AkEd 39 Adel RRAAE ouA &+ F R
A Stewarti: of FA| o AshabE gl et

It is only too probable that what he the historical critic would have us accept as a criterion is
simply what he conjectures was felt, expected, taken for granted, understood, approved by a
synthetic or generic Elizabethan of his own fabrication. And thus, at the best, he will stop short
just where the dramatist himself must be supposed to begin. Surley such a historical method is
like Bottom's dream: it hath no bottom.?

IV

AR Ay 19303 el A e dFel e 48] Scrutiny groupe] F 4ol Hef 3
i v Fel A& &4 New Criticgol 279 $371 Heol At AH Ayl g &
AR Q) A gzge] v dolrr] Fel o AEwo] et sAlE dAxel wiAE =A
4w 1A,

192003 ¢ A *3}o] Bradleyismel] o g w15 o 2 dramaf &) 4 3}l=1) ‘the poetry’ & A} A

EdE AL A% Adelz S4E) duE ¢ F A LS e AE Ao
J_vil*GH—:- Aojebe Aol Al 2A L] A fé}‘éﬂ“‘r-
Ad FAFew mE e AL S o] E FAF R Avee AE guid 3
watA Az Hal qlej textured FalA oz z} Fo S AH gvjEe] vehdg. 49
" 17) L.L. Schiicking, The Barogue Character of the Elizabethan Tragic Hero (London, 1938), p. 4.
18) J. Dover Wilson, The New Shakespeare: Hamlet (C.U.P., 1934), pp. lx-Ixi.

19) J.I.M. Stewart, Character and Motive in Shakespeare (London, 1949), p. 63.
20) Ibid., p. 42.
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Zvojul o] @ Aujge] AP G g vy g wetdvhe Ae 23 2T 4]
Stk Mallarmé 5 Aol A FoAlEe oA & £44 wu#o] T.E. Hulme,
Pound, Eliot 52 2 o] velvrs] A A o] AL 192013 A o] 1} Herbert Read, Robert
Graves, LA. Richards&] AL A=z ] 9%} linguistic movements}® ¢4 =
e o] FAuHE deh A Ao vy FA Qo] EAG FEIHU

Elioty u]go] &3 o 73 oksl: linguistic textured] VAL B A% 93 ALz
Ao zaol e HAg AAE 7
3}, Read¥y 1921wd19) 738 &9l The Problem of Stylesj Al Aol ~x]ol9] %7 verseE &
A9 djae s Abgtr}, Richardsy} 4914 ¥E& Algtzl ¥ A= Ao] ‘range, delicacy,

and freedom of the connections he is able to make between different elements of his

%= Elizabethan and Jacobean drama®] dramatic verseZ =

experience’ 2}57. Principles of Literary Criticisim (1920) e Al 2 = 94 2 A day
ol & @7l £l & ¢lvh Fol Leavisz} Richardsg} w53k Aol A A9 44l o
o9 textured EoP el L AA HJadeld FARFEE TANALs Aot

Richardse} Empson& Cambridge 245 % Scrutiny group?] w]3o] ¢ 8.8 %98 Mul
ofe}t wFel7tA Aol st AF FEAle slnd AAZ nFe New Critick
oA & o %& 59t Ransom, Brooks & v]39 FA9 New CriticEo] Richardss}
Empsong A th-fx o]EY ko] shfeo] ngg AL A 234 g

Elioty 1919wd¢] J.M. Robertson®] The Problem of ‘Hamlet’ (1919)¢] o] &t 3-8 “Hamlet
and His Problems”# A 502 The Athenaeum (No. 4665, 1919)o] = xgict, o] ZF&
‘guilty mother’s] o] Hamlet®] ‘inexpressible emotion’& A3 3lele HAs IZTHE ¢
A ‘objective correlative’E Hamleto] A4 WA 4= glehis o] & Hamletd 42 29]0]9
‘most assured artistic success’Ql Coriolanus®} Antony and Cleopatrasi= 22| A o7& ¥
g olsa A F(‘so far from being Shakespeare’s masterpiece, the play is most certainly
an artistic failure’)o)lglz Hg Ro =z Fv4 ) 2V

Elioty= o] Zo| % F & oAl Hamlet 5ol 4% ‘Hamlet the play’7} ‘the primary problem’
ol s ‘Hamlet the character’ &= % secondary problemq %olztE ALAS& w3 s}So] wf

78 gkt A1 sts Hamlet the charactere] fol®l vielA] wlrte] dap-ql o] ol

FEE dTste ols Ag st A g 5ol A4E9 Hamletd: shEoly
Azuto] obsl Coleridgest Goethe® Al AA e, ol £9 Hamlet v]%s} 22 uge

% 95387 4] 9% (‘the most misreading kind possible’) o] 8}z 4 g =} 22

21) T S. Ehot ‘Hamlet and His Problems’, The Sacred Wood: Essays on Poetry and Criticism
(London, 1920). Quotations from 1960 University Paperback edition, p. 98.
22) Ibid., p. 95.
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o) 48] Hamlet v|o] 3% 3 tlael A4 dds 23 e % Eliote] FHL
patternel] tj g Zle] v}, Elioti 19321 ¢f f:; ‘John Ford’e] X 4 oj2delg) SFFFL 4
e ALzA EE TANE Widdl Tz 2w ALl A At vy AEH
AL olE AL ¢ T Yoz PYeh Bdebd A das)ofe ‘the sequence of plays'e 3}
ve] patterng ol £ 7] Mol 2F o= & AFE ¢ ANAE HAdxzd FF
EFE golokgtae Aok & FEFY duje 2 AEY Afel e FAEEHAY B
oAt FE3 Eoldte zoln, ojg & pattern°\ Holzgole] FelAAY z 7
A S Y S AR A2 9 dha Eliots e}, 2
Eliote] pattern ideal Wilson Knightej £] 6]] A Aozl H& Folsly: 4l 9 A g sk
2 AYg gden, L.C Knightst 219 Some Shakespearean Themes (1959) 9} An Approach
to ‘Hamlet’ (1960)7} pattern ideas] 9&) A 2263 && AFolA wg

