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Sanae Asahara: The Functions of Gower in Pericles
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Pericles is a most radical experiment in processional narrative: the ac-
tion is deliberately linear, proceeding from place to place and from
episode to episode. In the background is the Gower story, with its
constant “and then” beat, a story we drop into from time to time when

a part of it is dramatically manifested.!

In Pericles Gower provides a narrative continuity, like recitativo, while

the main action dramatizes the central episodes.?

HY 7 —BEOETERE LU TREU TV AS—oDREIIHKEOEG & 2
AT & HRFICES T 2 ABMOIEGR M S BBH» N TO BRI EZE 6 21T
TAHLEEIHBEOBEOVHA2BENREL L) ETAIBESALLILHT A
ERFCREITHE, —HIELTIHELIBOBEZHAL LY, ZTTIENY
I Y —ZXDT B AFHADIBNDOKBEBHEZ 3D LD IKEFENBLATE
FRCiIThh s, CNEOBEBOERISHPEINZDILBTETH S,

Antiochus: Yon sometimes famous princes, like thyself,
Drawn by report, adventrous by desire,
Tell thee, with speechless tongues and semblance pale,
That without covering save yon field of stars,
Here they stand martyrs slain in Cupid’s wars;
(L. i. 35-39)
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Gower: The beauty of this sinful dame
Made many princes thither frame,
To seek her as a bed-fellow,
In marriage-pleasures play-fellow;
Which to prevent he made a law,
To keep her still, and men in awe;
That whoso ask’d her for his wife,
His riddle told not, lost his life,
So for her many a wight did die,
As yon grim looks do testify. [Pointing to the heads.)
(I. Chorus. 31-40)
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Dramatists who create “representational” drama (drama which is “based
on creating the illusion that it represents a world entirely different
from that in which the audience is while in the theatre”) avoid
obtrusive tactics and weave entrances and exits and exposition into the
fabric of the play. On the other hand dramatists who wish to call our
attention to the theatrical medium, who create “pretentational’ dramas
in which the thrust is toward the “presenting” of a stage world rather
than the “representating” of an illusively “real” world, frequently use for
their own purposes the illusion-breaking properties of obtrusive tactics,
and add such tactics to their repertoire of presentational devices. In
Shakespeare’s Romances, presentational and respresentational ‘styles exist

side by side, and a complex tactical dramaturgy is the result.*
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I am no viper, yet I feed

On mother’s fleth which did me breed.

I sought a husband, in which labour
"I found that kindness in a father.

He’s father, son, and husband mild;

I mother, wife, and yet his child:

How they may be, and yet in two,

As you will live, resolve it you.

(Aside.] Sharp physic is the last: but, O you powers
That gives heaven countless eyes to view men’s acts:
Why could they not their sights perpetually,
If this be true, which makes me pale to read it? (I. i. 65-76)
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Why cloud they not their sights perpetually,

If this be true, which makes me pale to read it?

Fair glass of light, I lov’d you, and could still,

Were not this glorious casket stord with ill. (I. i. 75-78)
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The beauty of this sinful dame
Made many princes thither frame,
To seek her as a bed-fellow,

In marriage-pleasures play-fellow; (I. Chorus. 31-34)
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Pericles: See where she comes apparell'd like the spring,
Graces her subjects, and her thoughts the king
Of every virtue gives renown to men!
Her face the book of praises, where is read
Nothing but curious pleasures, as from thence
Sorrow were ever raz'd, and testy wrath

Could never be her mild companion. (I. i. 13-19)
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The only difference between Botticell's Birth of Venus and
Politian’s description is that the number of Horae or Seasons, receiving
and clothing the new-born goddess on the shore, has been reduced
from three to one: the Season of Spring, “cinctum florente corona”.
But this one deviation is easily explained by the special affinity which
was always felt to exist between the goddess of Love and the season
of Spring: “Vere Venus gaudet florentibus aurea sertis” (“in Spring
Venus delights in flow'ry wreaths”), as a pedestrian but very popular

testrastich, ascribed to Euphorbius, sums up the impressive beginning
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of Lucretius’ De rerum natura. The Hora of Spring has rightfully
monopolized a normally collective function.

This brings us to the second of Botticelli's famous compositions,
the “Primavera”. It, too, is principally based on Politian. Both in his
Giostra and in the slightly later pastoral, Rusticus (which forms part
of his Sylvae and was published in 1483), he describes the “realm

(regno) of Venus”.®
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Cleon: . . . Some neighbouring nation,
Taking advantage of our misery,
Hath stuffd the hollow vessels with their power,
To beat us down, the which are down alveady,

And make a borquest of unhappy men, (I. iv. 65-69)



Cleon: Welcome is peace, if he on peace consists;

If wars, we are unable to resist. (I. iv. 83-84)
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Pericles: Lord governor, for so we hear you are,
Let not our ships and number of our men
Be like a beacon fird tamaze your eyes.
We have heard your miseries as far as Tyre,
And seen the desolation of your streets;
Nor come we to add sorrow to your tears,

But to relieve them of their heavy lord; (I. iv. 85-91)
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Pericles: We do not look for reverence, but for love
And harbourage for ourself, our ships and men.
(I. iv. 99 -100)
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Pericles: Wind, rain, and thunder, remember, earthly man

Is but a substance that must yield to you;

And 1, as fits my nature, do obey you. (II. i. 2—-4)
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Dionyza: O your sweet queen!
That the strict fates had pleas'd you had brought her hither,
To have bless’d mine eyes with her!
Pericles: We cannot but obey
The powers above us. Could I rage and roar
As doth the sea she lies in, yet the end
Must be as ‘tis. (III. iii. 7-12)
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Pericles: Thou that wast born at sea, buried at Tharsus,
And found at sea again. O Helicanus,
Down on thy knees! thank the holy gods as loud
As thunder threatens us: this is Marina.

(V. i. 196-99)
I HRTODEAAHEDHROLELAKTH S,

Pericles: Now do I long to hear how you were found,
How possibly preserv'd and how to thank,
Besides the gods, for this great miracle.

(V. iii. 56-58)
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Thaisa: But you, my knight and guest;
To whom this wreath of victory I give,
And crown you king of this day’s happiness.

Pericles: ‘“Tis more by fortune, lady, than my merit.

(II. iii. 9-12)
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Marshal: Sir, yonder is your place.

Pericles: Some other is more fit. (IT. 1. 23)
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Simonides: Traitor, thou liest.
Pericles: Traitor?
Simonides: Ay, traitor.
Pericles: Even in his throat—unless it be the king—
That calls me traitor, I return the lie.
Simonides: {Aside.) Now, by the gods, I do applaud his courage.
Pericles: My actions are as noble as my thoughts,
That never relish’'d of a base descent.
I came unto your court for honour’s cause,
And not to be a rebel to her state;
And he that otherwise accounts of me,

This sword shall prove he’s honour’s enemy.
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(DUMB SHOW)
Enter Pericles at one door, with all his train; Cleon and Dionyza at
the other. Cleon shows Pericles the tomb; whereat Pericles makes la-
mentation, puts on sackcloth, and in a mighty passion departs.

(IV. iv. Dumb Show)

Gower: He swears
Never to wash his face, nor cut his hairs.
He puts on sackcloth, and to sea. He hears
A tempest, which his mortal vessel tears,

And yet he rides it out. (IV. iv. 27-31)
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Our hero’s adventure is a plunge into sin and death closely
associated with ravishing desire. He has not actively sinned, except in
giving way to a lustful and cheating fantasy, but the result is immer-
sion into an experience of evil with accompanying disgust and danger.

