International Journal of Linguistics & International Academy of Science,
4

and Literature (1JLL)
ISSN(P): 2319-3956; ISSN(E): 2319-3964 Engineering and Technology

éoll)-A;vEI_ls_sue 4, Jun - Jul 2018; 25-32 IASET Connecting Researchers; Nurturing Innovations
THE CHARISMATIC ART OF ARTICULACY AND ORATORY IN
SHAKESPEARE'S SELECT PLAYS - AN OVERVIEW
Harcharan Singh Arora
Associate Professor & Head,Post-Graduate Departméiinglish Studies & Research,
D.A.V. College, Bathinda, Punjab, India
ABSTRACT

Shakespeare is one of the greatest men of gamitiave ever been born on this beautiful planedws. For
though he is the pride and glory of an illustricase, of a great nation, of a mighty empire, yetshene of the chosen few,
whose mission transcends the bounds of the natidncauntry and whose work is rather the propertythef whole of
mankind. Today he is read and enjoyed by one dnaf ahis works have been translated into all thortant languages
of the world. He had a unique command over theuess of the language. His fertile imagination, coamd of words
and his wonderful flow is present everywhere ingtés/s. His mature style is something incomparabtel for want of a
better word, we call it Shakespearean. Rhetoriersefo the art of persuasion through spoken ortemitanguage. It is the
ancient art of argumentation and discourse — ananivriting convincing stories by the appropriateangement of word
structures. It is a device which is used to expluwer people employ charismatic language to achésr&in targets and

convince others and making people do what they.want
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INTRODUCTION

Shakespeare is one of the greatest men of geratufdlve ever been born on this beautiful planetun§. More
than a century ago, declaring Shakespeare to berigifest ornament and the most cherished treadute British Isles,
Thomas Carlyle exclaimedThe Indian Empire will go, at any rate, somedayt this Shakespeare does not go, he lasts
forever with us; we cannot give up our Shakespéae\w for us in India, British rule is gone; but Skakeare will not
go; he will last forever with us also; we cannotegup 'our'’ Shakespeare. For though he is the @mdieglory of an
illustrious race, of a great nation, of a mightypém, yet he is one of the chosen few, whose missanscends the bounds
of the nation and country and whose work is ratherproperty of the whole of mankind. Today heeiad and enjoyed by
one and all of his works have been translatedafitthe important languages of the world. Shakasgen drama is like an

over-flowing river of life and beauty, and all wtigrst for art or truth can have their fill of it.

William Shakespeare had a unique command overetsurces of the language. He sweeps with the bhad
master, the whole gamut of human experience, ftomvery lowest note to the very top of the compasss is not the

language of an ordinary dramatist. Even Milton witis majesty and grandeur does not come near tomthster.
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Shakespeare's vocabulary is computed to run to $eamty thousand words, while that of Milton contihardly more
than half that number. Satire, wit, ribaldry, hummony and pathos are the most important compopants of the
world -renowned plays of Shakespeare. They areéhg foundations of his ideas and beliefs. Theyphein to target at
the deplorable prevailing conditions and systemkisfage. His fertile imagination, command of woads! his wonderful
flow is present everywhere in his plays. Shakespeasakes frequent use of words from different laggsa particularly,
French, Italian, Greek, Spanish and Turkish. Besitieere is a wonderful play with words. He is anly a good linguist
but also a good coiner. He also coins compound syadcording to his need. Such compounds are sediddl over his
works and may be picked up on a cursory perusat. difaracters of Shakespeare are very much fonaio§ such

phraseology and terminology, giving rise to thetigiém and ludicrousness. The witty word play isteevident whenever
there occurs usual mixture of colloquial Romaic &miish jargon. It is displayed through the comsteepetition of little

phrases that obviously please the audience. Hiarmatyle is something incomparable, and for wédirat better word we
call it Shakespearean. When at his best, Similes Mataphors come out of his pen as sparks fromimray fire.

The mystery of his own Cleopatra seems to belonigifo Age cannot wither him, nor custom stale hifinite variety.

Even if we read his plays the hundredth time, njot @r Tittle of their beauty is abated. It was hiniversality which led

Matthew Arnold say,Others abide our question. Thou art free."