G. Wilson Knight symbolic interpretation®] 43 A 34 A4 H WL A8 s
o & atgolet. a9 MBWHE AR F AE F YA AFE AL The Wheel of Fire
(1930) 9} The Shakespearian Tempest (1932) &4 F L.C. Knights¥ Bradley-g-& »]3 3

B Az wHe heralds A-e & A Fovtel 2494w Knights] The Wheel of Fire
5 93ldx 7t gl

The Wheel of Fires} Eliote] ‘Introduction’q AUz gl 24le Eliote] W 3e] x9}
Knighte] zlo] ejdl AU A FA 85w Knights} Eliote] A kg o 35 3 el
#l £ ¢4 8 Elotr} Al odxzdeld] g FFEo] vk FE Ao A4 #n
A& TRA o] ‘Introduction’s] 4 £ 2= Knights} 4 o]xv]ejo] JZZEEE 49
2ol 29 FAP e FurlofAsy Awg g7l pattern] ‘culmination’ o 2 3} 4
d Ae FAAA A of2s)el 9 patterne] A #AAF-E¢ A TPk © olsp Eliot
€ ol 713]e] Aojzs]ole pattern T A zsle] FFE HAAE FA Wi FoA
€ Az )¢ A HY Fadsxy A wALe R HFrheta e

The Wheel of Fire®] #) 13 ‘On the Principles of Shakespeare Interpretation’g& =)
2.8l Myth and Miracle: An Essay on the Mystic Symbolism of Shakespeare (1929)¢] A&
WREAd Ao 2 A Knighte] 4ej2=ge] a4 Q5 Wi o9 242 A=
vloje] BE F& A7 (‘temporal’ )zt F7t(‘spatial’) F 242 R4 dve ol
temporal aspecty= plot, action-§ A& sA HE AHQld nulek o] aspectE A A A =A FH
8l o)¢t B e F g 5l spatial aspect (a set of correspondences &2 Eliote] objective
m. ‘John Ford', Elizabethan Drama: Essays by T.S. Eliot (London, 1963), pp. 120-21.

24) G. Wilson Knight, The Wheel of Fire: Interpretations of Shakespearcan Tragedy (New York:
1958), p. =xviii.
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correlativee] & g}) & E2dE Ao}

Knighte] o3t 2 $}1}9] ‘visionary whole’o]s, o]71.& aj7Axe] % o] Fad A
=9F 44l personification, atmospheric suggestion, direct poetic symbolismel] 7=l k5] o]
= Aolvh o] A7A F o]z Fvelx wix|n] ‘visionary whole’ g 2 4 ¢A =dE A
olch. ofl3led, Macbethvt King Lear®) 73%-, 7z incident, 7} ‘turn of thought’, z ‘sugges-
tive symbol'® F9]o] Alwbo]A] = o] @4 (‘burning central core’) o & ¥W.& wlA}sl:
A7) el o] F9E reality: o] central reality®o]s ‘incident’, ‘turn of thought’,
g 28 4 gdE Aol ulelA characterv} psychol-
ogical realism® mtz 2A8 = QA Hvh o= @ F¥ghe Fwl Fo AU reality

= &

Q1 ‘burning central core’e] o]

‘suggestive symbol’-& A 7}7] &

A XA 2 oFugE WEA He, 2 Ass b
2l FA5h: Fheld wwsl A9 JAAR S HolkA 5ok Ae)rh

Knight®] ‘burning central core’ (‘that burning core of mental or spiritual reality from
which each play derives its nature and meaning’)= Scrutiny groups} Euki: v} =9l
28 o] E2 259 49 ulElg insighte] Fxx A A Az Fo] (symbolism)s]
& Aol Folorm daasels] AFA AgstE £ ARe imageEs Fohlo] E
Aatgd. £E imaged AAA o BFelm Sl4S sbale Ae aSeA Az FE Aut
2 Caroline Spurgecno] git},

Spurgeon-® 19301l ¢] ‘Leading Motives in the Imagery of Shakespeare’s Tragedies’ o] 4]
HEol vetts A xslole imageE-& Wagner operao]] Aeh 2L FAY &¥E W gl
+& TAYGE Pt whebA imageryd A AFsbw] A dasolst T FAE ojyA B
=REAE 28 vhg el oA FAQE Y HEel AH 48 F ddz Y

Spurgeon-2 A} 2 9] Q% 1931wd¢] ‘Shakespeare’s Iterative Imagery (i) As Undersong
(ii) As Touchstone in His Work’e] A& oz wE gz 1933dolx “The Use of Imagery
by Shakespeare and Bacon’& W% g on o)A RE F& Fld £33l 93l Shakes-
peare’s Imagery and What It Tells UsZ 193516 Z3}3) o}

Spurgeon] Q78 Z84& Aoz o]l imagerydl Fo] F impetuse] 2ck o she,
21 % L.C. Knights@ 3} & & metaphor® A d&=d 5% F9 3, C.S. Lewisz
5o} & ‘Hamlet, the poem’& ‘Hamlet, the prince’ vt} $-9) ol $A Mt Hamlet®] imagery
E w73} A =H3)8 M. Mack, Lear$} Othello®] imagery% ¢1F3% Robert Heilman,
Macbeth®] imageryS- 343§ C. Brooks= ® 5 Spurgeon® #EE-& upbslAY 756

25) Caroline Spurgeon, ‘Leading Motives in the Imagery of Shakespeare’s Tragedies’, Shakespeare
Criticism 1919~7935 ed. Anne Ridler (0.U.P., 1936), pp. 18-9.
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dojA Al §2 Ze] Spurgeons) AP AL 9 & APz Yk
A

2w AF ATWel o8t A dxuo]E u§ Scurtiny group] C.L. Knightse} D.A.
Traversi -28] = New Critics 2] Cleanth Brcoks, R. Heilman §-& %o}x A}

