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Performing Away: Cressida as a Performer

SHIMIZU Akiko (清水晶子)

Introduction: beholding eyes

Troilus, farewell! One eye yet looks on thee,

But with my beart the other eye doth see･

(V.ii.106- 7)…

Troilus and CresSida is unique among

Shakespearean plays in its relationwith the sourcesI

The possible sources are said to be Caxton, Lydgate,

Chaucer, and Homer. I am not golng tO dealwith the

complicated and perhaps insoluble problem of

concluding the exact sources here, but at least it could

be said that when he wrote this play, Shakespeare had

two main stories which would form the two subjects, or

the two malnPlots; the tale of Troy, and the love story

of Troilus and Cressida. The formermight be drawn

from either Homert2㌧ caxton, or Lydgate, orperhaps

from more than two of these, and the latter from

chaucer (and Henryson)'3㌧ lhoughno source can be

fillally confirmed.

Whichever the exact source was, it seems to be

granted that both of the stories were widely known to

the Renaissance audience, and thatwill be enough for

the argument I am going tO Present here on the relation

between the play and its orlglnalnarrative. The play

follows the orlglnal story at least in regard to the plot:

Troilus will make love to Cressida, Cressida will be sent

to the Greeks and will betray him, Hector willらe killed

by Achilles. This was so familiar to the audience that

the dramatist could even start the play from the middle

without detailed explanation of the cause of the war and

could end it without the descriptlOn Of , and yet with

full suggestion of, the death of the main characters and

the fall of Troy:

Prologue:　…our play

Leaps o'er the vauntand firstlings of those

broi】S,

Beginnlng in themiddle, startlng thence away

To what may be digested in the play･

(Prologlle, 26- 9)

If `Beginnlng in the middle' might be a kind of

commonplace especially in a play on the TrojanWar'4㌧

still the feature is worth noticing because no other

Shakespearean play shares this partial presentation of a

long, well-known storyL5)･ Also, as R･ A･ Foakes points

out, thoughthe story of the history playsmight perhaps

be as familiar to the audience as th･e story of Troy, taken

together, they show the whole story and never assert in

themselvesthat theywill `【Leap] o'er the vaunt and

firstlings of those broils'. By contrast, the prologue of

this play even expressly points out its own

iTICOmPleteness, which shows its clear consciousness of

the fact that it is based on an established story.

The story of Troy was not only fictionalbut also at

the same time could be regarded as historical･ It was not

historical in the sense the story of the Tudor royallines

was historicalm･And yet, it was in a sense historicalin

Renaissance England, for at the time it was believed (or

partly believed) thaHhe descendants of the Trojans had

laid the fouTldation of Britain. Therefore, lust aS the

history plays could not show entirely false events which

would contradict English history, So this story could not

be changed in its general　course of events･ The

unchangeability mllSt have been increased for the very

reason that the story could not be backed up by any real

evidence. Linda Charnes turns our attention to legends'

requirements for naturalization and realization;

The legendary is the site at which the
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se】f-consciously fictional slides ir)to the

山naturalized" ㍑real". As that which refers to

something presumed to be "reality", the legendary

elides the space that ()rlglnally existed between its

own constructedness and that "reality" to which it

refers, thus imposing Its Values as orlglnary rather

than derivational.M'

It is true that the story of Troy and of its descendants

making England is fictional, bllt, Or rather,all the more

for that reason, the story must be historicized and

naturalized by being regarded as historical. Belief in the

legend was needed to support its effectiveness as the

origin of T)ationalidentity. The legend of Troy could not

be changed in the way you can change a mere fiction.

Most of the characters have to fcIllow the orlglnal

figures from the sources ir) their action, because of this

prescriptive force of the sources. It is impossible for the

Trojans to suddenly give HeleT) uP tO the Greeks or for

Cressida to be true to TroilllS, Or for Hector to beat

Achilles, for that would go agalnSt the orlglnalstory of

Troy. It is true that Shakespeare's characters do not

reach the )egendary greatr)ess of the or)glnalfigures. Or)

the contrary, Shakespeare emphasizes their foolishness

or vulgarlty While observlr)g the orlglnal course of

action. Thersites, an abusive rai】er in the Greek camp,

helps the audience realize the ignominious nature of the

Greek generals. The fact that the Trojans have no such

railer as Thersites may be regarded as further evidence

of the dramatist's awareness of the coercion of legends:

he saves the Trojans from being criticized too harshly.

Sti】】, their foolishness is stressed alld criticised. Not one

character cal】 escape the defolmatioll and vulgarizatioll,

which are apparent一y intentiona).

However, no matter how deformed the characters

are, stilHt is necessary that they should be seen as Lhe

chaTaCLe775. Troilus on the stage can be Lhe TroilllS,

Cressida be Lhe CTeSSida, as long as the audience see

them as such. Examlnlng the Greek word Lhia, Barbara

Bowen suggests the commonness of war and theatre as

that which has lo be Seen. The word means `a seelng'

ar)d `that which is seen', and is related both to the verb

LheLiomai and Lheore'0. The former verb `is the normal

verb for viewing "as spectators, especially in the

theatre"', and the latter means H`to look at, to inspect or

review soldiers"州･ she argues that `【the fact】 that war

is a spectacle in the same way a play lS a Spectacle -

it must be viewed in order to take place - seems to be

the perceptlOn behind themilitary uses of the term in

Greek'･ Since a theatrical piece `must be viewed to take

place', the characters have to retain the attention of the

audience in order to be themselves.

So the underlying problem for the characters )S,

whether they are consciollS Of it or not, the problern of

optlCS, Of the beholding eyesIM'that have a power over

those who are beheld. The power relation does not only

exist between the audience and the characters, but

within the play, among the characters themselves. In

TT'Oilus and CTeSSida, the beholding eyes of others form

and confirm the ideT)tity of the characters. The heroes

have to achieve honour by being seen, as Hector's

challenge to achieve honour `in view of Trojans aT]d of

GTeeks'(I.iii.272) suggests.

The most striking example can be found in the

words exchanged between Ulysses and Achilles in Act

III. Scene iii. Hearing Ulysses say that no man can

know what he owns Abut by reflection'(Iu.iii.99) from

the others, Achilles answers:

The beauty that is borne here in the face

The bearer k】10WS not, but commends itself

To others'eyes;　　　　　　　(ⅠH.iii.103- 5)

Achilles is here saylng that one cannot know what one

has without having recourse to others' oplT)Ion

However, Ulysses immediately stresses that what he

intends is not that one knows, but that one can become,

one'S self throughthe applause:

no man is the lord of anything,..･

Ti11 he communicate his parts to others;

Nor doth he of himself know them for aught,

Till he behold them form'd in the applause...

(ⅠⅠⅠ.iii.115- 9)

A man can begiven a formal existence only after he is

applauded. Therefore, before the applause, he does not

exist as a man in this society; he has, and he is,
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nothing I)I This TneanS, in Achilles'terrns, that a mar)

cannot exist as a man unless he is seen by the evaluative

eyes of others.

Female characters are also needed to be beheld and

evaluated in the play. Their value is given by beir)g

desired･ Troilus compares Helen to a commodity, a

frequent way of referring to women in the play(`We

turn r)Ot back the silks upon the merchants / When we

have soil'd them.･･'lLii. 70- 1). Helen is `a pearl /

Whose price hath.･･ / turn'd crown'd kings to merchants

(II.ii.82- 4)'. He uses the same image for Cressida:

Her bed is India; there she lies, a pearl".