It is a fall in the theological sense.*

We can, however, improve on the epilogue by seeing the whole as a
panorama of life from adolescent fantasy and a consequent fall,
,through good works to a sensible and fruitful marriage, and then into
tragedy, - with a re-emergence beyond mortal appearances into some

higher recognition and rehabilitation.!®
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Enter Antiochus, Prince Pericles, and Attendants.

LhoDRERBELCEETADA TS ERIZV, - THSIIWED
ERICIEEZTH S, ULPLESRZADTIOENZ2ERICEHNR ST DI
BHTHY, ST EATHRER) ) —XD=F, T 844N R
DIRZPMA T ZEDHEL 2 ZR2R2BELOBETHS, 1845, 282
BTOREORE S INEAKTH S,

13 TYLME%2TAH ) v — N BALOBRTH S, HI 1R 3B
WIFEDOANY Y4 22, TAH=—X, MMOBREZEOEBELUE29TED
“ [Aloud.) Peace to the Lords of Tyre!” B AF TAY 4 X AZROEE
?RABH ELOBRORE#RIZT,

28I-52, 3BI-I R, ABABORBTIINTIhOBEEH Y 7 —
DESEOBEERS, 2R IBLRAEUTSUTHE TICBOTENY 2 Y —
ZHHMZOEE#2RAEELOBEETH Y, SE 1IEMTEUTITEE
TIBNTIRANY T4 R R, T4 vehR, BEE, KEKEHBRY ) -X &
7Y —FOHEE 2R, 180/THLF237TTRICBOTIXERE L KKRZEHGRY &
V=X, 2V —F, "NIF 4R, 54T ADEEZRS, ULogESE
DOBERIIEICHBOBEICHUES PES LOBERBGHEUONAD2RT
WA E, BILES LOMARIIRTEOHRATHA L 2BEIT AL D1TES,

ZR@|AHS presentational drama MDEETH A LIZHBTH A, BFEHRAIC
BOTREETAESESEET A2DIcHL, RKEIZH L TIE “unnatural
absence of words™’ %{kEd %, RBIOBHAMIMPLRRA#TOT, F
4% ZITEL 5474 (II. Chorus, III. Chorus), ¥ (III. Chorus), B*
(II. Chorus), #EEE (IV. iv) OB—DITRENBELRET S "

Flat character Th 2 EHAY, BXANEHEH, BEELOBE, RelIIELL
OHRDOIEHREM, FRERLPBEICERI TS, 7Y > —OEE, FHNZ
FoBHE, zhicadEh s theatrical metaphor § @—DEE %7 3,

K 7 —DBEBIFAILE LS L SNIEEIC L » THEU 5 A B EORkSE
Helh, 2hoDHEEBEL SN D TH S L 2BECBHEIES. &
RIC2HZ oNIEBILL > THELU OGN AEMPEMS 2R A 720DICLT



ABEZIET, ¥V 7 —IZABRICEEINZAYTIIRNDOTH AL LEDE
BIIHRAGE O 2 Wi, WOBFHDFEARDRAMEIIBELS R AL
HOMBESUM SN T 2B2ED 5, UTOFIBRT LI, 182-7 X,
2#HI—-5, 3EI—-5 2, 5#E2EBOBHIL iambic tetrameter T&H H,
R D 3B TR ZOMSEEICTOo TS, Bic2 B2 -7 X, 3§D
-5, 5E2BOEHTIE couplet PEFEICTFLNTIND, 483 —-F X,
484, SEI -5, 2o -5 DEHIE iambic pentameter Tdh b,
BOIERTZNAMVEEICTFONT VWA, 4 B2 -5 X, 484, t¥o—
7T couplet BEEICTFoLNTHEY, 5HEI -5 A TIRRBITHHET S, 5
H 2B 0OEF TlX trochaic tetrameter 23S,  couplet ASEEIRICAH L
LT3,

To sfng a séng that éld was sfmg,

Fr;m ashes ancient Gower is come,

Assum)l(ng mén's lnffrm)l(tfes,

To glad your ear, and please yéur (/_eyes.

ft hath been sﬁng at fést?véls,

On émbeéréves and hél;-éles; (I. Chorus. 1-6)

Here have yéu séen a ngh?y king .
NS Pl WY

His child, I wis, to incest bring;

X 2 Ea = A

A better prince and b)e(:nign lord

That will prove awful both in deed and word.

Be qfliét then, as men should bé} i/
X P - A -

Till he hath pass'd n;cessity. (II. Chorus. 1-6)

X E3 Ea z x S
Now sleep ;-slackéd hath the rout;

x = X Ea X .= X 2 /au/
No din but snores the house about,
Made louder by the Oer- fod bredst .

. visual rhyme

Of this most pompous marrlage feast.
The cat, w1th eyne of burmng coal,

x - X E3 x E z } /Ou/
Now couches ’fore the mouse’s hole; (ITI. Chorus. 1-6)
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X 2 x 2 X =2 X £ x -
Imagine Pericles arrivid at Tyre, )

2 X X 2 X, £ X 2 x £ } /alar/
Welcom’d and settled to his own desire.

X 2 x = X = X £ X =
His woeful queen we leave at Ephesus, .
. X . x - X 2 x e } visual rhyme
Unto Diana there’s a votaress.

3 x X 2 X £ x 2
Now to Marina bend your mind,

-

2 x = 2 X z X z
Whom our fast-growing scene must find

} Jaif (IV. Chorus. 1-86)

% - x 2 - F x e
Thus time we waste, and long leagues make short;

X 2 0% 2 X% - x S X - } /33"/
Sail seas in cockles, have and wish but for't;

2 % X 2 % X 2 X 2%
Making, to take our imagination,

X 2 X 2. 2 X X 2z X } /9/
From bourn to bourn, region to region.

2 X 2 % PR 2 X 2 X z
By your being pardon’d, we commit no crime

X 2 X - x X e 2z X <
To use one language in each several clime

} /ai/(IV. iv. 1-6)

X 2 x . X 2 X z x 2 x
Marina thus the brothel ‘scapes, and chances )
fif

X =z X, ra X z X 2z x z x .
She sings like one immortal, ‘and she dances visual rhyme

X z X Z x Z x Z x 2
As goddess-like to her admired lays.
z X

x ’ X 2 X Z X z X 2
Deep clerks shé dumbs, and with her neele composes

£ X x 2 % z x L x 2
Into an honest house, our story says.

2 X X z X z X 2z X EAS
Nature’s own shape, of bud, bird, branch, or berry,

(V. Chorus. 1-6)

2 x z x z % z
Now our sands are almost run;
2 x £ kS z 2 /A/
More a Iittle, and then dumb.
Z x 2 A z X
This, my last boon, give me, )
z X Fa X z X £ S /l/
For such kindness must relieve me,
E4 x z X z X -
That you aptly will suppose
X ¢z X E4 X z % ya /ou .
What pageantry, what feats, what shows, (V. ii. 1-86)

X L %, x £ X z x z x Z
In Antiochus and his daughter you have heard } /
air

X 2 x z x 2 X £ X 2
Of monstrous lust the due and just reward.



fn P?:r?clés, h?s qu(:een and déughtér, séen, y
lxklth(:)ugh‘;ssgil’d w?th ff)rtlxme f:ierce ;nd kéen, } /
Virtue présgrv’d from fell destruction’s blgst, Ja:/
Led on b; héaven, and c;own’d with jgy at l;st.} (.Epilogue. 1-6)