193296 A7k A A Seruting®) BAFH s el 44 Scruting groupd wHA
BradleyE ZA3A 7= AL B 47 Y5 vl Bradley$%-& W23 A0 E. Jones
7} HamletZ 21349 31248 #3814 psychological realism& &3} % Bradleyism
o] FAsA olal &4 & ztriw Macbeth¥-qlo] of B FRirfs 2ol QAAAR &

&3} v go] vpox fErtE nge] @iy wA % Serutiny groups) WS ¥ A
¢l L.C. Knights® ‘How Many Children Had Lady Macbeth?’&}+ ironical title®] =F&
1933 o] wE sty Yubse ugrEe AAwyE TAY.  Scrutiny groups] FF4
F.R. Leavise] Al 4] =4 & ¢ Awo} 2]z ‘How Many Children Had Lady Macbeth?’ 3=
Bradleyism& A% 7b4 Aststx 713 A4 £Eo71= Aok

Knights® characters} “‘plot’, ‘rhythm’, ‘construction’ and all our other critical
counters’” #u} ol e} written(F& spoken) wordse] ojdte] Exp H& fA 9 w&G
AAAE Fol i total responses] PF-Folg ArlelA ¥ FAd Eeitz A
wordsglo] & 44& 4o A5 EAYT ¢ g7 A¥ed FLF AL wordsehz ot
Holag]ole Fo BRL W& Fro z3te] ‘rich and controlled experience’d A @dtE
v Shepe o]k

Holxzzlele] F¢ total responser ohd-g FA AT 58 F sldhxm P

an exact and sensitive study of the quality of the verse of the rhythm and imagery, of the
controlled associations of the words and their emotional and intellectual force, in short by an

exact and sensitive study of Shakespeare's handling of language....?"

e A F0 Qe Al 48R BE ARSE ALHE 2FRT F99
HE9 4 ejzslol v 4 o]z o] characters, oFAITE, HFEE =3 4
#F Z 9 3% o(‘the words on the page')& =92 Argtetx 8}l 4] KnightsE 4 o] 0] €]
FE& AR zHgeE Ante] v e FAT Adzvle] FEHelztn F33

26) L.C. Knights, ‘How Many Children Had Lady Macbeth?”, Exzplorations: Essays in Criticism
Mainly on the Literature of the Sevenmteenth Century (1946). Quotations from 1964 Penguin
edition, p. 16.

27) Ibid., p. 21.
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A= dolAl HY F W Adee gelvtd | $-2] & Richardse] o 714 9m|9 A
ool wet £¢ welz BREW AEE Sololln imagerys] §H9 4¢ Ak okekn &
G5 w459 39 ABEE AAG okl 7 2ol ‘tentacular roots’E EHE A

dokshz, wolsk 230l EolQE Fol #5E o9 zFh=

xoojwA A A 2EEHEAES AA G of gk Knightsye 23y, 2& 9]
o Ao o9& 4 Macbeth7} ‘a statement of evil’'¢]-& £o]gt}. ‘How Many Children
Had Lady Macbeth?’ = Knights®] 7} 2ba1@ dlelaso] ujgd #ar olygf Al A&
Rl 7bg W ol €5} A4S 2iete 3

D.A. Traversit Knights9} t]t-o] F98F Scrutiny groups] <ol gl o] sEA o A el
cafole] $F =¥E AT Bol AxG AHze) gl 28] vge| 5L An Approach
to Shakespeare (1938)} ‘Measure for Measure’ (Scrutiny, 1942)¢] 713 = {1} et

An Approach to Shakespeare?] A| 17o] A Traversiz =-218] v 3] &g A3z §hrh.
Goethe-Coleridgeof 4] Bradley= o]o]z] 194712 $1e} gl gutFoldrale] A5 w2 o
vl gA A olzelA mAeEE T o4 AT e fvkx Yok kst AAEARE
0.2% Hoamo] FE9 ‘balanced poetic and dramatic construction’e] A& 4 & &
woohdz 99 AES wiys 059 AL A7E et Yot

Traversit o} $rwdr A+wo] oA E§ gt €oin 7= Romantic school®] [

ml

7}59] ‘partiality of outlook’E -3z 4 elzdjele F5o] ZHEIzASE I °
Z-5¢ ‘individual and valuable’s}7] stz A8 TH3E AL vHe &4 o2 dofof

gobz Peb zald o AUe o F A% AAMNEA Azt =0T el ¥
A B4R oz s Aol dolsh FE Fashehe Aolvh 7 AY welE $¥
(verse)ol A wo] 7@ 4 gleh ol eiel Wl vese el A 94 A%E FAE T
7 W gel ek

L2t SA FE§ kg AL 2} s ‘turns of phrase’ 2, verseo| A WA ¥ = word H-2

Tl

|

.
o

image®] ‘the oceasional striking choice’o]t}. o] @7 Traversit | 2] 2=3]o]o] S50 =
stz Qe AFSE AE APsled word, phrase, verse, image®] o ¥ F2AF

qo0l FR AP Aselam Wi A9 ATNE AT

/1 L=
7

To proceed from the word to the image in its verse setting, and thence to trace the way in
which a pattern of interdependent themes is gradully woven into the dramatic action, unifying
and illuminating it, is the most fruitful approach—the most accurate and, if properly handled,

the least subject to prejudice to Shakespeare’s art.*”

» 28) D.A. ’I:ra;ferm An Approach to Shakespeare (New York: Doubleday Anchor Books, 1956), p. 1.
29) Ibid., pp. 4-5
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s34, words}l o) words} FA8E  verse$} image, R AT EHe T ALLEE
AESE Ao] Aoxvlole] Fo| Bz 9 A4 AW general pictureT dE Ao
£ Aol