Ourse】f the merchant.=　　　　　　(Li.100- 3)

Here, Cressida is nothing more than what is passively

beheld and evaluated by male merchants. While male

characters are at once the beholder and the beheld in the

play, she is stuck to the position of the beheld. She must

be beheld by Troilus to be Lhe Cressida, the object of

Troilus'desire. Many critics have shared this polnt Of

view, whether they feel sorry for her in her position or

blame her for hurting Troilus by finding another

possessor, or another beholder, for herself'2㌧ However,

Cressida's role in this play lS aPParerltly different from

that of Helen･ Helen is nothing more than a pearl which

needs to be seen and evaluated. This 'Nell'in the play

is not so much a beautiful queen who naturally charms

her admirers as a `whore'who coquets with her lover.

Sheknows she is formed in her lovers'eyes, and,

instead of trylng to get free from her lover's image, she

tries to retain it: She does noHry to disturb the power

relation between the beholder and the beheld. On the

other hand, I think, Cressida does disturb the power

relation in the way r)o other characters can, forall her

coquetries which make her appear to be a sister of

Helen. In this essay, I wollld like to show how she

succeeds in being seen as, thus being, Lhe Crissida,

while escaping the full subjection to the beholding eyes.

Mimicry

ln order to be seen as, and ths to be themselves,

the cbaTaCterS in the play have to imitate those
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characters of the legend of Troy･ When one person has

to imitate another to be oneself, his or her identity

depends on the imitated. In this sense, it seems that the

imitated, being independent, has power over the

imitator who is formed through imitation. However, this

power relation does not hold in mimicry, which is

undoubtedly a kind of imitation.

BefoTe gOlng On With my argument, I would like to

distingllish `mimicry'from `imitation'･ In my argument

hereafter, I would like to imply a complete copying Of

the model by the word `imitation'. When someone

imitates another, the imitator is doing exactly as the

model does, or at least tries to do so. On the other hand,

i would like to use the word `mimicry'to refer to an

imitation meant to be funny, critical, or even satiricaL

We can say thatmimicry 】S, in this sense, a kind of

performance. When one mimics another, the minimum

requ】rement the mimic has to fulfil is to make the mode】

recognizable･Aslong as those who see themimicry call

u】1derstand who is mimicked, it does not matter if the

mimic deforms the models or exaggerates some of their

particular aspects. The mimic does riot have to do

exactly as the model does; oHather, what be or she has

to do is to go a stepfurtherand do what the model

never does but is rlear to doing. Inmimicry, themimic

has first to see the model and picks out some aspects of

the model, then shows to the audience the aspects he or

she has picked up with some defomation added. A】l

that the mimics show are their own image of the model

based on their limited sight. Instead of trying to show

the models as they are, a mimic tries to make the

audience see the mode】s through his or her own eyes.

This is why amimic has power over themimicked.

Though physically lt is the mimic who is behe】d by the

audience, in fact he or she guides their eyes and

becomes the major beholder, reducing the model to that

which is beheld. On the other hand, there is nothing the

mimicked can do about it. Once themimic presents the

model's deformed image as mimicry, which is at once a

kind of imitation and a kind of performance, the model

cannot avoid the eyes turned on him or her self. The

model cannot help being formed into the image

re-presented by the mimic.

The play shows two scenes of mimicry, in both of
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which themimic is at an advantage over the one who is

mimicked. Thersites makes full 1lSe Of this power of the

mimic when he shows `the pageant of Ajax'(ⅠⅠⅠ.iii･271):

Patrodus: Jove bless great Ajax!

Thersites: Hum!

Patroclus: I come from the worthy Achilles --

TheTSites: Ha? …

Thresites: If tomorrow be a fair day, by eleven of

the clock it wi】】 go one way or other.

However, he shall pay me ere he has me･

Patroclus: Your answer, sir.

Thersites: Fare ye well, with all my heart.

Achilles: Why, but he is not in this tune, is he?

Thersites: No, but out of tllne thus.(III.iii. 279-99)

Perhaps Ajax is not as te汀ible as Thersites suggests.

However, Achilles,andalso the alldience who see the

play, cannotknOw the real behaviour of Ajax with

regard to this matter_ All they know is how foolishly he

behaves when the Greek generals falsely praise him(Jh･

On the analogy of whaHhey know about him, they may

suppose that Thersites's performance has some basis in

his real behaviour, thoughit is a little exaggerated. Thus

having accepted Thersites as amimiC, his audience see

Ajax throughhis eyes. So thollgh Achilles can hardly

believe that this is how Ajax has really behaved, he can

only ask `he is not in this tllne, is he?', as if he were

waiting for Thersites's affirmation that Ajax is `in this

tuneヲ. Ajax, who is not on stage ( aTld he is not on stage

physicaHy in this scene), cannot make the audience see

what he really is. Though it is hethat is seen through

the eyes of amimiC, he cannot be truly beheld while the
`Ajax'created by Thersites catches everyone's eyes.

And because they are living in the world where a man is

`formed'under the others'eyes, this implies that Ajax

cannot help being formed as 'a monster'(IIIjii.263) that

Thersites shows. Sinceal1 eyes are turned to Thersites'

image of Ajax, what is formed in the name of 'Ajax'is

only this deformed figure.As　Ulysses says, 'The

present eye praises the present object'(Ill.iii. 180);

Ajax cannot get rid of his present iTnage Created by

Thersites, thoughit is in fact orlly a re-presented image

of 'Ajax'.

However, the characters of the play cannot make

direct use of this power of themimiC･ h is because

Thersites does not care if hismimicry offends his

audience that he can freely Te-Present the deformed

image of Ajax. On the other hand, it is not easy for the

characters as a whole to deform their models, the

characters of the deep-rooted legend. Here, We had

better turn to another scene of　mimicry. Ulysses'

mimicry in Act One, Scene Three is far more

complicated than TheTSites'in that this can be called

mimicry of mimicry. Ulysses describes Patroclus, who

mimics the Greek generals, and be a一so describes

Achilles, who is the audience of Patroclus'mimicry.

Since here he does not perform how Patroc】us actually

mimicked the generals but only describes it in words,

We can say that the power of Patroclus'mimicry lS not

so strong as we have seen in Thersites'case. However,

it still includes a sense of mimicry, and the power

exists. In this scene, if Ulysses only had described

Patroclus'mimicry, then it wolユld have implied that he

merely imitated and reproduced the　mimicry-　This

would pllt him in a delicate position in front of the very

generals that aremimicked. So, he tries to make it clear

that he is not in conspiracy with Patroclus, that he

disagrees with Patroclus about how they should see the

generals. He does not forget to blame Patroclus for

imitating the models so insufficiently in his 'fusty stuff'

(Ⅰ.iii. 161):

lPatroclus] Breaks scurril jests,

And with ridiculous and awkward action,

Which, slanderer, he imitation calls,

He pageants us...

... like a strutting Player "..

[The pageant of Nestor is] done, as near aS the

extremest ends

Of parallels, as like as Vulcan and his wife;

(I.iii. 148-52, 167-8)

By the blame he puts on Patrodus, Ulysses shows that

his descrlPhOn is a kind of mimicry, not imitatioT), Of

Patroclus'mimicry･ Thus he invites the generals who

aremimicked by Patroclus to become his audience and

see Patroclus, who is nowmimicked in turn, throughhis
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own eyes･ Moreover, Ulysses brings in Achilles, the

audience of Patroclus''ra･:_Cantン, into hismimicry so as

to emphasize that he is not one of the audience who

laugh at the generals･ Since the eyes of Patrochs'

audience are to be turned to the mimicked generals,

Ulysses, whose critical eyes are tllrned to Patroclus and

his audience, cannot be one of them. Thus assuring the

generals that he is discontented　with Patroclus'

mimicry, Ulysses seems to have successfullymisled

them into believing that his criticism is directed only at

PatroclllS and Achilles; Nestor has no dollbt about

Ulysses'words andwillingly joins him in crltlCISlng the

two:

And in the imitation of these twam,

Who, as Ulysses says, oplnlOn Crowns

With all imperial yoice, many are infect.