H > —OEFEITERYEUA LGNS theatrical metaphor § R/ LOHRF
DOHFEEM2BERICE#RI TS —FBRTH 5, Theatrical metaphor (TIZH]
ENORETDT, M5, BEDTR (R, WL, EXR2¥KT5) ~DOE
K, BROTR FE5) ~DER, BIBEE~OERVBH S, WThEBEIC
1o WABmMICBERA 2T T8 50 &, ABERMSHREDOHATSHD,
Z T TOHNEEIL verisimilitude 2 BHYE L2 DTIR/EWC &L 2HEFIE S
bDTHACLEIZEIELTHE,

HY > —MFEEICBEIFEOD, BoH Y » ~AKRABEOMFET
HL L eBEBIESL,

To glad your ear, and please your eyes (I Chorus. 4)

If you, born in these latter times (I. Chorus. 11)

May to your wishes pleasure bring (I. Chorus. 14)

Waste it for you like taper-light (I. Chorus. 16)

I tell you what mine authors say (I. Chorus. 20)

What now ensues, to the judgement of your eye (I. Chorus. 41)
Here have you seen a mighty king (II. Chorus. 1)

I'll show you those in troubles reign (II. Chorus. 7)

Are brought your eyes; what need speak I? (II. Chorus. 16)
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With your fine fancies quaintly eche; (III. Chorus. 13)
In your imagination hold (III. Chorus. 58)

Now to Marina bend your mind, (IV. Chorus. 5)

I do commend to your content (IV. Chorus. 46)

Unless your thoughts went on my way. (IV. Chorus. 50)
By you being pardon'd, we commit no crime (IV. iv. 5)

I do beseech you
To learn of me, who stand i’th'gaps to teach you (IV. iv. 7-8)

Is left to govern it, you bear in mind. (IV. iv. 14)

So with his steerage shall your thoughts grow on— (IV. iv. 19)
Your ears unto your eyes I'll reconcile (IV. iv. 22)

Now please you wit (IV. iv. 31)

And think you now are all in Mytilen. (IV. iv. 51)

In your supposing once more put your sight; (V. Chorus. 21)
Shall be discoverd; please you sit and hark. (V. Chorus. 24)
That you aptly will suppose (V. II. 5)

The interim, prey you, all confound. (V. ii. 14)
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Is by your fancies’ thankful doom. (V. ii. 20)

In Antiochus and his daughter you have heard (Epilogue. 1)

In Helicanus may you well descry (Epilogue. 7)

So on your patience evermore attending, (Epilogue. 17)

New joy wait on you! Here our play has ending. (Epilogue. 18)

BEADOHELITIIERD & Db 5,

. accept my rimes, (I. Chorus. 12)

Be quiet then . . . (II. Chorus. 5)
Pardon old Gower . . . (II. Chorus. 40)
Be attent,

And time that is so briefly spent
With your fine fancies quaintly eche; (III. Chorus. 11-13)

In your imagination hold
This stage the ship . . . (III. Chorus. 58 -59)

Imagine Pericles arriv’d at Tyre, (IV. Chorus. 1)
Now to Marina bend your mind, (IV. Chorus. 5)
Like motes and shadows see them move awhile; (IV. iv. 21)

Now please you wit



The epitaph is for Marina writ (IV. iv. 31-32)

Patience, then,

And think you now are all in Mytilen. (IV. iv. 50-51)

. and on this coast

Suppose him now at anchor. (V. Chorus. 15-16)

In your supposing once more put your sight; (V. Chorus. 21)
This, my last boon, give me, (V. ii. 3)

The interim, pray you, all confound. (V. ii. 14)

So on your patience evemore attending, (Epilogue. 17)

FHBL L ARDOFEOHE 2T 5RO DD %,

Which never could I so convey,

Unless your thoughts went on my way. (IV. Chorus. 49-50)

I do beseech you
To learn of me . . . (IV. iv. 7-8)

So with his steerage shall your thoughts grow on— (IV. iv. 19)

W LB DB - T\ B TR Z BRI 5 SHICHRD 6 D555 3.,
FTRATA/ICETIEDRET S,

To glad your ear, and please your eyes. (I. Chorus. 4)

What now ensues, to the judgement of your eye



I give my cause . . . (I. Chorus. 41-42)
Here have you seen a mighty king (II. Chorus. 1)

But tidimgs to the contray
Are brought your eyes . . . (II. Chorus. 15-16)

Like motes and shadows see them move awhile;

Your ears unto your eyes I'll reconcile. (IV. iv. 21-22)
See how belief may suffer by foul show ! (IV. iv. 23)
In your supposing once more put your sight; (V. Chorus. 21)
In Pericles, his queen and daughter, seen, (Epilogue. 3)
B COIRICET 2 L DIEROEY TH 5,
To glad your ear, and please your eyes. (I Chorus. 4)

And that to hear an old man sing

May to your wishes pleasure bring, (I. Chorus. 13- 14)
Your ears unto your eyes I'll reconcile, (IV. iv. 22)
In Antiochus and his daughter you have heard (Epilogue. 1)

BRISEPHIBETR/PRACEILL YWEBORERNR, BHAMPEEL T
WABFIDONR, ERBHAYOOCELZBERT S, COBBT AIRNDE
BRROBEH TH B,

In your imagination hold
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This stage the ship . . . (III. Chorus. 58-59)

Imagine Pericles arrivid at Tyre, (IV. Chorus. 1)

Now to Marina bend your mind, (IV. Chorus. 5)

Which never could I so convey,

Unless your thoughts went on my way. (IV. Chorus. 50)

Thus time we waste, and long leagues make short;
Sail seas in cockles, have and wish but for't;
Making, to take our imagination,

From bourn to bourn, region to region. (IV. iv. 1-4)

So with his steerage shall your thoughts grow on— (IV. iv. 19)

. and on this coast

Suppose him now at anchor. (V. Chorus. 15-16)

In your supposing once more put your sight; (V. Chorus. 21)

That you aptly will suppose

What pageantry, what feats, what shows,
What minstrelsy and pretty din,

The regent made in Mytilin

To greet the king. (V. iii. 5-9)

FICHRIIRAE ST LBIEBREBGLUIER»L, ZhoB0 /27
EF-TDEBEKRPEZL, BRL, BIUIABEEOEY HIcEET 2 #2185,
LOBEDTERNDERIILITOBEY TH 5,

What now ensues, to the judgement of your eye



I give my cause, who best can justify. (I. Chorus. 41 —42)

I do beseech you
To learn of me . . . (IV. iv, 7-8)

FZLTZDLS RPN 2HA R X5 Z 6N AE#RSZ “accept” 5
ZETharEHTY>—id=E5 (“. . . accept my rimes,” I. Chorus. 12)
Y7 —RELZETOEBEYDITR/NEERT S,
To sing a song that old was sung, (I. Chorus. 1)
. . an old man sing (I. Chorus. 13)

I tell you what mine authors say. (I. Chorus. 20)

What now ensues, to the judgement of your eye

I give my cause, who best can justify. (I. Chorus. 41-42)
Ill show you those in trobles reign, (II. Chorus. 7)

. what need speak I? (II. Chorus. 16)
What's dumb in show I'll plain with speech. (III. Chorus. 14)

I nill relate, action may

Conveniently the rest convey; (III. Chorus. 55-56)

Only I carried winged time
Post on the lame feet of my rime; (IV. Chorus. 47 -48)

I do beseech you

To learn of me, who stand i'th'gaps to teach you
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The stages of our story. (IV. iv. 7-9)

Your ears unto your eyes I'll reconcile. (IV. iv. 22)

BB EHGE~DERNS 28, BMLALE~NOERV1EFHD S,

In your imagination hold
This stage the ship, upon whose deck
The sea-tost Pericles appears to speak. (III. Chorus. 58 —60)

. while our scene must play
His' daughter’s woe and heavy well-a-day
In her unholy service. (IV. iv. 48-50)