Traversi®] 7ol F7b4 FEEEE 2ol ek A, A dzdele] Fel4 word,
verse, image, verse setting 5 A&l 8 4 (verbal quality £.& linguistic complexity) & 11
Fu FaAshe velA plot, character §o FHQ 845¢ kA FAE AF WA
o Age FRsoim ol ook, EA, ol plot® characterr} F 4311k words}
verse setting® ¥ Fadrie Aolth Adxslely verse Go FaAHPE A4 AL
838 gofef plots} characterd ¥t vl A ols] @ 4+ glon], FAe] o] of e verse
setting £ 4] 74 S24402, 743 Aol A Aol Aol o9} R AH g2
e Ao FA ol 48 Ax HAxagl Aol obr}k = words} verse
settingel AP +AAL AT FAE 2 A 2dels TARAE B EAEE 4F
%ol Bt TRow AL & AES artistic failirez TelE $5 AAAAF
Fol et

Traversit A4l8) A2 on Aozsols F5g dond HAY Aolzvel MR A
HAT ¢ Yz AA4A Bael AdD Aol MRS AYe AAE 4 gonl =
o Axye ¥ AAEY 4= AT ¢ AE Aelztn HPAAd FEHE o=l
written word®} o] A eo] 3 48 verseo] A A Fsle] o] EFo] 3 AsE complexitiesE-& 3
Aged Aodzdelst AN A9 Awdd 2ol FAAAT FRE 4 dg Aol
3 g, 30

‘Measure for Measure’ o) A = Traversiy: A £.& olejo] BX.& Fiog 4z gt
Measure for Measure®) 7} B4 A Sujd Velhdie &L oA Axs qx=tbe
Claudioe] #] § Lucio®] #&o] & Claudiod] o= (1.2, 117-22)9] 51,' o]A e YulE A
3 sle A2 Claudiod] figurative languaged Ao & A8 E Aoletzm ot

Claudior} A}-43l ololi= W] 183 ruthlessness® FoldlnE dirls Aolel, ojut
9] verbal qualities¥= o] ruthlessness®] #24-& F a3+ 7% 7ledsz Ao Ao
Claudio®] & F¢] 2 o] #Ax F2|xo® ‘superfluous'g A& ghlort @7 o]ie] &
o) o) A} ‘surprising’s}lv} A wle] E (‘ravin,” ‘appetite,’ ‘thlrsty evil’, ‘rats’, ‘proper’,
‘bane’ 5)-& HAF ) M

Traversil= Measure for Measure®) themeo] E4= gli= A el AFoFoleln tniA ¢

ZF ol Fel 22007 mature tragediess} A oh-g ¥Efste] ntEoEA AE AYE ud o

—

=8

o

I‘

30) Ibid., p. 7.
31) Ibid., pp. 40-41.



122 A o # GE5E)

AASA FASY e TR g 5 Fula Sk o] el 4 e]xsejef ‘developing
pattern’$ ¥ 3 o]z Eliots) 945 29 B¢ A% fAd

Cleanth Brooksi= 1947 doll %3t8t The Well Wrought Urn: Studies in the Structure of
Poetry2] #) 2 7 ‘The Naked Babe and the Cloak of Manliness’®® ol A MackethS o} 5%l
o}, o] F& 7k%ts] @sl A babed} cloake] & imaged H A3tz o)A Fo) Macketh [ A&
Auistz gl Wk o & symbol 53 ofdl FAE A YEAF HFz gl

Brooksi= ‘a naked new-born babe’ £} ‘daggers... breech’d with gore’ 7} Z7 Vo ¥ ¥
o] & (babe¢l cloak®] imagerys| 2}7} Hol 9l o B)2 Macbeth®] ‘a central symbol & 3
Fehm e F AND A DA wmA olokalt 40e mgan dobw o
b ob A ek ol 9] o) B2 Macketh T A wlsli 9wk o] 3 A SR 3 A9
Fzo] At 27t D= Aol wrh tf - 4742 (1) clothes(garment) imagery$}
‘babe’ imagerys} ulejul & # Eof ),

(1) ‘old clothes’ imagery® BAAH oz ¢33 A2 Spurgeonolut zyE Y5y
AAA 0% imageryE EFa gl W] A0 WAl R TAR rEE 2L
b, F 83 712 Machethe] smallnesss} ¢] A9] largeness®] w]sz7} ofv]i Macbethe] 4l
e el -FAAgel S4Eo] 28 o] ofvm AL ZEeld Aol Y
Macbeth7} 2-5-¢ 1z ¥da st A o 2% gz doe A4 AFHA 943

r

nfo

g Aolth o8 F83 AL AR g sb ew® AL 2t A
o 24L ® Fol Aexz de Age Aol Jold. oldl AEE 7 F2
Spurgeone] 4=%]3l garment image £-& wlelx vl imagery®] patternc] ¢ FHIAAE
@A =ebdA Brooksg o A4l AE-g st Eold vzkeh

Spurgeon®] clothes imagery®] BEo] Eo]glA %2 ‘breech’d with gore’ & Brooksi= 9
HY4E §A%E WA symbole) MYom Fojdvh T2 AdE AP A
4 % blood royale) 202 4ol ek daggergE 94 %L Aoz Agsel 9l

Lo

o HE 2 FEAA EFES A Qs ‘naked’ ¢l daggers= whA o glA (‘un-
maﬂnerly ) g AH)e dAE—FHL J2 A A S AN tne ¢ (naked)o 2

e

#& A Fyele] &% F groomE ol UYL UAE—E nelvh Macbeths) Lennoxt:
WS AADD o159 A o] daggerFo] Macbethrh v ¥t 2 @3 ol FATE
masquerades] & WA R ol FE ¢ PEE fol AL A Aeld, oL T
& A7 98 R RE FFon wwe] FulE 2Fn Y AAF daggerFol oy,

2}/3%91 Axjold X%el Fols Sl (‘clothed’) o A ut& (‘mannerly’) daggerE% ofxl

i)