(i.iii.185- 7)

I have said that Ulysses `misled' the generals

because his criticism is in fact directed at them as welL

Ulysses certainly does mimic Achilles and Patroclus,

but in hismimicry he deliberately retair)s the debasing

descriptions of the generals. Undoubtedly it would have

been possible for him to have criticised the two without

lengthy description Of the re-produced images of the

models, but he spendsalrnost as many words on them as

on the Criticism of the two:

StlCh to-be-pitied and o'er-wrested seeming

He acts thylAgamemnon] greatness in; and when

he speaks,

'Tis like a chime a-mending, with terms llnSqtlar'd

Which, from the tongue of roaring Typhon

dropp'd,

Would seem hyperboles.　　　(Liii.157- 61)

h his description, we can hardlyknow whether it is the

model, Agamemnon, or his deformed re-production

who speaks like La chime a-mending'. Healmost even

admits that, when Patroclus mimics Nestor, what make

them lalユghare the `defects'On the model's part, not the

deformation itself:
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And then, forsooth, the faint defects of age

Must be the scene ｡f mirth, to cough and spit,

Andwith a palsy fumbling on his gorget

Shake in and out the rivet:　　　(Ⅰ･iii･172- 5)

No doubt,.his audience would believe that this is how

Nestor really acts, and that themimic's fault lies merely

in making fun of the old man's defects･ Pretending that

he is only critically describing how Achilles and

Patroclus insult the generals, Ulysses cunningly

succeeds in degrading our image of them･ By describing

mimicry, he succeeds both in re-producing a deformed

image 0f the models and in showil唱that he is not to be

blamed for the distorted imitatioTl. In other words, he

succeeds in bringing abollt an imitation without being

completely subject to the imitated.

This seems to be a good example for the characters

of the play to follow. However, they have to go one step

further_ ThemimiCs can easily change their positio71

from that of the beheld to that of beholders, for their

audience are not waiting to equate them　with the

models. Achilles does not think that Thersites is Ajax,

nor do the generals identify Ulysses as Patroclus. On the

other hand, the audience of the play are ready to

identify the characters as Lhe characters of the famous

legend. This makes it difficult for them to take a

beholder'S position and see the model that is ill the

position of the beheld. Moreover, the mimics do not

have their whole existerlCe depend on their audience. It

is true that mimicry could not function as a performance

withollt the audience, but as far as the mimic themselves

are concerned, they do not have to be formed into a

person by being seen by the audience, not at least

throughtheir performance. So, without anxiety, they

can change their position from the beheld to a beholdeT

in theirperformance_ By contrast, since the play needs

io be seen in order to function as a perfomance, the

characters cannotgive up their position as the beheld. If

they are to guide the eyes of its audience, they have to

do so from the position of the beheld. Unlike the

mimics who can have the alldience's eyes tuned away

from them, the characters of the play have to direct the

glances of the audience while themselves remalnlng aS

the object of these very glances_
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A performer

Here, we can turn our eyes to Cressida. Thoughall

the characters more Or less have to imitate their model

figures existlT)g aS the audience expect, the ways they

deal with the models are different. Cressida's attempt at

independence from the model and the beholders is

a】most opposite to that of Troi】us. We can see the

differeT)Ce aS SOOn aS they start the conversation after

their first kiss:

Troilus: 0 Cressid, how often have Iwished me

thus.

Cressida: Wislled, my lord? The gods glallt- 0

my lord -

Troi】llS: What sholl】d they grant? What makes this

pretty abruptioll? What too cllriollS dreg

espleS my SWeet lady ill he folll】taill Of ollr

love?

Cressida: More dregs than water, if my fears have

eyeS･

TTOi】us: Fears make devils of cherubins; they never

see truly.

Cressida: Blind fear, that seelnB reason leads, finds

safer footingthan b】ind reason stumbling

without fear. To fear the worst off cures

the worse.　　　　　　(ⅠH.ii.6ト71)

Thol】gh he has feared that hemight not do well at the

meeting (`Death, I fear meJ Sounding destruction, or

some JOY too fine…/ For the capacity of my ruder

powers./... and I do fear besides/ That I shall lose

distinction in my joys,...'III.ii.20-5), after the kiss

TroihS Seems tO havealmost forgotten his fear and

becomes entirely relaxed and satisfied. The only thing

that tTOllbled him was whether or not he cou】d wiT)

Cressida's heart, and since he has kissed her

successfully, he has nothing to worry abollt any more.

On the other hand, Cressida, who seemed to　know

completely how to behave herself (`Therefore this

maxim ol一t Of love I teach; /"Achievement is command;

ungain'd, beseech." lji.297-8), becomes confused and

fearful. Of course, 1t lS POSSible to think that her fear

derives from the facHhat she has behaved against the

`maxim'by having BIVen him a kiss. However, She

cou一d still hold him off and remain `ungain'd'. There

must be other reasons for such an intense fear as to see

`more dregs tharl Water'in the fountain of love. Their

meet】ng al1d kissing do not calm Cressida's fear as they

do Troilus', but arolJSe fear in her. While Troill】S Was

worrylng whether he would be able to establish an

amorous relationshipwith Cressida, Cressida worries

whether she can sllStain the relationship. This imp】ies

that Cressida, led by the Lseelng reaSOn',knows Lthe

worst', knows that she will be hat)ded over to the

Greeks aT)dwill betray Troilus. Before the kiss, the

problem was on Troilus' side; if he had failed to

establish an intimate relationship with her, he would

have been responsible for it and she would not be

blamed for betraying him. Now it is llP tO her to sustain

the relationship. And because she knows that she must

be faithful to her lover and at the same time suspects

slle Will become a fa】se love, his sllCCeSS makes ller

uneasy. Once the relati･onship is established, there is no

escape left for her; she has to do what she sholJld not

do, andwill be blamed for it. lt is in fact Troilus who is
`b】ind'and does not `see tru】y', while Cressida's fear,

which he brushes aside as a `blind' `monster' (ⅠⅠⅠ.

ii.73), may be blind itse】f bllt is led by `seeing reason';

it sees what he cannot, or does not want to, see_

Cressida knows her fate and knows that she has to

fo】low it.

In other words, while Troilus tries to see himself as

independent, CTeSSidaknows that she is not, at least

from the expected course. Troilus speaks of himself as

if he were above truth itself in the scale of trueness, as

if he were the ultimate truth and the truth itself could

only take after bin:

Troilus shall be such to Cressid as what envy can

Say

woTSt Shall be a mock for his truth, and what truth

can speak

truest, not truer than Troilus.　　　(HLii.9517)

Genlline and ultimate, this 'TroihlS', described by

Troilus himself, is a completely integrated person; there
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are no splits in his identity; he is as homogenous and

trar)sparer)I as pure crystal. His lines are scattered with

references to constancy, truth and punty:

O thaH thought it could be in a woman-

To keep her COnStaT]Cy ln Plight and youth,...

Or that persuasion could but thus convince me

That my Integrity and truth to you

Might be affrontedwith the match and weight

Of such a winnow'd punty in love-

I am as true as truth'S simpHcity,

And simpler than the in far)cy of truth.

(HLii.156- 68)

In the 】asHwo lines, he even accepts foHy if it is

combinedwith tmth. In contrast, Cressida `speakls] so

wisely'(ulji.150) and the wisdom makes her see herself

speaking, thus dividing her into the speaker and the one

wI10 Sees beTSelf speaking:

In faith I lie-

My thoughts were like unbridled children, grown

Too headstrong for their mother. - See, we fools!

Why have I blabb'd? Who shall be true to us

When we are so unsecret to ourselves?