HY 7 —DEFACEGENSL CNLDMAIRBRICABEOHFRER »BHI LS
M, o 7r—id18a3—-7 ACEER X85 “From ashes ancient Gower is
come,” (2) EEZFHT LILL>THTBHRROMRICET L 2HSDIC
T4, BEOBIHMA, #v--0BTHA, AGEIIZOREM, FEREH
WBOWTAFHEEDERICH LY, ¥V > —HEVHLDOHFREMZLFHRL T
WAREBBEOBIHBIOBEDATHELRILA,

m

B —DBE, ZOFIFENEGE, theatrical metaphor OEAIZMED pre-
sentational drama (DBEFE, Bl L flat character TH 2EHAY), HEAMNEM@,
#OLOBE, BRELHEAIUEALE) CEILL ) “ROBRZERICRNT,
FURINADRBBEDRBEDOTETH Y, FEIURINSDIIIEAER
DKEHETDH 5 o

“Presentational drama” DEFE|IRi-> TEEICESG LOHAVIEREOHF
THbH, ZT THEEY S HEEIL verisimilitude 2B E LIz D TR/
LBENT S, CORICELTYE -4 -V VIdRD &S b~ 3,

In Pericles verisimilitude and dramatic probablity are no longer



conditions of involvement. The suspense of disbelief that makes it
possible to witness a play as if it were not simply illusion is no longer
requisite. In fact, a “distance” must be maintained between audience
and play, for the effectiveness of the narrative depends upon the audi-

ence’s awareness of themselves as spectators.'®

Verisimilitude 2SEZE X N1z AP IBSHDE A ER B K IX naturalism OZF
ROSHE LIRS 512 code ZAWVTRET S, MILBREDOL U 2 MTENTC
FBEPRRT A LICLHBRPART ABTCEIEL LD 95, HETH
|E Pericles O/ AY), BiBHEIZ emblematic S 2HE L THE5DThH b,
T 2= ) I CHUCBELTRD & ik 5,

In Pericles the impulse to hold the mirror up to nature all but gives

way to the impulse to create a moral vision.?®

1E -5 2BTBH Y »—D “The purchase [of the play] is to make
men glorious” (9) OSEIZERMBCOZEDOTEIC L - TA% “glorious” T
THES, by 2 VHEREBLIEETAL R TAEHETHAH, Per
icles \{TIXBUIIBRERBEVBHRINEGD, ! BRIEIZhOIHKET A LR
{, “flat” 2B AP L “presentational” /ZBHED S  DEEE2HEL 5 5,

“Flat” s A\IIBE—OEB S 2FTEE. M. 7 5 — R % —|3EHT 5 55,2
<9279 -X] OBFARIE—-DOBIZLVI LY s LAR—-OHKEE
T, ZORRBRIIZE2—AOBEDOAYZEANE T 2WEEL LT TR
&AM EMOBBOWHE UTRS, 2 RYJ Y —Xiddkicd~iz L H i
F ) 2 MERBVIEOMELZSAABEEETOICHLREETHSLT7 4 4
FHAR, FHRERL7 ) -V ZEDOMEZSA SN2BUSET, BFEgE
DA A FHRICR) 7 ) ~ZBBYI SN BHIRENT 1 4 4, BFRICE
WTHE 2 FA1E0 ) THd AR ZRLI B A< ) —FHROBRICET A7
PEA KR AR, AL TEICRET 2N 7 4 X 2N & &OHM
DEBIUBTAH IV 7 —-REV7H4 UDEBIN, BOMECER»ETE
U 7= FRHINE U T2ENREINZDICH LU EDHEOCEE2HTE
IES, B, TA~NOEAICED, #6555 “crownd with joy at last”
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(Epilogue. 6) ThAZ EDBEINS, COF Y R MECEBEEICHE S B0
FI3EEICCOBHRICET 2 XS5BT, BETIERL flat 2FEHAY
PR Licd h COEBEPBERIIHERT S,

HY 7 —I3BENBCORELIRT2TAL5 LB DEEPEBETS, * 18
DT UL ZORBE 2 BN L TRD & S icib~ 5,

Here have you seen a mighty king

His child, I wis, to incest bring;

A better prince and benign lord

That will prove awful both in deed and word.
Be quiet then, as men should be

Till he hath pass’d necessity.

I'll show you those in troubles reign,

Losing a mite, a mountain gain.

The good in conversation

To whom I give my benison,

Is still at Tharsus . . . (II. Chorus. 1-11)

Y 7=t U “better” “benign” “good” DERHPS AL, ZDEH
“necessity” H[I% “extreme hardship™® 2#EERT A LICI B L DHEM»25E 5
(Losing a mite, a mountain gain) OS2 ELUFTTHL OMNAMETH AL
& 2HEICT A ZOEFEITBEICHE AR LA R 2 5 0B TR A BICHW,
% code R{EFHAT AR IS, RV 7V -3 T RERETIABEL
THREN, ® fedhhsT3WELF U X FMEEHBICKET 2 E M2 i
OB s NEH2RERT 205, ZORRIBHICLZ LD TH b FM
WIEHRW AT LI hELEZTAWEL L TRAINS, 2% ki
BIALIZH Y 7 —OBHIIRBRICSAD code BT IR ARE| 2RI, #
STHERY 7 ) - R FEOYEICHT 2BEORE2BET 5, [V 2
) —X] OBEIZCOBVECIL-TRI 2 )V —-ZXDF7 2 v a 2L, Zh
SMODICF Y A NEGEEBOGRETH A REBET ADTH A,
4HI-SADHY 7 —DOETI 7Y — FIIHTABREORSA2EET 5,
V)T OFREOFELILEH S, ZMICBT 2B TRTRESB SR



“The monster envy” (12), “with envy rare” (37) ICHOLNTELDEG»E
BIETHELA T4 FOBETHRDL I LB 5,

And cursed Dionyza hath

The pregnant instrument of wrath

Prest for this blow. (IV. Chorus. 43-45)

24 FF 4 Fieftang “cursed” DEFFIL, HRHRF Y X MEERNT
HAL & #EKT A, “The pregnant instrument of wrath” (O “wrath” |34
TOEFR2EKRL, “instrument” (FFEIRICH SNIFELOBSTICL->T<Y
—FERELIIEMRTE ) 7 F4 L 2EBRT 5, ZOKIC “pregnant” L&
KREMPET T E2ERTIEFANM TN TS, COEBEBRICK 5B
AT FAFORABRERNTHS L, MILHADORHTHS T L 258
BRI 5, “all the graces” (9) 2HALNTVATY —F LT DEAFFAY
OXHUZT ) —F D7 7 v 3 VKT IBEOREAZEET 5, b <Y 2
V) -ZXAEEITEEEETAAYTH Y, FLOEMOMER S ICdd 2880
HOBHERESC I DOTH Y, HLIIh s ORBICKATHRRIL, RE254
bhd, FROT Vv 2 X203 TOWEOFRESDTH 5,

o —SIBENR) Y X, w414, ) —FOYEER RIIBERY
W ARDTHANIA2RENT A, £ T “So on your patience everm-
ore attending, / New joy wait on you!” D& OB HEIIBERICF U 2 MEHE
WEICHILIZEXYAE2T AL 5ICHEL, ZDH 5T7H5 “make men glorious”
(I. Chorus. 9) OEEXTHTHATLE2WETE.Y 47 7 — L DOEHEE%
BEVREINQIHIBEFAPRHES DT 7L 2 VORFRBRIIERT 5,