32) Cleanth Brooks, The Well Wrought Urn: Studies in the Structure of Poetry (New York: A
Harvest Book, 1947), pp. 22-19.
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Role. o]Eo] 4 lv WA Macbethz 3o} F Duncan®] s#-¥—daggergo]l dA 7
A Yz Qe 4FY Ad4e g€ Ao gt A vkl 2 Macbeth: 91¢ AA
o AE FE—& 9T ¢ UL AEoh |

(2) Spurgeon-& 4E&}x| ¢gkxwl ‘babe’ o A] Machetho] t%o] v} ¥ imageo]r}, babe
£ 92 Macduffe] o}o] A7 characterz, w2z 43A-& 4 ololgl Macbethe] wi-&
e whiEo) mAE 7 FA4el9 oto] Y symbolz viepuie, = =Z¥ pityE ‘naked
new-born babe’ = vl 43 W Zel A%k ol LF ol vehdeh o 4 BE referenced
o] 2o 4 ¢glowr 14 babel Machetho] ] 7} 7} & g symbole] o] 418 ¢} 3 Brooks
= T4t

Macbeth7} 9s-& & w56 A0 4dgEe A5 7Hd e 71ES Banquod] ofo]
ol $9E EoiitA] ® i ool gith, Macbeth: o} 7a % mEex @iz, AAL ©
HeAL gz golgladsl 995 A4 EolA FA ¥ Banquod: B4 Ee3r ©go
Banquo®] obfo] %-&-¢ Enlslw wEFoz+ Banquod 4AfE HAE Fouszm
Macbethe] olajs wgdwe < oA =5, azdle 92 ‘If it were done, et 59
Fjel Al ¥ uke} o] Macbethrl wle|Ax & Husls] SlalA dvkvt A4 29 gz

2 AMEAE v+ A g

babe= Macbethr} ZF3s nevt 2897 € 4 ¢ vlal & A3 &k, Macbeth: 4491
3 9] (‘the deed’ )7} security® ®.73}3) &)=l (‘trammel up the consequence’) ‘life to come’
(Brooks= o] g A9 Flal Rz Fo]ste Kol Mg ‘jump’ dte A EASGR
Yot 28t 23 life to come’ & ‘jump’ ¥ F @t F=2E FRAEY s Clife to
come’ & ‘jump’ A vHe A& FAYGE dojvh 2& A9 @ HFol sk Fch. babe
—2AE A4 babeE'—7} Macbethd wjusleh. 2elshel 2 ol slolEol 3l A
+ 4y o ARk AR dakst Macduffe) of o] 4Adls e FelAR AL W3R
e A AelA HeE A o 59 inner symbolismz} ¢4 5] o] Macbethi= wjef o] 7§
8} upats}bx] 2 babed 2% 4 gz 99 ¢ ddE RS et - baber future
E 47§}, Macbethe] ] Macduffz} 2448 ‘mother’s womb/Untimely ripp’d’ 2l 4 ¢l
s Macbeth® 27b 978 gl A o] $47¢ ALEr. Macdull 2 naked
babel= Macbethe] Al otA] =9l sbg-& AZIP ol

ol g} 7.6 g2 Brooks¥ pityZ ‘a naked new-born babe’ 2 n]-f-3§l vl E-o] o] I
o ok v & F99 integral partitl A 2 o Hof A HE APt FAL A uAstn
T8¢ ool ARt o gt AL 3o FAoz wplekE Aolwh skt Al
Aotol A gt elements] 3 A7, shbdel AAAY wighg BE AoR 2uF ] W Tl
£ Aol ulhg Bl 149 Fe] Macbethd] 2 F-A¢ 3 uiste] ¥y ZE ALY
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o 2<ehel A Macbethrt Ao} ] o] F-golet thaz g Doy AE a4fTE
165, Macbeths}t Al %eled Ale 259 A 2d%e] obrkd FA99E ool ko
weliohd Aotetz Ak GEabl W% A (‘manliness )9 28 o2
9ohe Aol whA e vhehy babe symbole o] symbole] EE Au® 84EL
Foo Ak Macdulizh 29 2460 28 2¢ ¥ 5400 YARE oAAE A
- B vl A ¥t ol BgetE A ALEA Macbethgle] w27 wf Folth
7 23 o 2 Brooks: clothed daggers®} the naked babe Macbethe| ZE2+ F

o, o
oo

oP}. )%

2.2
ilo

i

e

4729 g Eoleta stmiA garments} babe - A AFL A ojzdeldA Y e meEta
A% o4 on Talshiz Aolzasole] wrge] Hsee ol

oA, Brooksy o] :E-& %3]4 paradox”} Donne?} 7-& metaphysical poetso] A gk
‘principle of unity’7} HelglE o] ofyzt A ojzvlele] A zejn Folrox A
ozzjelel AeA zE g ek

Robert Heilman& This Great Stage: Image and Structure in “King Lear” (1948)¢] Al
King Lear9] imagery®| patterni-& R A3tz ¢ 2 5% 2R 9 47453} structures] 7 A
Z 2E Adste AZE S TR dAGNA dAdEedE T RE FHAE S
Gloucesters] ro] A& = 9388 27} ¥ EA ideas}t 445 FAE, clothess} nakedness
ol A= FA L, ‘reason in madness’' 9} ‘madness in reason’ 53 A5 FAEE =99

Heilman-& play %.& tragedy, & 99 Fd Z£-L& ‘structure of meanings’g}z =gt
t}, 52 ¥ E paradoxzlE A o= ‘total meaning'g A stz e o AAH v
fAAez a2zl YE BE F4AY IREE FEER o] FolH doke Aot
wetd 8% AL 9 ‘total meaning’®} 2719] ‘parts’s} FTAH YT  subjects}
‘problem’ ¥l ZAEE 9 BE Zlo] efFon st2slz Yok Ao

structured imagery®] patterng Ggto Za]Ajul A A% o 9l v (p. 32), poetic meaning
& characterEs 259 fEwct v] FA3}A ‘inner’ & ‘symbolic’ meaningE-g& T
B 42 9l on], patternS & nt) o] EA ¢l wle] A partsy} D 4 ohE A o] Heilmand] o]
oAk B% E A, & 31te] & metaphori ¥ w inner symbolic meaningE
L FFH o7 utEeo|E o] Eo] characterEo]i} 259 action® xrTh ¥ £4% AL
FHAE Q7] ARl ol EAel mHe] HAA Aol HE AL FAAsGE vl