(HLii. 120-4)

Her other lines are no less obsessed with the idea of

decept)on, Inconstancy, and division:

Perchance, my lord, I show more craft than love,

And fen so roundly to a large confession

To a71gle for your thoughts.　　　(Ill.ii.151-3)

Of course, she is divided most hopelessly when she

foresees her future self, who is false to Troilus and also

to her present selfwho is in love with him:

Troilus: You cannot shun yourself.

Cressida: Let me go and try.

I have a kind of selfresides with you,

But an unkind self, that itselfwill leave

To be another's fool....

... I know TIOt What I speak.　(Ill.ii.144-9)

Her words are rather complicated here. She tries to

leave Troi】us, but leaves `a kind of self'beside him.

However, siTICe She k】10WS She has to leave him s｡oTler

or later, this is an unnaturalself, whowi1日eave itself

ti一e., herself] `to be another's lTroilus'] fool.

No】1etheless, this `unkind self'is also a natural self, Lhe

expected 'Cressida'that she has to take after, because it

wilHeave itself, and perhaps it will itself leaye Troilus,

`to be another's tDiomedes'] foo】‖4', and thusjoin her in

her destiny. Undoubtedly Cressida knows that she

canT】Ot but be divided at least between the self who is

now talking to Troilus, and Lhe LCressida', the model

that she has to become. She knows that she cannot be

pllre and tnle aS Troilus, becallSe She is wise enough to

be aware of the facHhat she is destined to betray him.

She is right when she says 'to be wise and love/

Exceeds man'Smight'(ⅠH.ii.15415), if `to 】ove'meallS

to become pure and blind like Troilus, who does not see

the end of their love.

The difference between the lovers can be seen most

strikingly when they refer to their own names as

citations, as if they knew they were becom)r)g legendary

figures and their names would be cited again and agaln

in the future, Just aS the play Itself does at that very

momeIlt:

Troilus: Yet, after al) comparisons of truth,

As truth's authentic author to be cited,

'As true as Troihs'shall crown up the verse

And sanctify the numbers ･..

Cressida: Yea, let them say, to stick the heart of

falsehood,

`As false as Cressid'. (ⅠⅠⅠ.ii.178-80,193-I)

Characteristically, Troilus sees himself as `truth's

allthentic allthor to be cited', the sollrCe Of citation. He

asserts that his value is 710nderivative; his name can

`sanctify the numbers'andwi1l confirm the truth to his

followers. It is appareTlt that Troilus invokes his own

name here so as to emaphasise his orIglnaHty and

authorship. However, 】nstead of collfirmmg him as the

source of citation, this only serves to turn the audience's

attention to Lhe `Troi】us'of the legend, who is in fact
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Often cited as an example of true love. Consequently,

the audience are reminded that Troilus on the stage is

himself one of those who are cited from the source

story, for he is a character of a play based on legend･

'lT]ruth's authentic author to be cited'turns out to be

citational. Moreover, by indicating himself as truth's

author, Troilus divides himself into the indicator and

the indicated, reducing the indicated 'authentic author'

to a citation in his own words{15'. cressida, on the other

hand, understands that she is not an author, but is, from

the beginning, citation(`let them say ･･･ "As false as

CleSSid'"). When she says, `stick the heart of

falsehood', it seems as if she caught the 'falsehood'

which had been formlessly floating about, grabbed its

heart alld fastened it to beTSelf: the name of Cressida

embodies falsehood. Unlike Troilus who thinks his

name originates truth, Cressida knows that falsehood

inescapably exists before her, waiting for her to take it

up, and that she has to make it present on the stage in

the name of `Cressida'. By way of prediction, Cressida

is here talking not so mllCh about what her present

behavi｡urwill bring about in the future as about what

hasalready been decided for her to do in the future. So

we can say that she `stickts] the heart of falsehood'in

two ways: asLinda Charnes points out, to stick is at

once to stab and to fixtIム'; cressida fixes falsehood to

herself, making herself falsehood incarnate; at the same

time, she stabs falsehood to death by being faiLhbLl to

her destiny and ETuly predicting what is to come.

However, while imitating her model, Criseyde in

Chaucer's poemtln, in the generalcourse of events,

Cressida does not fully imitate her in her consciousness.

I am not going tO argue the difference between the

conceptions the two heroines have of love. Though it is

often said that Cressida is a cunning coquette While

Criseyde is an innocent victim of her uncle's plot(]8㌧ I do

noHhink it is the greatest difference between them.

ThoughCriseyde's deliberation in her love (for both

Troilus and Diomedes) and Cressida's wantonness by

comparison are often pornted ollt, in fact they share

what Ann Thompson calls Criseyde'S `sllrPrlSlngly

practicalway'of conducting the love affairt19㌧

`Eke well wot I my kinge's son is he;

And si主h he hath to see me such delyt,

If I would utterly his sighte flee,

Paraur]ter hemight have me in despyt,

Throughwhich Imighte stonde in worse plyt.

Now were I wys me hate to purchase,

Withouten need, where I may stonde in grace?'

(Book II, 102)

She is a clever woman who tries to do her best even in a

trapped situation･ She coolly calculates the loss and gain

of this affair, at least until she accepts Troilus'love:

… 'Alas! Sin i am free,

Sholde I now love, and put in JuPartye

My sikernesse, and thrallen libertee?

(Book II, 111)

This practical and yet joyful attitude to love is very

much like ･Cressida'S, who knows `Love got so sweet as

when desire did sue. /… "Achievement is command;

ungain'd, beseech"(Iji.296-8). There is even, as

Thompson points out, 'a generalresemblance'in the

imagery they use to promise their constancyi2O). cressida

imitates her model in her attitude towards love far better

than some critics think she does. If they sometimes

actually behave themselves differently, it is not beeallSe

their basic attitudes towards love are different, but

because Cressida has to keep upwith the p】ay's rapid

lapse of time. In the play, time goes far swifterand

things happen in quick succession, glVlng nO time for

her to stop to think; what Chaucer describes in a poem

of more than a thousand stanzas, Shakespeare shows in

less thaTl a thousand lines; Cressida has to experience

within a few days what Criseyde spends months to go

through. She has to dash for the end in order to fulfil

her destiny.

The greatest difference between them, however,

lies in the fact that Cressida is fully consciollS Of ller

destiny. While Shakespeare'S Cressida reminds us of

her citationalnature and of her destiny as soon as she

accepts a kiss from Troilus, there is no such allusion in

Criseyde's words･ Though Chaucer'S poem is itself

conscious of the dark ending of the love between

Troilus and Criseyde, itallows them moments of happy
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Ignorance. Cressida almost imitates Criseyde, but at the

same time she shows her consciousness of the destiny

and suggests that she has no choice but to imitate

Criseyde. This is notanimitation anymore, in the sense

of the word that we have seen before. Since a model

does not imitate his or her own self, the one who reveals

him or herself to be an imitator of the model does not

imitate the model, aHeast during the act of revealing.

So when Cressida shows herself as an imitator, she

cannot be identified with Criseyde exactly because of

her showing. Moreover, the coexistence of refusaland

acceptance of her lovers makes it clear that she follows

the former example of Criseyde but with critical

distance in consciollSneSS:

PriT】Ce TroilllS, i have lov'd yolユnight and day -

'Twas not my purpose thus to beg a kiss.

I am asham'd. 0 heavens, what have l done?

For this time I will take my leave ‥.

(ⅠⅠⅠ.ii.1 13,136-8)

Sweet honey Greek, tempt me no more to folly-..

Come hither once again...

Ⅰwili not meetwith yolHOmOrrOW night;

I prithee, Diomed, visit me no more...