Iy 270 =] 3L ED LS ICHBRPCEEROER 2 CFATIINS
S, MEDOMICIRENSHELDSELET S, 72 4/5- ) VHEVEHET S
LOERY 7 ) ~ZIWHHFE L L THRDO TS 7 ) —F EOBRITL O H
PIESHED A EAMEOHESDOEDTH S, *® U UBRICERLERIL
FRY %279 —xX]13EEIC “wonder” 2L FHEEHTHY, TOHIKBNT
[RYZ Y —X] B 28D TH S,

“wonder” (DB % Oxford English Dictionary (3RO L S ITEHET 5,
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1. Something that causes astonishment
2. A deed performed or an event brought about by miraculous or sup-

ernatural power; a miracle

B “wonder” |ZHEEEPELNARERFATIILY AT EMEAT &
X D RRTIERY, ERICGERNREBE BB AONALETHE, TRY 2
) —=2] TIEBHAYH 7 E “wonder” ZAEBRL, WTFhoOHAIROVESS
Bzohd, 1EBX7 24482 EZ0OWMBFICHT N TIRIC, FAEHCE
ROTERESTIENIHLBB I AN - AR BE R E L2885 THS, 7
VEAFHRAEZDROIED “wonder” ThH A & 2l “Twas very
strange” (II. iv. 13) & RET S, 2EHIZ ) £ PRHICGEIHL TR
ADIBBI S EP—AOMTICEB 25158467, #$ “Tis most
strange” (III. ii. 24) &BN5BAS, TN+ Y E L OFAEVGHEEED D
F 2 A NTIEDY A7V (DT “wonder” THAB I L REWRTZ, 2O 2HD
AT “wonder” 2 RBITAENS T A= —~XE—~ADMTICREINTED,
BEIIZOBBRICBE LRV, L LRICHIT S 5 HI0BAIIEE EOAYIL
h T {EE S ‘wonder” kBT 5, ZODEDIEIL I ELOTICEIT S
NIROHRIFIERED 1 1 + 2 RHTHETH S, 3B 2B48THD b E
THEPENAEINS 3 H 1B THEIES RICE ATV D ICBEIZE
RIOFESE 4 4 OB TH A0 EPZEELE N, U LIS I3 20D H
DODRTHHLZHFTETHAH . BOFDHIEI HRIIF S OL/Z2ED
%,

Cerimon: Wrench it open: soft! it smells most sweetly in my sense.
2 Gentleman: A delicate odour.
Cerimon: As ever hit my nostil. So, up with it.
O you most potent gods! what’s here? a corse!
1 Gentleman: Most strange! (III. ii. 61 —66)

FRPERT A2t )32 BREBZH VS (it smells most sweetly
in my sense,” “[A delicate odour] As ever hit my nostril.”), Z1i3EH D

FL S RHEUVBRICHRAEED I 27 7 X b TIRED AV EHED 21



BEODEERLPHREIRA & 2HExH5, “So up with it.” THOEN
BbHbEFoh, et AMTEZoRKRE2E %, “O you most pot-
ent gods!” &\ 5 EEIZ Y T U BHOHIC—ADRAZBIICRBLIZC &
BPALICT S, ZRUT b 6T “What's here?” & R§5 , CHUIE
BHDOWILH % “What's there?” OV 2IRAFT 2 EDTHY, BEETETH
DO LHKBILBELZBMI G Y {-/ébﬁa.ﬁb'(“% “wonder” % it7
IEBMREH TS,

F2Hlde 1 A Y REOHKEETH S,

1 Gentleman: The heavens, through you, increase our wonder,
And set up your fame forever.
Cerimon: She is alive!
Behold, her eyelids, cases to those
Heavenly jewels which Pericles hath lost,
Begin to part their fringes of bright gold.
The diamonds of a most praised water
Doth appear to make the world twice rich. Live,
And make us weep to hear your fate, fair creature,
Rare as you seem to be. [She moves.])
Thaisa: O dear Diana,
Where am I? Where’s my lord? What world is this?
2 Gentleman: Is not this strange?
1 Gentleman: Most rare. (III. ii. 98 -109)

9971THMD & Y £ “She is alive!” OEFICEL £ TEREITI 1 1 F T
LTWABEERLTWA, U LT TRZAEOMEOEA»S (43-45)
“physics” & 415 “secret art” ALV ELDBEA A RHEET A EAND
PR OITHS ), - THEREZORBRIEC O 2ERT AHKETH S,
FEC Uz & Bbhiz B VAT 4 HEEGEHEEIC “wonder” Th 553, 100
TE»LI4TEIKES 2V E L ORFRAICHAV LN 2 EAORKIZ 21 1 H
&% “wonder” ¢ (b3, A4 FOEVEETESEPEIS> ELTWVWAE LR
HETABHTDH A0, BROBELAYELF, Bt RATALESE
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T B MEBEEL2E T L OIHIA 5 NWERNICZN S DFBEZED £ 1 1 3OMN
HHN CHNEBREO & I BRIN TS, *® FHIC “jewels” 1T “heavenly” (D
BRALM S HBERNEELSBICT A SN, RRIICE 11 HICEA5hT
WA, Y E LD “you seem to be [rare] " OHHII DL A 4 HDHBEK
MEEEZEY ELR 28D TH 3, - T OER TEHEI HEBFRICIF
TELUAIOE 4 4 HICHEER TIZEC Y AOEKEBEC Y >ohb 55
RARIDTH S, ZUTEOHKREDH S DBEERHED & D TH B RO
“wonder” 2RET A LITILA,

RY 2 Y)=XE=w)—-FOFXLAED wondrous LHFKEBTHS, ~A
DEENATF 2 - DEATH- 120 I OBEHOERICEBARNIIOE
TEREL &4, “wonder” ZFEXES, L LEEIC "wonder” 2 FEB &
AOIRESDEEDATIXEW, =V —F D “sacred physic” (V. i. 74) T
LoTRY 7 ) =X DBAMHEEA~ERY 585 & BEIC wonder 2B
2,3 5E1EIITHTRY 2 V) —XWBET 505, 2O BE3 A
RICEE D i & DRFER AR CEIC EMFHINS,

Helicanus- Sir,
Our vessel is of Tyre, in it the king;
A man who for this three months hath not spoken
To any one, nor taken sustenance

But to prorogue his grief. (V. i. 23-26)

Helicanus: You may [(see Pericles] ;
But bootless is your sight; he will not speak
To any. (V. i. 32-33)

Helicanus: It is in vain; he will not speak to you. (V. i. 40)

BEEDITI 2= 4 v aifioTOIRY 2 ) =X ET )&, K
NI A 2RE, BIZo40vhARETE 2254 ar2fFo08ITED
ABHRICERT 5, ZOBRIZEMMFICH BTV 5, 102fTH®D “What
countrywoman?” {ZHEF H 190 7B D~ Y — F D BENCE A 89fTHIC 19ED &



MRESFEINS ((HL “where were you bred?” |3163f7H & 1691TH T# h &
INB), 124TEHTRY 27V =3 = Y —F L4 4 HDELUCKINOTED
(“. . . thou look’st / Like one I lov'd indeed”) 14277H Tl =Y — FH»H
FOEBEF TS EIC (“My name is Marina.”) REPEETHA L
149FETHLMPICLTVADTH S5, COFBROBHE 2HBITKA S C
LRTRETH A, ¥—F —V iy v ) —XEBEEBOIC < ) - F O FER(F
CoElLTunsed~sg,

The resemblance which has stirred Pericles memory now in turn
stimulates his senses. He wants to see and hear more, and his aroused
curiosity leads him to ask questions that lead eventually to the discov-
ery of who she is. But there is a climactic moment before that discov-
ery, that moment at which Pericles wills to believe that the young
woman who reminds him so strongly of Thaisa is indeed what she
claims and what his own eyes and ears indicate her to be.