VI

Z¢ & wo AR o2 AL Heolano]lE Elizabethan spirits} £9olA wEdzm

33) Robert Heilman, This Great Stage: Image and Structure of “King Lear” (Louisiana State
University Press, 1948), pp. 11-2.
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E.E. Stollo] 24 &xlel4 B8 oz vauAw A4 J28e g4 ¢A4E 2=z
SUct. Stoll ol el ofel Abgre] o] & A 4Pk

G.B. Harrison.& poetic imaget Z &3¢l Zlolr] wi-o 7|AH ez, SAHE 71t
A" + ged vzl 271 9] negativeq] X positivegl A &= ¢ 4= gl Aok, F o=
ol £57719 imaged wol AEHE W, 2R z Aol FEItels] HEUA F&
Fol v Fl A AAg Aghg F9gs] HEQA 42 F dde Aelo  whEA
delaslole Ay wgrte] Aol S FUA Fed Azl T F
At imageE& sHE daglol maEliE AE olgARL, 2EY YR E 2F SukE A
Ast7lE oS YErhe zlolv. 53 printed texte] W} &uk-& wHe dFez 4L
def Az e] wl g LAl AR idiome] W g A 4e] glenl Shakespearean
imaget Fopd Fx ga m olsjd g gk zlo| 3

L.C. Knightse] ‘How Many Children Had Lady Macbeth?’, D.A. Traversi®] ‘Measure
Sfor Measure’, Cleanth Brooks®] ‘The Naked Babe and the Cloak of Manliness’: A d #
THY b Ay Helm g HEAHA ddz=ge] Wy Eel ERUAN 2AEL o8
A w]Fot A FAEY g Edeh

H.B. Charlton& 194611e] @)% Cambridged] dte] Clark Lectureso] 4] #4-& ‘devout
Bradleyite'¢]-2- 4 ¢l $}=] anti-Bradleyiteso] Al & = -$- 7244 ¢l Shakespearian Tragedyx’# A

o

_,

29 WA new criticE & neco-Shakespeariansi}i o] G oz 2E8l [AdHFa=] +2g
& o] FAEC 7Y AAA # Aol Eliotg} nghts—4 295 &A=
E& A3}, Charlton® ‘organic poetic structure'$} ‘objective correlative’s® neo-
Shakespeareant-_gO] 71 A off §dbi Ffhol el Fod g o},

R.S. Crane2 ‘The Critical Monism of Cleanth Brooks' (Modern Philology, May 1948) 9}
‘Monistic Criticism and the Structure of Shakespearean Drama' (from his The Languages
of Criticism and the Structure of Poetry, 1953)0] 4 A& ¢lo] & paradox®] <lo]= =4 §
Brooks®] = ¢ld <l monism-g u]Ilgt}h, Crane? o 2{nio]A] Brooks ¢ &4 o] 3}%
ul irony &-& paradox”} poetry®] X% (form#} matter)e}an & 28] # 2 & critical monism
o= Y 4 Qb Ao}

0.]. Campbell & ‘Shakespeare and the “New” Critics’ (1948)¢]| 4] Brooks$} Traversie
=EE¢ v utg o}, Brooksi clothese} babes imagerye] <d#7] =2}z Macbethe] deep

& FYen QAT FHAAAA deAAY BXE o

h
3o

imaginative unity % Z9-£3

34) G B Harrlson, Introducing Shakespeare (Penguin Books, 1957; originally published 1939),
pp. 62-4.
35) H.B. Charlton, Shakespearian Tragedy (Cambridge at the University Press, 1948), pp. 1-3.
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P}z Campbell® =& et Brookst ‘keen knife’ & Macbeth RpA1<Y Aol e} ‘over-
ingenius'gF &l Aol A4 27} Bz Y= AMe mEn ALT 4 YJrE L)
A AT vl &3 ) Agd sz v akg o, %= ‘unmannerly breeched with gore’ g} A

disguise motifZ wa A7) =] 3l sjA] o) 23le] Behol FUE 4L TAsE 2FH}E
z g v}z Campbell-> Brookse] ofo] wj gk o] % ubutgieh. UulA o2 Brookso] ghete]
9 5% babeso] o) reference® ZFEE ¢ 1ol a7y imagery®] AAE  wHEol
9] structural principle #Ae}EE o)A dolxchz 3t} Brookss} ‘If th’assass-

A &

i

ination... We'd jump the life to come’ Zwo] 4] Machethr} wlgfeo] & ==lste =&
ZEE felel i ‘the life to come’ ¢ AtE9 A& F2Z7E Aor A Xdzm ¥
AANAG welE Az Aoz DX gy & o2tz Campbelle 2o, ‘jump’ %
Brooksi= ‘risk’ 7} o}y ‘leap over’ (=skip)e] Eeo 2 2 FH3I Ao ® neldw ok

Campbell-& Traversi®] “Measure for Measure” = Lucicd] A ¥ (‘Why, how now, Claudio!
when comes this restraint?’ )e]] o g Claudio®] ®F(1.2, 122-8)8 H-4leo] ulehe Fa
oz Shwl A ze] o} o] HAE ‘demonstrably false’z}x  =be} wbglvl,  ‘ravin’ o]  bestial
gulping down& A8k} Traversie] x4 & & ot o] ofEo] 743 (‘thirst’ )& natural
craving& ofy 2tz Campbelle F2-81c}, &2 ‘thirsty evil’ & FAAE 2=e =3
v WE Auuz ool wala on glto] o Z4%-g vy YA #st
A HE Seke] vy 2% o218 gz Campbellg & 4151 c},  Traversizt Fo3ds 4
#g o] ¥-& ‘So every scope by the immoderate use Turns to restraint’&] wWo|n], o]
d Aol A&l Traversi®] neo-Hegelian structuret= 1 x|v] o]} &#] 29 critical
edificex. T4 7 Campbell-& F 23t}
F-o 2 Campbell-& Brookse} Traversi®] Alsfje] el-¢ 7o e, Fd dale oo
Axgofe] 7t ¢ Eliots} 28 FFAFol 48 Adv iz AP0 & 53
& Aolzulelg Ao ztofopgte Zglstel A AL Y] W o]t glrd, Campbell
Aelzvlelst Az oA o ® imageryd TAG 2 2A gon 29 AE ofnx
1} spontaneous eruption®] A zlelz F:4gch. w4 dzglos) o rEA] ¢ AL
Zopf H iz ef 225 New Critick-2 8] o} & 21 & 4 yhel glrbe Zlolg. 30