You shall not go; one cannot speak a word

But it straight starts you. (V,ii.18,49,73-4, 100-1)

Thoughhere she is partly playing the coquette, still she

really does hesitate about whether to keep the manor to

hold him off. In either case, she knows she has to accept

her lover but at the same time she does not want to, for

the acceptaTlCe drives her further to the decided end,

where she will appear `as false as Cressid'. This

hesitation enables her to show that she is forced to act,

as it were, against her will; that she does not assimilate

herself to Criseyde but only performs Criseyde. We can

say that she shows herself as a kind of amimic, whose

intention is not a transformation into the model but a

performance. While thus refusing to be identifiedwith

Criseyde, she canalso satisfy the audience so as to

retain their attention, by generally followlng the TnOdel

in the action. At the very moment she admits herself to

be an imitator and subject to the destiny of the model,

2l

she achieves independence as a mimic. It is the

independence of amimiC, or more precisely, of a

performer who gives a performance120･

When we think of the fllnCtion of eyes, or glances,

in TTOilus and Cressida, we can find this

performer-Consciousness characteristic of Cressida.

However, as a performer, she sill has to be beheld and

valued. Performers are different from either the

beholders or the beheld, for they have to be seen but

also to direct the beholder's way of seeing them.

Always on the verge of losing the audience's attention

or having the performancemisconstrued, they are as

helpless in this respect as those who are simply beheld.

In this sense, those mimics who have no doubt about

their ability to manlPulate the audience's eyes, like

Ulysses, Or those who are not anxious about how they

appear to the beholders, like Thersites, are lacking the

necessary consciousness of a performer. Their

Ignorance Of the uneasiness of the beheld, who are

helplessly exposed to the beholders'eyes, disqualifies

them from becoming Performers. On the other hand,

Cressida, who shows herself as amimic of Criseyde,

cannot fully control the eyes of the beholders, because

there is no sllCh clear physicaldistinction between the

model and themimic as there is between Ulyssesand

Patroclus, or between Thersites and Ajax. Since

Criseyde never appears on the stage, Cressida's model

resides, as it were,within her physicalexistence. She

has to behold herself in order to make the audience see

the model through her eyes, which, however, is

impossible in the world of TT･OiZus and Cressida. So

even if she tries to )end the eyes of the audience, she

cannot be sure if her audience see her as she hopes.

Faced with this uncertainty about the audience, she

leaves herself in the uncertainty and keeps worrying

how she appears to others. In this sense, she is the only

performer in this play: she iswidely different either

from Ulysses or Thersites, who can change their

position from the beheld to a beholder throughmimicry,

to say nothing of TroilllS, Who tries to think of himself

as a pure beholder. When the lovers think about their

love, Cressida thinks abollt the way to hide her love

from others'eyes, while T‡Oilus never doubts his status

as a beholder who estimates the value of others in the
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relation:

Cressida: Ther) though my heaTt's conteT)t firm

love doth bear,

NothiT]g Of that shal) frommine eyes appear.

(lji.299-300)

Troilus: Sounding destrl】Ction, or some JOY too

fine,

Too stlbtle-potent, tun'd too sharp in

sweetlleSS

For the capacity of my ruder powers.

(ⅠH.ii.2ト3)

Her consciollSneSS aS a Performer affects her

attitllde towards langllage. She does not think that

words can always convey the meanlngS intended by the

speaker. In conversation, Cressida deliberate)y distorts

the meanlngS Of others'Words and tries to find other

meanmgs as often as possible. Though Cressida and

Thersites both have bitter tongues, the natures Of their

bitter tonglユeS are qtlite different. Thersites does not

mind what others say･, his railing lS intended to tell

others how they can be beheld by those who are not

iT)VO】ved ill their society. He flings them his sarcastic

way of beholding their world, thus threatening the

legitimacy of their world. However, Cressida's jests are

not necessarily the means to give her thoughts from

olltSide･ Rather, She jests for the pleasure Of

emasculatiT)g from within the society what the other

speaker is trymg to say. For example, in the

conversatio71 between her and PandaruS (Act I. Scene

ii.), what she says seldom has a literalmeaning; She

only tries to distract him from his orlglnal iTltention of

pralSlng TroillユS and thus to avoid being confined in a

pertinent conversation that has a set purpose:

Par)daruS: She praised his complexion above Paris.

Cressida: Why, Paris hath colour enough.

PaT)darus: So he has.

Cressida: Then TroillユS Shollld have too ml】Ch..

(Ⅰ.ii.99-102)

Pandarus:　　　　　But to prove to you that

Helen loves Troilus-

Cressida: Troi】us wi】】 stand to the proof if you'll

proye it so.

PandaruS: Troilus? Why, he esteems her no more

than I esteem ar) addle egg･

Cressida: If you love an addle egg as well as you

love an idle head you would eat chickens

i'th'shell･　　　　　　　　(Ⅰ･ii･129-36)

Cressida immediately mistakes whatever her uncle says

on purpose･ As a performer, she is conscious of the

possibility that anyperformance, physical or verbal,

might convey a message that is not orlglnally inte71ded.

Every representation is, for aperfoTmer, always on the

verge of misrepresentatio71; WOrds are, as it were,

waltlng tO be twisted round. There are other characters

in the play who enjoy jesting ( for example, the servant

in Act lII･ SceT]e i.), but it can be seen most

characteristica】1y in Cressida. In a sense, lt lS a Way for

her to find a loophole in a conversation that is intended

to make her accept Troilus, that is, to push her forward

towards the end. Fully conscious of her dreadful future,

she creates, by m111tip】ying the meanlngs of words,

digression and stagnation in those conversations that

help the narrative go on122'･ Therefore, even when she

has been brought to the Greeks, she does not stop

JeStlng;

Cressida: In kissing, do yolHender or receive?

MeTlelaus: Both take andgive.

Cressida:　　　Ⅰ'11 make my match to live,

The kiss yoll take is better than yolユglVe:

Therefore, no kiss.

Menelaus: I'llgive you boot, I'll glve you three for

One.

Cressida: You are an odd man : glVe even Or give

none.

MenelallS: An odd man, lady? - Every man is

odd.

Cressida: No, Paris is not, for you know 'tis true

That you are odd, and he is evenwith you.･.

Ulysses: May I, sweet lady, beg a kiss of you?

Cressida: Yoll may.

Ulysses: I do desire it.



Cressida: Why, beg two･　　　　(IV.V･36-48)

However,misrepresentation is not always enjoyable.

We can see in her words anxiety caused by the distrllSt

of words as we】L Since she knows that representation is

opell tO multiple interpretations aT)dmiS-ir)terpretations,

she is suffering from the anxiety that others might

behold her as someone she does not intend to show.

This makes her try to antlCIPate the others in

interpreting her own words and restate them:

l love yoll now, but till now not so much

But Imight master it. In faith I lie-

My thoughts were like tlnbridled children, grown

Too headstrong for their mother.- See, we foo】S!

(H1.ii.I 19-22)

'Twas not my propose thus to beg a kiss.(Ill.ii.136)

Cressida may achieve independence from the model by

showing herself as aperformer, but still she cannot be

free from the eyes of the audience; she has to dea】with

the helplessness and anxiety of the beheld.

Is and ls Not

However, a performer is not only conscious of the

anxiety of the beheld bllt also able to make a reverse use

of his or her inferiority. No matter how Cressida shows

herself, those who behold her are likely to receive a

message quite different from her orlglnalintention.