His pledge to believe is no mere rhetorical affirmation of her
honesty. It is a pledge to trust in appearances despite past experience
and the bitter knowledge that such trust makes one dangerously vuln-
erable. It will be this very act of trust—of chooing to believe in
another’s honesty, knowing that appearances may betray—that makes
possible his climactic discovery of the girl's identity. . . . It is the
will to believe that is crucial to Pericles’ recovery—the will to trust in

the integrity of another human being.%

Riz% ) Thhut~Y) —+OFANTI42{THOERBICE I h A2 THAH, LU
HLRY 7 ) DI ROBEREL A ERERL, ZOMEEFSOBHEHIX
FlEfHLIh T3,

Marina: My name is Marina.
Pericles: O, I am mock'd,
And thou by some incensed god sent hither
To make the world to laugh at me. (142-44)



Pericles: But are you flesh and blood?
Have you a working pulse, and are no fairy
Motion? (152 - 54)

Pericles: O, stop there a little!
This is the rarest dream that eer dulld sleep
Did mock sad fools withal; this cannot be
My daughter, buried . . . (160-63)

CORY 7 ) —XDIEEDEEIZRY 2 ) —Ihiw ) -+ EOFRCL->TA
FHSANEREYT 5 C LT 2BEORESRE T 2 BRE 2B ¥, 208
REZRHAN DI 2 HICEY, BE 2 COBE T 22dh 5 KB IBM
X435,

COBROBETESDIX, ¥ — -5 T 3 L5 Itz 20 ROER
THhs,

Pericles, however, is unaware of his wife’s revival. . . . This
gap in knowledge, the belief by two or more characters in conflicting
realities which govern their actions, is characteristic of the romances,
and leads directly to the unmasking or recognition scene which is the

meeting of the worlds of fiction and reality.??

XYY -XIERVRELZEHBL CE AV ERIIEELEML IoEER
BOWVEELUIBBOMATH -2 IR LAY ES~ERT 5, 2
17178 ® “Who is this?” [JZITH LY 7 Y — XHSEEBIHICE X D> T
AL EBEKL, 221f7H® “Give me my robes” |3 E & LTHHCDREEZH
DO E»2BRT S, CORERBIMIEELIZAZA5bDTHY, BF
HATIIRL Y 72\ wonder HEETHS—7, BEOHERMEx TS
BbDOTHBEDT, 51X 0 “wonder” 2REBEURBR2IBA ENTE S,
BEVEBAY L HIC “wonder” 2 IREET A HKEBEDOHE4HNIRY 7Y - X
EEAAVDBEETHS, CHUIFA TFBNET A Ltk hERUIHE
BEThoDAKLT, ORI OUBWMHEINREENS RV 2 Y -X] T
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3EHBOEINA 2~ BEERENS L LICk Y BEICHL I RTOHESR
DOBERICBARNIOFELERIE2HRETH S, 11 FOXKMPLE
BETENZ2BEOLOTHAS ), LLZOERBOMICEZEAY & #
ZLIRTEIRRBICH A & R A AED (“. . . she dies, help, gentremen!” V.
iii. 15) “secret art” 2 A+ ) ELDEESHIEEBOERICKE S HOD
NECLHhEBET A2D% R % (“Look, Thaisa is / Recovered.” 27-28), &
@ “wondrous” ISHIKE § FICHEDOHERZMIZTHDOTH S,

F5PNE 5 BIBDOSLA T FOBERTHE, RV ) —XE7 ) —FOER
ERY 7Y —XDAERAOERVEL 61 5 & TERIIBRESEIEL 2
LERERTIH, LORMOBFIZOHEBZHELIZEDTH S,

247 FOBBIIER NS . Quarto MICIZEE ZHTET 28R,
<) &) - “The music of the spheres!” (228) “Rarest sounds!” (230)
“Most heavenly music!” (231) OBREPENTWABEIIERICE R EHZE
INBDEPILED D 72 COORTHEEZMOTNS, ZOFEIZSG O EDD
ERPMSTBGPHERIES, ZRX 1B 1BICBI BT 24 4 1 ZADR
DEFTHE, 7—F U RTIX 6 THD FFICT * (Music) 7 DIERHBH 503
Zhd Quarto RRITIIRWL TS, LBLT L2448 2D “Music!” (6)
DR LN Y — XOICHT 3 EHFICE LN 2 HHO LRI KB A
HRINADEDIERD Y R IBOBE L EEPETIOIT 5,

Pericles: You are a fair viol, and your sense the strings,
Who, fingerd to make man his lawful music,
Would draw heaven down and all the gods to hearken;
But being play'd upon before your time,
Hell only danceth at so harsh a chime. (82-86)

BEIb5B1IBOFA 7 IOELE 1B IBOT 24 45 RAOEOEBIINL
BRICH B, 44 7F IR EOEEICY > TEMS N AF & BRI E%KY
BOIEHLT L2440 ADRIBREFICS - TREBINIBFORELZERT
B W-TSHIBIIBIALATFOFBEIRNV I ) —ZADT 244+ H A
DIB~ORIFICIEE AFRFEOERAL, BIH~RY 27 ) — XOBIR & EO KRR OBER
DPREBLIZCE2ERT S, BREORESEZEDLORICENTHEINAIT
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EINTHRBEICHLE 6NAT s, UL b BERDELETH 2 LEICE > THEL
LA EIZBRICHRD “wonder” #5135 TH59,

LIk wondrous 7gHISRE iR < L e L DOPE I wonder & wondrous
DFFEDE DKL & presentational LEFRILL > THAILTLHN S,

[~ 29X BT wonder DFF/IX5E (I. 1. 75; II. ii. 7;
II. ii. 28; III. ii. 98; IV. Chorus. 11), wondered (DEEIX 2 & (I. iv.
25; II. iii. 63), wondrous MEIX 2 8 (II. v. 36; III. ii. 53) WL 6
%, TN 5 DFEIX wondrous IZHKENRAET A LB COZEOERETH
HLEBERT A, 18 HBUIR~IZL 51T presentational /s BRI TS
LOMAROETH ZEH XY, BEIK verisimilitude DHKEELZERT S LT
& »TJRBICY B, Presentational LEEDPED2THIH Y » —I3FEE LD
AR BEORITHAOEICRHEAOER2ERT LY, ZOMEHEEDOER>
RxEH M

Y 7 —1X1330FEEICE T NI408FEEBICT UNEATH 2 BRI H
5 OERBEML CTOARBEIRI /SN, 7Y > — HEDSHELEOBEDORRDA
MTHAELE2ETED6THS,

From ashes ancient Gower is come. (I. Chorus. 2)

“Ashes” |34V 7 —DBRICFEZ TH A T & 2B S ITL, “ancient” |XEH518
FIWESTOIIATHAT E 2HAEICT S, FitH Y 7 —id T tell you
what mine authors say” (20) & RRTHEZEOHR L BROMBDBICH 585
ROz h kT %, IR ) - XOYEIBEEPETIHA L IZEED
BEITE - BRI DN TBEDADE S 1IYBROTH 5, COREHF L
EOWARORBHDSD 2129, REMHBDLZOME TH 5 verisimilitude 23
iﬁ?éﬁ%meuﬁbi@w%ﬁtmbdweﬂfm%énéiﬁéﬁgu
EHAICRIBNACENTELDTH S, Y L TNoDdh A 8WBEH
DA LIIBREOEEZREIRE, ZO/FETIRY 7Y —-X] 12FICEE
HEL 2R E T A0~ ZABEOTH A, * BRIZ RV 2 ) -2 #R3C
L ) BEOHEEMA 2 XET 28E0 6 BRI h, BVEHT I HFICGE
RKRTEDTED, /—Ru T« 7543dHARNEWVHDY 5 BHFICE
SRBRHOC LI VBERIEET I ENTE S NS,