New CriticEel v gk Campbelle] wjsbael iz 2 Folx A&z o ‘A Review of
Recent Shakespeare Scholarship’ (Shakespeare Quartery Vol. 11, No. 2 April 1951, pp. 103-
110)0] A} Brooks®] Macbeth 3+ 2 R. Heilman® King Lear?] %49l This Great Stage:-

'36) 0.). Campbell, ‘Shakespeare and The “New” Critics’, Joseph Quincy Adams: Memorial Studies
ed James G. McManaway, G.E. Dawson, and E.E. Willoughby (Washington: The Folger
Shakespeare Library, 1948), pp. 81-96.
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vl abgl o). o A o g New Critick e 4 o]4 5ol % Elioty} ‘the later’ Yeatst] o 2 figures
% Ad9ctz Ageid ¢ FREY o Campbelle 3 o,

Helen Gardnery 1953ydel %8+ ‘A Reply to Cleanth Brooks' (5o The Business of
Criticism, 19590 A E-& ul~o] 531 e] 4] Brookse] ‘The Naked Babe and the Cloak
of Manliness’% v]%}g) o}, Gardner® Campbellx 2 Brooksy At41el w2 A& A HHo|
247l A4 Adasol Suda $elet A4t 5 Fold FAE P Ao
%3] Gardner¥ ‘a naked new-born babe’ o] tf E-of u] &l Brookse] &]4-§& =A ¢ &t
ojAY HHAE AFH oz wHHP et

W.R. Keast¥ R.S. Cranes} v} &0} Chicago School?] =z w»]#7}24 “The “New
Criticism” and King Lear’ (Modern Philology, August 1949) ¢l 4 Heilman® This Great
StageZ A RE Aol ‘a bad book’o]|2}ir &3y v}, Heilmane] 7}AE 3Slol4 King

Leary= ‘strictly unintelligible’@}v} sz 5, 28] &) Al o] A Apehi= 38 e d# o]

fo —
_oriz‘

e

fol
&
rir

=

4

2

ohFE ol obr| @ uh G At w4 Keasti Heilmano|
‘inappropriate’ 3} 32 text®] 14k & WA Rstx 9leba gl ¥

William T. Hastings+ 1950w ¢} ‘The New Critics of Shakespeare’ g} =38 Shakespeare
Quartely(Vol. 1. No. 3, July 1950, pp.165-76)¢] 28 3}5 R.W. Stallman® Critiques and
Essays in Criticism 1920~1949(1948)¢] %% Wilson Knight®] The Milk of Concord:
An Essay on Life-Themes in “Macbeth”, D.A. Traversi®] “Coriolanus”, R.B. Heilmane]
“The Unity of “King Lear”, T.S. Eliote] ‘Hamlet and his Problems’ % New CriticE¢] =
TES AdE AL F olgA &4z @t New Criticgd] -+3A gl 25e 49
2zuol8 F& oz yzeta] i AR A74ele A, Elizabethan Englishe] o ¢ x|,
chain of imagerye] =& w&re] 8 vl dramatic contextd w9 Aletz W &4
Ho 2 A A A, structural & ‘thematic’ patterng 2ty $8l A v 5 A Ay
& B0, = paradoxs} ironyH Fopll e & Aol vF Atk AE AL 25 A
Ao Azbgnbslz Fold Ag ¥2 3x Edda o

2A-¢ ‘devout Bradleyite’® A<l gk Charltone] 3tafl4] oju} olF@Aw = &on
Bradley s 7}#l3s) 2338 Aghe olwl Paul N, Siegeld ZARojrk, =3 ‘In Defense of
Bradley’ (College English, 1X, 1948, 250-57)¢ll 4] < 5 2] ‘stringent textual critics’2] z‘s}»}
o] i Bradley®] w]gubl-& 17} #£43 o 2 w43l L.C. Knight$} ‘plays are plays’ o] &
7l vl Fqal EE. Stollg whutsly g Bradleye] 4-¢ S-23lx 4 =v]of 64

37) Helen G;:dner, The Business of Criticism (Oxford: at the Clarendon Press, 1959), pp. 52-75.
38) W.R. Keast, ‘The “New Criticism” and King Lear’, Critics and Criticism: Ancient and Modern
ed R.S. Crane (The University of Chicago Press, 1952), pp. 108-37.
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of glofAe] Bradley®] F&-¢ lste A& #Ad

Siegel.> Knights9} Stoll %-o] Bradleys} character&g AE£AEEAH AFUdz o
1} Bradley: 28 w]3-& 3 o] gtz grh. 14 Bradleyi= Macbeth <o 4] Knights
7t 7% patterng 2 A AP AGHAA  Knightse] 2ol S| @] Bradleyd] =&
goo] ol g8l Bu Ay Pk el ol el Bradleyy Knightsyl Astz e we A