Therefore, she tries to make the beholders realize that

she is rzoL what she shows, or rather, what they see. This

is made possible through emphasiziTlg the fact that she

is peTfoTming Lhe role of Cressida against herwill, and

thus showing herself as amimic, a performer. If she is a

mimic who is performing, Cressida on the stage, what is

beheld both by the other characters and by the audience,

is a mere performance; the Cressida who is beheld, is

not the CleSSida who performs. One who shows him or

herself is differentiated from the shown self by the very

act of showing. Here she adopts a similar strategy to

Ulysses's when he mimics Patroclus's mimicry. As

Ulysses can differentiate himself from either Patroclus,
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who is themimiC, or the generals, who are the mode】s

for Patroc】us'mimicry, so Cressida can distinguish

herself not only from Criseyde but also from `CTeSSida'

On the stage･ She is, from the very first, far before

Troilus's bitter recognltlOn, a Person Who `is,and is not,

Cressid'(V.ii.145)`2J'.

Such a status as performer can be maintained only

jn the relation between the beholders and the behe】d,

but is not confined in their power field. Cressida finds

her place among the exchange of glances, but she slips

out of their coercion to fix her to the identity of false

Cressida. To show something lS tO be co71SCious of the

beholding eyes and to place it so that the eyes can catch

it･ Something that is shown is something that is

designed to be seen by certain beholders_ Since those

who show design their performance taking the

audience's expectation into consideration, what is

shown draws not so much the contours of either the

designer or the material as that of the beho】ders. The

beho】ders can only see the image preexisting in their

mind, and those who design cannot be seen･ Followmg

Lacanian theory on `seelng'124', Barbara Freedman shows

how theatrical　behaviour can subvert the relation

between the observer and the observed･ She argues that

theatricalbehaviour, which is 一an active response to the

sense that one is seen', Shows to the audience that they

are seelng What is made for them to see, that is, what is

made as a result ofLheir being seenI

When we say that something or someone is

theatrical, we refer ･.. not only to a display but to a

display of displacement... Theater's masks

announce that the "I" is another; its characters

assure us of their displacement, by announc)ng "I

amalready taken" as in "this seat is taken" (for a

performance)... What fascinates us in theater is a

look that teaslngly submits to our look only to trap

us in the process:25'

This is exactly what Cressida is doing throllgh her

mimicry･ By showing her status as a performer,

Cressida dedaleS that it is the performed Cressida that

is false; i一l 0tllel WOfds, it is the bebolders themselves

who expect falsehood of her that are to blame for the
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false `Cressida'on the stage. lt is as if she were saylng,

LI will show you what you will, but then you are seeing

what you expected (or what you decided), so l am not

responsib一e for what you see.'She is not `a reflection of

what men want to see'as some feminist critics say(2^'･

She only shows them that they see `what they want to

see}.

This can be seen even as early as when she

mentions ヲan llnkind self'. In a sense, this `self'that

`resides with yoll [i.e., Troi】us]'is literally an unnatural

self, who is not herself; it is only apeTfo7･med figllre, `a

representation of the male gaze'as Deborah Hooker

says(27)A However, it becomes most prominent in the

scene where she is seen to betray Troilus. Here, Troihs

beholds Cressida, Ulysses beholds Troilus beholding

Cressida, Thersites beholds the three (or maybe four, if

we take Diomedes into account), and the audience

behold them all. Cressida exists at the center of these

concentric circles of beholding eyes. They are placed to

draw a phased enlargement of their visual field; the

more the eyes are placed away from Cressida, the wider

the visual field becomes, but they are all focused on the

same object, Cressida128). However, in the position that is

beheld by so many eyes, surprlSlngly Cressida declares

that her eye `seels]':

Troilus,.farewe11! One eye yet looks on thee,

But with my heart the other eye doth see.

(V.ii.106- 7)

She does not tell us what 'the other eye'sees with her

heart; as a performer, she only shows that she is not

there as the mere beheld, saying farewell to the

beholder. No matter what the beholders think about her

`real'position, they cannot seize her. They can only fill

the void, or non-existence of the performer,with their

own images. So, if Thersites sees a whore in Cressida, it

is only what he can, or wants to, behold:

A proof of strength she collld not publish more,

Unless she said `Mymind is now turn'd whore'.

(V.ii.112- 3)

IT) her last lines, Cressida truly says, as if to her

behol ders;

The error of our eye directs ourmind.

What error leads must err; 0, then conclude,

Minds sway'd by eyes are full of turpitude.

(V･ii･108- 10)

Since beholders see only the images they had in their

minds, since they can see on)y what is made up

according to their images, those minds make a mistake

when they think that what they are seeing exists outside

themselves; and they are full of turpitude, for they lead

themselves, notknOwlng that the leading eyes are no

less blind thaTl the millds that are led.

For Troilus, who believes in a one-way relation

between the beholders and the beheld, Cressida has

always been the beheld. Only after this scene does she

appear as aperformer to him. Making themselves

disappear and leaving in their place performed figures

opened to various interpretations,performers can show

their performance to more than one beholder at the

same time; each beholder can see the image he or she

expected to see in the performed figure. Until now,

Troilus has seen her only from his viewpoint because

mostly he wasalonewith her ( thoughPandaTuS Was

also there, he works as a kind of show manager in their

relationship and helps Cressida'Sperformance); now,

seeing another person (Diomedes) beholding her, he

suddenly realizes that she is seen by other beholders as

well, that there can beanother viewpoint:

This is she?- No, this is Diomed'S Cressida‥.

If there beru1e in unity itself,

Tbis is llOt She…

Cressid is mine, tied with the bonds of heaven.

(V.ii.136-41, 152)

Cressida is not `formed'under his eyes or 'tied with'

him. She exists outside the one-t0-One relation between

the beholder and the beheld. Troihs is forced to face a

world where there is no Lrule in unity itself', where the

physically (or, in his words, spaciollSly) united

existence of Cressida is at the same time divided

between theperformed figure and the performer, and



what is worse, divided into various figures according to

the beholders:

a thing lnseparate

Divides more wider than the sky and earth;

And yet the spacious breadth of this division

Admits no orifex for a polnt aS Subtle

AsAriachne's broken woof to enter. (V.ii.147-51)

Such a realization threatens Troilus' status as an

independent valuer-beholder. If what he sees is a mere

performance, and if a performer shows the image

preexisting in the audience's mind, ther) thiswill imply

that he has been seen by the performer. So he is no

lot)get an ir)dependent valueトbeholder, who sees

without being seen. Cressida's stance as a performer

disturbs the binary relation between the beholder and

the beheld and makes a pure beholding 】mpossible. It

also threatens the audience of the play who peacefully

settle themselyes in the positi0-1 0f beholders, though

they, 1r) a Sense COntrarily, face the fact that what they

thought to be divided is, iT) fact, not; the distinction

between the beholdeT aT)d the beheld is lost and they are

aware of themselves being seen by the showing subject･

While Troilusknows that Cressida can appear as a

different person from the woman in his mind, the

audience find themselves being shown the very person

that they expected to behold. Their experiences, though

different in appearance, are two sides of the same coin;

they are made to realize that they are being shown a

performance and thus being beheld as well as beholding
(29)

Pandarus'last lines increase the llneaSiness of the

audience:

Good traders in the flesh, set this in your painted

cloths:

As many as be here of Pandar's hall,

Your eyes, half out, weep out at Pandar's fall;

Or if you cannot weep, yetgive some groans

Thoughnot for me, yet for your aching bones.

BTethren and sisters of the hold-door trade,

Some two months hence my will shall here be

made…
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Till then I'H sweat and seek about for eases,

And at that time bequeath you my diseases.