We have already seen how Shakespeare deliberately chooses incredible
plots and emphasizes the unlikelihood of his conclusions. The drive to-
ward a comic conclusion is so powerful that it breaks all the chains of
probability in the plot, of habit in the characters, even of expectation
in the audience; and what emerges at the end is not a logical consequ-
ence of the preceding action, as in tragedy, but something more like a

metamorphosis.®

LOEZGOREN e~ ZABIVEEICE A % ‘delightt THH ‘rapture TH 5,
HY 7 —iIfHD presentational LR E HICBHEN COEEEEBRT I L,
BIHE-STERLULOICE b S THREIGIE Y ANBWIEAHRICGERC &
RAREICL TV BDTH 5,

HY 7 —3ETYERELCLOBRPBEICRT, D > -DFEH, R,
ABHOWEIISEIC L - TEAZ EDBRAEARER 2L »ICT S, NT —
RHERET 5 L 5 BB KRN 2 ER 2 5 A THEICEEICSI 3HPLPERX
HAEM, ® BECOAMKETI2EEFRNEI T 7 v o L 2ERIE S, BHEICL
BB VEEL D AORBOBMICRESN, THEYFORLSZHOHAS
KRBT HBEOME—DORSE LU 502 ICBINBRIRE T 0D
5ThH3,

U UEATBIIE I RINAT EILI hELNAEHICKEER2EA 5,
1R -7 ZAOBHEDIITTH Y 7 =13 27 ) — XOYEISECBED HIE
DOBNIZbDTHAT L ZHLPICT S, TRV 7 ) -] OFEMETH 5
I 25058 BEPIOEEHICELNIERTHEDAIKLT, T0D
B9 2BOER) IBEFOMELHMEE LTS, #-TRYV 2 Y —=X0D

EIZELSEOMESD TH A55, “It hath been sing” (5) DEEF T
HlTZhrmo LN TOAB T & 2EHRL, “To glad your ear, and please
your eyes.” (4) FIZROBFEX L OBV BREIKBNTE AL 2BIEE, &
PARICEN 2B A DN PEREL TR ERBRT,

If you, born in these latter times,
When wit's more ripe, accept my rimes,

And that to hear an old man sing
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May to your wishes pleasure bring, (11-14)

HLICYREDE D 13 H AR UCHIAL, HAREATRT TS, #v 7 —13CD
3D EEY 2 R OH R 2 H 0O ER & W ORRTRBLYT 5,

. . I might
Waste it [my life] for you like taper-light. (I. Chorus. 15-16)

Now our sands are almost run; (V. 1. 1)

% 12 “Little more, and then dumb.” (V. ii. 2) ¢ BB ELIRLHYPED
KT EFCEDPTBROMRAMEFAEOHRANEL L 2HLDICT S, TDL
DB —EORBOMATESNAIDTH HH5, ZHUudRhBELUTELN,
BoNABICEGPESTHEFRRELEY, INFELHCHIZEALLDTH S,
S5EIZTHEATHIIRY 7 ) —XIHUIRD & 5 icbN 3,

Diana: There, when my maiden priests are met together,
C ] before the people all,
Reveal how thou at sea didst lose thy wife.
To mourn thy crosses, with thy daughter’s call

And give them repetition to the life. (240 -44)

NRY Y )= E ) —F RIS EE R A 7 F I A BRATRIER S
UTEALHIICHUAESETH A5, “call / And give them repetition to
the life” OFRBUCEBL Tw—Y a3 Y » ¥ —N—ZRD L 5 1Lk~ 3,

It is interesting, however, that she uses the cumbrous phrase “repetition
to the life” to mean “lifelike recital.” The phrase suggests the possibility
of a hidden ambiguity, “repetition, so that their lives might repeat or
revive.” We should also note the emphasis on telling, on the repetition
of the tale itself. Marina has already recapitulated it in abbreviated,

mythic form. Diana here urges Pericles to “tell his dream to the



onlookers, and to “repeat” his story at her shrine. He will in fact do
so, in the final scene which brings about the restoration of Thaisa.
When we add to this the fact that the entire play is told to us in adv-
ance by Gower (and once again act III by a dumb show), it becomes
evident that the act of telling, the created fiction of the tale, is of con-
siderable significance. The fictive quality is calling attention to itself,

as the poet reflexively examines the nature of his art.*’

PIREREACLIIYELPFEIRELETHY, BEohrPHBIFBOMASNS
RO AIBICHEM 2B ATEELBATHNAIDTH S, [RY 2 ) —X] il
BlitHV O Nz F, REl, flae 2BBAPREAL, 7 28— ) 08
“This Great Miracle: Pericles” |C3VCHMICHRL 2 L5 KHBR 2 H 2 E
1T deja-vu ZREBESEAFEEPZATNS, N2 - VsV EIDHES
& 5 Z 7T “mouldy tale, Like Pericles” » #t# L 1245, #iBix “mouldy” Tdh
NIHABE—BRY 7 ) -~ XOWEBEOKEEGHERAINIDTH S, ¥V 7 —
X 1% a2~ 5 28T “Et bonum quo antiquius es melius,” & R~ 2% & 5
KERBFERPEDDPL I 2BEICRL 385 T LIR3MEBOKEE 2R T DITH
LEDTHB, Y2 A7 RAETIEY %o PDIEERTRD L ) 1IN TWN 5,

Why is my verse so barren of .new pride?

So far from variation or quick change?

Why with the time do I not glance aside

To new-found methods and to compounds strange?
Why write I still all one, ever the same,

And keep invention in a noted weed,

That every word doth almost [tell] my name,
Showing their birth, and where they did proceed?
O, know, sweet love, I always write of you,

And you and love are still my argument;

So all my best is dressing old words new,
Spending again what is already spent:

For as the sun is daily new and old,
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So is my love still telling what is told.*

FNEHINIIBEICL - TBICEELNIIB2H D C LB ZDEBEOAREHDIEL
Lisn k5, HEBOREBTEEGZAVTEBICI CHONTIWEERES C
&b, ZOYREEICAEMEEALDTHS

v

[RY 20 =X 2B THY » —ZOYEEOETTR E LU TFHB ETHEL
LNV ELFHEL, OHKEOERE L8, BHABMOIER, &5
BEILPNTWAREZHSL DICT AREIZRIZT, Chick > TEEIIYEED
EHRMIGETLUTWA L E2HRL, TEROEEHOZR 2EEL TEL
PIBHOBEEIUA T ENTREL 125, HY 7 ~ 3T ZQVREEORBED itk %
RY, LS LOMFARIIREOREOMA TH ST & 27RT & [ARKICO)
BEE PR+ U 2 MGEEBICET AEI 2B 5 L5 BT, Thitd-»T
BHZEIT “wonder” ZEERL , I 2S5 LDEREE 185, BRICH D »
—IZOERE IS T EDVE LN AMEBIKEDEREEA AL THEL
ERRT, INGDOREIZEIZTHY 713 TRY 21 —X] RBOTHEBIN
FHEROTII S A EICRAROBHEADEDTH A,
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widespread popularity. The late fifteenth-century Conversion of St. Paul illustrates the
technique. There the Poeta intruduces and recapitulates each scene, apologizes for
break and leaps in the action, but most importantly, acts as moral interpreter to the
audience. . . . In this conspicuous element of his role Gower is closer to the

medieval Poeta, and in his constant moralizing over the action he presents,



Shakespeare deliberately preserves his identity as a child of the Middle Ages, Chaucer’s
“moral Gower.—Felperin, pp. 145-46.
-2 = b LN EAROERZANTNS,

When the play is over and we have reflected upon those four tempestuous times,
we should be able to perceive that the play itself is a complex emblem. As a seqence
of “speaking pictures,” it has celebrated love’s restorative power in a fallen world.
Beset by mischance and by human depravity, Pericles never relinquishes his faith in a
purposeful universe. What had seemed for a time to be the work of the blind
goddess, or to be evidence of divine indifference, is finally confirmed for him (and re-
vealed to us) to be proof that the heavens are just.