< Az Yotz Y. Bradley: Note’Eol| 4 7tA % 4 el 2=5)o] FEo] poetic dramagl
& o= ¢rgkrlm v}, Bradley:= Hamlete] AAE Ao A AdF AAAF7 Hile 2EE
WA el 4 2 o] §i= Bradleys} text® ZEsgon, 27t 33n 9 Ao U d

i el A gkl # ol b Siegele HF3 2% Bradleyd & glth

J.IM. Stewart¥® 1949 ¢ Z3}8¢ Character and Motive in Shakespeareo] /| New Critic
£& YAeE Homler, 5342YE A9 230 AAE BE2 Yekw IR historical
schoold] WAEE Wobsel £/ T s Held ATYE TR AAsn F4
g o}, 3 Herbert Weisinger ¢ A] ‘The Study of Shakespearian Tragedy since Bradley’

o

(Shakespeare Quarterly Vol. VI, 1955, 387-96)c| A Shakespearean Tragedy (1904) o] 32|
Aojzsio] wgg ANPstd A Bradleys] Wi $448& ¥z vk

Katherine Cooke= Bradley®] Shakespearcan Tragedy7} il k&9 715 utowi &
ko] 193099 A4 wES AA G4 39S F4ste #4A4& AC Bradley and his
Influence in Twentieth-Century Shakespeare Criticism (Oxford: at the Clarendon Press, 1972)
oA w51,

Cooket= 19301 viell ¥v| g Bradleyulshe] of 27bx z23-& vtz gsdl 2% Fad
AZFAE E91 (1) Knights® A elx25e]e] o] ‘a dramatic poem’¢] ¢ 7z 3wl A Bradley
T TAYA AL o] B zuvE: 50134 Bradleye] s A=A ALLHEE WY

Bl XA

i, (2) Bradleys} 4 elxsjole] S& &M A gz FAHREE =4 7HEd= Ae 4
gol gl uldo]l WA gEE 27t A= do] Uge BAFE J5E o] APz,

(3) A Ate] Bradley& ivory tower scholar® Hulge A& AAo g =9 & A4¢
Heozag A AR
AEHor 29 Bradleyy 4 elz=v]o] ] ‘right reading’& viwisli= 2 Holztz o},

The more writings of this kind on Shakespeare that are acecssible the better it is for the true
understanding of Shakespeare....(P. 234.)

VI

olgel A 20A 79 Fad ¥ ulgud Aeld ATE} A AT BAA Sopn

39) J.I.M. Stewart, Character and Motive in Shakespeare, p. 2 and p. 113.
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stet, o] FAA FrhA A Feld AL o= § w4, o= § uHdEst HE
@ w9, 98 ¥ uEaE wn o FERUE B8 4k JolE 2w FUT $
ulg, v st 28 5 Qo Aol 2 e A4V gE olf W E A
=9 Hol: glAul 2y FAAEL obgd AYZ QoA 2F o= R z AAe s
E orusid 8] g Eold. Q4 2 A 2FAA AL o] EL HTRFH
G Aolth F synthesisd A4S £ ZE WAPNE FAEVE Wl 2o} 3
o] B v e & 5 A vbedE AAdE

Kenneth Muiri= 1951 ¢l 233} ‘Fifty Years of Shakespearean Criticism: 1900~1950°
ol Al thg Aol Ae)zulo} Aol HE F Av 7bE F & BFL o= ANFTUHEY
23 £r3E 219 Holeta 8wl A character, plot, imagery, symbolism, stage conditions
¢} language?] AF% A AEahal Hol W Aelha Hm o whfolopdE v uhg
SEEEE

...perhaps the most useful direction which Shakespeare criticism could take during the next
generation is towards a synthesis of existing methods. The study of character, plot, imagery,

symbolism, stage conventions and language, though all legitimate methods, would gain enormously

by being used together. This is a consummation devoutly to be wished....4®

Muir o} "= 34 & A A A43ELS gk S.E. Hymans} F.E. Halliday
7} 247} The Armed Vision (1948) 2} Shakespeare & His Critics (1949)0] 4 synthesis &.&
integration-g Al gt o] 2 dlojrt, et o] FFAQ vHuE R YT o] 4ol
W FqlAl AR 0] ARG LEAztA AAu Gl HEH o & HAES] o] *

40) Kenneth Muir, ‘Fifty Years of Shakespearian Criticism: 1900~1950", Shakespeare Survey 4
(19517, p. 25.
R =R 19799 ALY FA G dTuid 98 A
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{Abstract)
Twentieth-Century Shakespeare Criticism:
Psychological Approach vs Poetic Approach

Kyung-shik Lee

This article aims at comparing and evaluating psychological and poetic approaches, the
two dominant critical methods of the 20th century Shakespeare criticism, and historical
approach, another form of the 20 century critical method, has been mentioned whenever
necessary.

Bradley's Shakespearean Tragedy which was the culminating product of psychological
approach or character criticism was attacked by poetic approach later known as the New
Criticism which argued that a Shakespeare play is a dramatic poem and should be dealt
with as such but not as a character-novel. F.R. Leavis, L.C. Knights, D.A. Traversi—
core members of the so-called Scrutiny group——and American New Critics were more or less
 successful in bringing about a general disparagement of Bradley’s point of view as well as
his psychological approach. Among them Knights was perhaps most effecient and persua-
sive in effecting the relegation of Bradley. In his ironical title ‘How Many Children Had
Lady Macbeth?’ he argued that the most important thing in a play is the words on the
page and that images and their verse setting should be given full consideration to.
According to him, to stress character or plot is to impoverish the total response of a play
and to detach a character from its natural surroundings is fatal to the proper understanding
of the play. More often than not, champions of poetic approach went too far and reduced
Shakespeare’s plays to images and irony, explaining them as if they were a self-contained
universe without any extraneous reference.

As no critical method is absolute and foolproof, both psychological and poetic approaches
were attacked by scholarship or historical criticism, which argued that Shakespeare should
be interpreted in terms of Elizabethan political philosophy, stage conditions and dramatic
conventions.

Bradley’s line of criticism, however, not only survived the salvo from both the historical
and New Critics but also continued to prosper as critical works of so many devout Bradley-
ites and anti-New Critics witness.

In conclusion, the ideal critical method could be obtained by integrating all the existing

methods.