(V･Ⅹ･46-57)

He declares that the venereal disease prevailing through

the play lS now handed on to the audience･ It is a matter

of course that Pandarus first mentions 'eyes, half out'as

the symptom of their diseaset30)･ cressida's performance

makes the audience realize that they are seeing

themselves being seen; their eyes arealways turned

back to themselves. The eyes are directed to the stage

and then reflected back, bringlng back with themselves

the disease in the play. Or, is the disease hiding in their

own eyes from the very first? Is it the audience

themselves that contaminate the legendary world of

Trojan warwith the disease so often mentioned by

railing Thersites? There is no answer to the question,

but Pandarus deepens the susplclon by calling them

`Bretllren and sisters of the hold-door trade'. As

Kenneth Palmer says, it is difficult to imag)ne any such

audience that is composed of `brethren and sisters of the

hold-door trade'(30･ However, maybe he, or the play,

tries to suggest that the audience actually are the

`brethren and sisters'of those people, for the legendary

characters are showTi tO them as whores oT

whoremongers because they are satisfied, if not pleased,

to behold them as such. The audience are left in the

destroyed world of the play, suspecting themselves of

having gonealongwith, or been complicity in, the

destruction of the high world of the well-known legend,

while Cressida lives among the Greeks, having skilfully

outmaneuvered Criseyde and the eyes trylng tO fix her

to the helpless position of the beheld. Unlike Henrison,

Shakespeare does not mention what will become of her

after she has turned away from Troilus. She only

becomes the one who `is and is not', disappears from

the stage and from the beholding eyes, 1eavlngalmost

JOyOuS WOrds, where she beholds her represented self as

sllbject to a predetermined nature and warns the

beholders against putting too much confidence in what

their eyes behold:

Ah, poor ollr SeX! this fault in us I find:

The error of our eye directs our mind.



26

What error leads mllSt err; 0 , then conclude,

Minds sway'd by eyes are fun of turpitude･

(V.ii.108-I 1)

Cone)lュsion

ln the very beginn)ng of Troilus and CT.eSSida, the

Prologue in armour appears on the stage to exp)aim

where `lies the scene'iT) the play to the `fair beho)ders'.

He ends his pTOlogllewith lines that coll】d be used in a

prologue to ar)y play but which a一e Particlllar】y

suggestive in this play:

Like, or find fault: do as your pleasures are:

Now good, or bad, 'tis bュlt the chance of war.

(Prologue, 30-1)

As far as it tries to function as a performance, the play
`must be viewed in order to take place', and this

produces a certain power relation between the beholders

and the play itself. The decision lieswith the audience

whether to `like'it and keep `view'ing it, or to `find

fau)t'and turn their eyes away from it; if they choose

the latter, it is the end of the play. The play )S, as it

were, fully conscious of this power relation and here

declares that itwillingly gives iT) tO the alユdience's

liking. However, now we can uT]derstand that it iswith

this humble attitude that the play disguises itself and

sllbverts the sllPeriorjty of the beho】ders who can

eva)uate the play as they like.

This is the lure of aperformer, or, of the theatre.

By showing its consciousness of its showmg, the

performer makes a discrepancy between the shown

image and the showing agent. This shown image is

created in order to please the audience; if it indicates

anything, )I lS not the showing agent bllt the sight of the

audience. Before they behold what is shown to them,

they have been beheld. While pleased with the image,

the audience are made to realize that they are beholding

themselves beheld and that they have lost sight of the

showing agents, who behold them. In a sense Cressida

tells the alユdience as the Prologue told them in the

beginning Of the play: `Like, or find fault: do as yollr

pleasures are'. She iT)Vites the alldience to behold her as

they like, but this invitation has an implication beneath

its generous openness that the beholders themse]ves

have to take responsibility for the way they see her.

Thus dealir)A with the power relation between the

beholder and the beheld, Cressida becoTneS a unique

performer among Shakespearean characters that

opposes herself agalnSt the audience. This is the game

of the eyes between the beholder and the beheld, and if

the performer succeeds in freeing herse】f from the

audience's ant)cIPation, the success can be achieved

ollly throl唱h the audience's defeat; the pleasure of

success cannot be shared by the audience. LosiT)g the

game, the audience have to take the blame and take the

venereal disease back with them. As for the performer,

she escapes a】1 criticism, for she `is and is not'what the

audience see.

Notes

(1). All citations to TTOiluS and Cressida are

taken from T7･Oilus arzd Cressida of The Arden

Shakespeare, ed. Kenneth Pa)met (Methuen,

1982, repri7]ted by Routledge, London and New

York, 1991)

(2)　Kenneth Palmer says in his introduction to

T7･Oilus and CTeSSida that the dramatist `might

have used any of eight translations of the whole

or part of the poem (five giving Latin verse, or

Latin prose, or literalLatin translation from the

French of Books I- X )'(ArdeTI Shakespeare,

p.33). As he also points out, it is possible as well

that Shakespeare had read Chapman's Seaven

Bookes of Lhe lliades.

(3)　Palmer suggests that since there is much

evidence that Shakespeare read Henryson's

TesLamenl of Cresseid (some of his plays, such as

TwelfLh NighL and HenJy V, refer to Cressida's

infidelity and following leprosy), which was

printed with Chaucer'S poem and which was

often regarded as written by Chaucer, it isalSo

likely that he had read Chaucer as well. However,

he also calls our attention to the fact that it may

be possible that Shakespeare was just fami)iar



With the welトknown typeイigures.　Ann

Thompson makes a detailed comparison between

the play and Chaucer's poem, arguing that 'there

is T]O Single serious rival to ･Chaucer as the major

source for the love-story' (Shakespeare's

ChauceT: A Sludy in LiLeTaTy Origins, Liverpool

Umiv. Press,1978).

(4)　Palmer points this out in the notes to the

Arden Edition of the play(p.98).

(5)　R.A. Foakes deals with this `incomplete'

action Of the play and says; `TroihlS and Cressida

is unique in enacting Only a small part of a story

that was very known,...'('Troilus and CreSSida

reconsidered', UniveT:Sibl Of Tol･OnLo QuaTLerly,

XXXII, Jam, 1963, p.151.)

(6) Jbid,p.150

(7)　See, Foakes, pp.150-2,

and , Linda Charnes, "`So Unsecret to

OllrSelves': Notorious Identity aT]d the Material

Subject in Shakespeare's T7･OiZus and Cressida",

in Shakespeare QuarEel･ly　40, Winter 1989,

pp･41 6-8･

(8)　Charr)es, p.416.

(9)　Barbara E. Bowen, Gender in the Theatre of

War, New York and London: Garland Publishing

lnc., 1993, p.8.

(10)　The word `the eyes' (or `the eye') I use

mainly imp)ies a gaze or a glance_

However, I think it better not to use the word

`gaze'because of its Lacanian implication. For

Lacan, the gaze is `correlated with the awareness

that we can never see ourselves seeing'(Barbara

Freedman, SLaglrZg Lhe GazeJ PosEmodeT･nism,

PsychoanaZySis, and ShakespeaTean Comedy

(Cornell University Press, 1991, p.63). He says:
`What determines me, at the most profound level,

in the visible, is that gaze that is outside in the

scopic field, the gaze is olユtSide, I am looked at,

that is to say, I am a picturej (Lacan, 'WhaHs a

Picture?', in The Four FundamenLal ConcepL5 0f

Psycho-AnaZySis, ed. Jacques-Alain Miller, trams.

Alan Sheridan, New York: Norton, 1981, p,117,

cited in Freedman, p.63). ThoughI am going to

argue for a similar conception Of the eyes, this
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`gaze'does not refer to exactly the same thing

that I would like to refer to by the word `the

eyes'･ My argument is partly influenced by

Lacanian critics, but I am not attempt)ng a

Lacanian interpretation myself in this essay.

(ll)　Palmer explains that `tthe man's parts] are as

chaos, matter without shape, which only

appreciative recognition cangive them'(Palmer,

p.210).

(12) James O'Rourke'S "`Rule in Unity' and

Otherwise: Love and Sex in TroiZus and

CTeSSida" (in ShakespeaT･e QuaT･leT･Zy 43, Summer

1992)and Deborah A. Hooker'S `CominB tO

Cressida through lrigaray'(in The SouLh ALlanLic

Quarlerly 88:4, Fall 1989) are among those few

that have persuasively pointed ollt in Cressida not

the power which merely reveals or symbolizes

the disunity of the world bllt the pote71tiality of

undermlnlng the system of the world from within

aTld hence resisting the col)apslng World.