To make sure that we do not miss the moral content of his sequence of “speak-
ing pictures,” Shakespeare provides us with a guide in the person of Gower.—Pet-
erson, p. 72.
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This brings up another feature of the play also unprecedented in Shakespeare:
the way characters are in the habit of moralizing upon their own and one another’s
conduct and speeches. Although it is second nature to Gower, he is by no means the
only character who bears this peculiar relation to the lines he speaks.—Felperin, p.
151.

25. F. D. Hoeniger, the note for II. Chorus. 6.

26. F. D. Hoeniger, p. Ixxxi.
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Pericles celebrates the triumph of a constancy that is neither stoic forbearance
nor, as one commentator has objected, mere passivity. Pericles’ constancy is a ready
acceptance of what time bestows. It is a readiness to endure adversity when there is
no alternative, or a readiness to act when the time is ripe. For time is occasion, as
well as duration, and tries man with opportunities for choice which may decisively
shape the course of future time. It derives its strength from the conviction that de-
spite all appearances to the contary the heavens are benevolent and just, punishing the
guilty and rewarding the good, and from a human love, grounded in trust, that is an

“‘ever-fixed mark / That looks on tempests and is never shaken.” Its triumph in the
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cycles of individual lives is the renewal of “the lines of life.”—Peterson, pp. 102 - 03.

28. When he asks “who to thank, / Besides the gods, for this great miracle” (V. iii.
57 - 8), Pericles explicitly calls attention to the dramatic antecedents of his play, for
what we call “miracle plays” were in their own time called simply “miracles.” Pericles
beatific audition corresponds, with a difference, to the conventional ending of the
miracle plays in which the saints or the enlightened is translated to heaven to the
accompaniment of angelic choirs.

The difference is that even though Pericles hears that music he does not die a
martyr’s death. He is not St. Pericles, nor was meant to be. He is revived by
Marina,s sacred physic,” just as Thaisa is revived by that of Cerimon, ‘through whom
the gods have shown their power.” (V. iii. 60) Both of them are ‘saved” from death
in a romantic but not in an explicitly Christian sense.—Felperin, pp. 168 - 69.

29. “Always in Shakespeare riches (gold, jewels, rich clothes, etc.) have two possible
meanings: they may be shown as in themselves deceptive or they may, by metaphor,
be used to reflect an essential good.”—Knight, p. 49.
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30. “The scene in which Pericles and Marina are reunited is a moving celebration of the
trust that in Shakespeare’s view is essential if men are to live as members of the
community of man—of the need to believe in the integity of others even though one
recognizes that such trust makes one vulnerable.”—Peterson, p. 101.

31. Peterson, pp. 99-100.

32. Marjorie B. Garber, Dream in Shakespeare: From Metaphor to Metamorphosis
(New Haven: Yale University Press, 1974), p. 154.
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Diana is the tutelary goddess of the Last Plays. She stands for that chastity
which puts its seal on romantic love and which is a reflection of the Virtue that con-
trols and transforms ‘base affection’ in the Arcadia.—John Danby, Elizabethan and
Jacobean Poets: Studies in Sidney, Shakespeare, Beaumont & Fletcher (London: Faber
and Faber, 1952), p. 99.

34. “One aspect of Gowers role is like that of the manager at the beginning of
Sakuntala or Faust: he reminds us that this is a play, and the effect of the reminder
is to shatter the framework of the play and lead us inside it. But the contrast with
the prologues in Jonsons plays strikes us at once. In Jonson the prologue, whether
monologue or dialogue, is designed to awaken our critical faculties. Gower is an aged
figure recalled from the dead, like Samuel by the Witch of Endor; he stands for the
authority of literary tradition; he is himself dependent on still older sources, and he is
there to put us in as uncritical a frame of mind as possible.—Frye, A Natural Per-
spective, pp. 31-32.

35. “The object of romance was to suspend the critical faculties; the audience was
meant to reach a state of ‘delight’ or ‘rapture’ in whichthey were ‘charmed, a state of

being thoroughly immersed and totally overwhelmed.”—M. C. Bradrook, p. 188.

“The narrative structure is carefully preserved by the choruses of old Gower who at
intervals tells so much of the story, then asks the audience to witness one piece of it
in dumb-show, and see another in full theatre.
The Lady shrieks and well-a-near
Does fall in travail with her fear;
. And what ensues in this fell storm
Shall for itself itself perform.
I nill relate, action may
Conveniently the rest convey; (III. Prologue. 51 - 56)
A tale, an old tale, and a tale full of wonders; Pericles asks not for belief but for dis-
belief; it asks the audience to enjoy it as make-believe and not to mistake it for an im-
age of what has been or what might be. It is simply ‘a story’.—Philip Edwards,
Shakespeare and the Confines of Art (London: Methuen, 1968), p. 140.
36. “The romance is nearest of all literary forms to the wish-fulfilment dream

."—Northrop Frye, Anatomy of Criticism: Four Essays (Princeton: Princeton Universi-
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ty Press, 1957), p. 186.

37. Frye, A Natural Perspective, p. 124.

38. “We wish for the explanation speech alone can provide . . .—Howard, p. 90.

39. AT 2BOLM] (Confessio Amantis) OMFIIHFHERORFL2EBahizL,
AU - BT 2BOLM) (BFHEHER, 870, BEEK, 1980),

40. Garber. p. 156.

41. William Shakespeare, “Sonnet 76,” The Riverside Shakespeare, ed. G. Blakemore
Evans, Harry Levin, et al. (Boston: Houguton Mifflin Company, 1974).

42. Judiana Lawrence |3 Cymbeline DG b RRETH A & 38X%, “Natural Bonds and
Artistic Coherence in the Ending of Cymbeline,” Shakespeare Quarterly, 35(1984),
440-60 MBI NI,
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Summary
The Functions of Gower in Pericles

In Pericles, Gower tells us what comes next. By doing so, he supplies us with the
knowledge about the things happening between scences, and thus shows us that things
are happening in a chronological order: what are happening now are the logical effects
of past occurences. Gower also tells us the locality of certain scenes, who are involved
in them and under which circumstances they are placed. This helps us focus our att-
ention to what we really need to hear and see in the scenes. In other words, Gower
controls our attention and our understanding of the scenes.

Gower is a presentational device. With other presentational devices, such as flat
characters, ritualistic scenes, internal audience and dumb shows, Gower succeeds in dis-
tancing the world on the stage from the world where the audience lives. He makes us
stay aware of the fact that what we are seeing on the stage is a fictive world. This
enables us to accept “wonder” and enjoy the wish-fulfillment. Being freed from verisimili-
tude and the rules that control our reality, we can play in a dream world.

Gower also leads us to see scenes as emblem pictures. He shows us that we must
interpret scenes in order to get some moral lessons which fit Christian moral views.

Finally, Gower makes us realize that though stories are told during a limited time,
the act of telling gives stories immortality, as a story teller can give life to stories
whenever he repeats them.

In these ways Gower functions in Pericles. He is not an additional figure in the
play but rather he is essential to the play.

(Received April 8, 1985)
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