(13)　Of course, Achilles is not on stage in this

scene (Act Two, Scene Three). However, since

both Achilles and the audieTICe Of the play are

here standing in the same position as the

alldience of Thersites' `pageant', I think the

audience are easily made to think that they share

theknowledgewith Achilles. And he certainly

knows at least Ajax's foo)ish behaviour towards

Thersites (Act Two, Scene One).

(14)　Linda Charnes ("LSo Unsecret to Ourselves":

Notorious Identity and the MaterialSubject in

Shakespeare 's Troilus and CTeSSida ',

Shakespeare QuarLeTZy　40, Winter　1989,

pp.421-3) refers to the same passage and points

out that she is divided into two selves, that is, the

'kind of self'who resides with Troilus a71d the

'unkind' self who will be Diomedes' fool. For

this scene,　see　also, Elizabeth Freund,

=`AriacbT】e's broken woof": the rhetoric of

citation in Troilus and CTeSSida ', in ShakespeaT･e

and lhe QesLion of TheoTyV (eds. Patricia Parker

and Geoffrey Hartman, Routledge, 1990),

pp.23-7･

(15)　For the problem of original and citation that
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can be seen in Troilus'speech, see Freund, p･25･

(16)　Charnes, p･422･

(17) Though she appears in Homer as Chryseis,

she is not the love ofTmilus. She is a Trojan girl

who is captured by the Greeks andgiven to

Agamemnor). The love between Troilus and

Cressida is described iT】　BeTlOit de

Sainte-Maure's Roman de Troie as a minor

episode, and Boccaccio picked up the story in his

Il Filostrato (where they are called Troilo and

Griseida), which may be one of the sources for

Chaucer. Lydgate and Caxton　also describes

Cressida (as Criseida in Lydgate, and as Briseyde

in Caxton), but Shakespeare seems to have

depended mostly on Chaucer for his love plot･

See, Geoffrey Bullough, Narrative and Dramalic

Sources of Shakespeare, VI, pp.89-97, andalso,

Ann Thompson, Shakespeare 's ChauceT'I A Study

in LiLera7y O7･igi72S, Liverpool UP., p.121.

(18)　For example, seeThompson, pp･126-9, 133･

(19)　Thompson, p.126. She argues that in spite of

Criseyde's practical way of seeing her affair, she

`is not as calculating as Shakespeare's heroine'

and has nothing similar to Cressida. I would

rather think that in splte Of their difference, the

two heroines have much in common.

(20)　Thompson, pp.129-30

(21) In this sense, her mimicry is more similar to

Viola's disgulSe than to that of Portia or the Duke

in Measure for Measure.Like Cressida, Viola

often tries to make the other characters in the

play (alld of course, the audience) realize that she

is not what sheperforTnS: ` i am not that I p】ay･'

(I.V. 152)

However, while CTeSSida'Sperformance enables

her to free herself from what is performed on the

stage, Viola comes to be absorbed in, or more

precisely, enchanted by, CesarlO, the performed

figure. As the play goes on, it becomes more and

more difficult for her to reveal that she is not that

she plays. We can say that the two women show

the negative and the positiye power of

peTformance respectively.

(22)　Deborah A. Hooker, in her 'Coming to

Cressida throughIrigaray', SAQ　88, 1989,

pp･8991932, argues that in the phallogocentristic

w()rュd, Cressida, the feminine, is inevitably false

and there is no way for her to be truewithin this

discourse. Trying to speak what cannot be spoken

in this world, Cressida `employs one ｡f the few

strategleS Irigaray recommends for dis-uptlng the

signifying order- 【to】 speak only in riddles,

allusions, hints, parables... dollble the mlSPrlSIOn

to the limits of exasperationj(ppl908122)

I do thiT】k there are some similarities between us

in the way we see the possibility of disrupting the

already existlng Order or power relation.

However, I do not agree with her identification

of Cressida with `the feminine'; I would rather

think her in theatrical terms, though I realize that

she is in some sellSe COntraSted with the male

cllaraCterS.

(23)　Barbara Freedman, in her study of

theatricality ln terms of the Lacanian gaze, argues

that `if theatricality 】s a showing and if showing

is a staging Or displacement, then what one shows

can never be that which is.'(SLaging the Gaze,

p.52). The showing subject is aware of the fact

that he or she is seen, and this makes the subject

betweeTl the one wllO Sees and the one who is

seen( `the subject sees itself as a whole only by

being placed elsewhere' p.53)･ Therefore,

self-representationalways splits the subject, and

in a sense, makes him ol bet invisible. Though

Freedman does not deal　with TroiZus and

Cressida, and though I do not go into

psychoanalytic studies in this thesis, nonetheless

my argument on the reversal　of a relation

between beholders　and the beheld generally

draws on her idea of theatrica】ity ( which is

expressed in the first two Chapters of her book)･

(24) According to Freedman (SLaging zhe Gaze,

p.58-60), Lacan argues that there can be no

Jouissance of pure seelng, for 'the ul see" is

accompanied by the "I am seen"'and the Other

always shows itself in the act of seeing:

Even the earliest moments of the mirror stage,

Lacan later cautions, are infiltrated by a play
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of desire and aggression which subverts any

ideal unity: "Lil-　the Other, the place of

discourse,always latenHo the triangulation

that consecrates that distance, is not yet s()

long as it has not spread right into the specular

relation in its purest moment: in the gesture

with which the child in front of the mirror,

tllrnlng tO the one who is holding lt, appeals

with its look to the witness who decants,

verifying lt, the recogn)t10n Of the image, of

the jubilant assumption, where indeed iL

already was. (Lacan, "Remarque sur le

rapport de Daniel Lagache: `PsychoaTla】yse et

structure de la personnalite", EcriEs･ Paris:

Seuil, 1966.) " (Freedman, p59.)

(25)　Fleedman, p.71

(26)　Virgir)ia Mason Vaughan, `Daughters of the

game: Troilus and Cressida and the Sexual

Discourse of 16th-Century England'(Women's

SLudies lnLernaliona1 13, 1990, p.209-20) p.217.

See also, Carol Cook, `Unbodied figllleS Of

desire '(Performing FeminiSmS.'Feminisi CTilical

TheoTy and TheaLTe, Ed. Sue-Ellen Case, Johns

Hopkins UP., 1990, pp.177-05), p.179.

(27)　Hooker, p.922.

She explains that in this scene Cressida, realizing

that `the kind of self 【whicb】 resides with

【Troilus】'is `but an image that is maTトmade',

tries to resist being appropriated in the

phallogocentric world by asserting that she is

`alien to the homologos'and is `unsayable and

incomprehensiblewithin the techne of speech'.

(28)　Carolyn Asp explains that in this scene

`audienCe is glVen a Variety of viewpoints from

which to choose, mirrors held up not to nature

but to actors, reflectlng Subjective attitudes,

relative truth'(`Transcendence Denied: The

Failure of Role Assumption in Troilus and

Cressida ', SEudies in English LiEeraLul･e 18, 1978,

pp.257-74, p.265). However, I think that the

various viewpoints exist not irrelevantly to each

otheT and that the different attitudes are callSed

by the difference of the wideness of their visual

field.
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(29)　Even Troilus, whose existence is llnknown to

Cressida, is in a sense stiH beheld by her, for she

declares, 'One eye yet looks on'him (V･ii.106).

(50)　Palmer explains that `eyes, half out'means

the 'eyes affected by venereal disease'.

(Palmer, p.303)

(31)　Palmer,p･303