Rhetoric refers to the art of persuasion throygbken or written language. It is the ancient araigfumentation
and discourse — an art of writing convincing stefy the appropriate arrangement of word structutés a device which
is used to explore how people employ charismatiguage to achieve certain targets and convincerotred making
people do what they want. Rhetoric works and rersalisagreement from the arena of violence when goms even
sober and intelligent people disagree with eacterottbout deeply held beliefs. When such disagresmieacome
pronounced, there are two typical results — eithey begin to fight, or they engage in debate. @lngice is up to every
citizen and every country as to whether we solveprablems by using a bullet or by organizing a teheal discourse
which is a healthy sign and a necessary step in satyp. In classical Greek Rhetoric, there are ethbasic
approaches — namely Logos, Pathos and Ethos winehcan use to make a convincing argument. Todayetme is
sometimes pejoratively used to refer to language ounds good but has little truth. Rhetoric wakivated as an
important art—an essential element of medieval ensity education. Modern critics sometimes refethe rhetorical
dimension of a literary work, meaning those aspettte work that persuade or otherwise guide #sponses of the
readers. The five classically recognized componehtbetoric are (ijnvention(ii) disposition(iii) style(iv) memoryand
(v) delivery. Eloquence is also an important ingredient andcgiffe style in transmitting the message acrossnis

audience. The Roman plays Julius Cadwer the traditional disposition, Antony and Cldgopaave hyperboles whereas

Coriolanushas invectives in it. The power of words and thketoric use is valued in the Roman plays of Stp&are as
these plays exhibit various instances in whichaharacters achieve their desired response thrcdwugluge of rhetoric.
Protagonists and kings in Shakespeare frequengsgmin the rhetorical processes during their $pEeor conversations.
There was a time when Rhetoric superseded poetiessaibject of study in Rome and orators were imeldgh esteem
and critics like Longinus could talk of Homer andrbosthenes in the same breath. The tradition gjuelat writing was
popular in the Renaissance, which flourished indhmnicle and Roman plays of Shakespeare. PulRzee Winner,

Professor Garry Wills, in his book Rome and Rhetoemonstrates how Shakespeare in Julius Cassaronderfully

made these ancient devices vivid, giving his charactheir own personal styles of Roman speechis\§iows how

Caesar, Brutus, Antony and Cassius each has histakenon the rhetorical ornaments that Elizabeteamt in school.
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The conspirators make clear that they assassizdedar for the sake of Rome, not for their own pseg and after the
murder they do not attempt to flee the scene. Brhre delivers an oration defending his actiod, fanthe moment the
crowd is on his side. He uses the power of rhetorigis attempt to appease the upset Romans byirgffaimself up to
sacrifice in way of resolution to avenge Caesagatint 'With this | depart- that, as | slew my best lover for the good of
Rome, | have the same dagger for myself, wheralt gplease my country to need my deatthll'ii.44—47.) In offering
himself in the way of compensation for the los€aksar, Brutus is using here the technique knovasjisalia which he
employs for two reasons. Firstly, he is perhapsebsed for having to murder his friend and segord is attempting to
show himself to the crowd as feeling remorsefubiider to make them sympathize with him and ultinya¢@oose not to
rebel against him for his actions. His attempt isuacess as the citizens cry outye, Brutus! Live, live!' (111.ii.53.)
Further, in the same scene, we read that Mark Anteith an Eloquent and Rhetorical speech over &&esorpse, deftly
turns public opinion against the assassins by nudatipg the emotions of the common people in histmsubtle and
Rhetorical speech and gestures. With his highlycatiee rhetorical questions, passionate emotivguage and superb
theatrical presentation, he succeeds in rousingdnemon people to mutiny. He reminds the citizehthe good Caesar
had done for Rome and his compassion and sympathytlve poor and the downtrodden of the st&igends, Romans,
Countrymen, lend me your ears; / | come to burydagenot to praise him. / The evil that men dodiadter them;
/ The Good is oft entered with their bones; / sbitldbe with Caesar. The noble Brutus / Hath tollyCaesar was
ambitious: / If it were so, it was a grievous fadland grievously hath Caesar answer'd it. / Harader leave of Brutus
and the rest; / for Brutus is an honorable man: / So are thely all honorable men-/ Come | to speak in Caesar's
funeral. / He was my friend, faithful and just te:mBut Brutus says he was ambitious; / and Brigwen honorable man.
/ He hath brought many captives home to Rome, sevhansoms did the general coffers fill; / did thisCaesar seem
ambitious? / When that the poor have cried, Caésdin wept: / Ambition should be made of sterneif:styet Brutus says
he was ambitious; / and Brutus is an honorable niafou all did see that on the Lupercal / | thrimesented him a kingly
crown, / which he did thrice refuse: was this amobi? / Yet Brutus says he was ambitious; / andk,se is an honorable

man. / | speak not to disprove what Brutus spoBeit/here | am to speak what | do kngWl'ii.79-106.)

Portia in the same play is seen using rhetoriealicgs for the purpose of extracting informationnir her
seemingly troubled husband, Brutus, who has stistan her bed during night, musing and sighing Witk arms across.
She asks him to make her acquainted with his caligeef, to which she receives the replyam not well in health, and
that is all.'(11.i.257.) Unconvinced by this feeble excuse, Roproceeds to construct a brief argument in wistoé shows
that such ill health, combined with present actiagasontrary to his nature and then she dexteyaesharks:'ls Brutus
sick? and is it physical / To walk unbraced, andksup the humors / Of the dank morning? What, g sick, / And will
he steal out of his wholesome bed, / To dare tle cantagion of the night, / And tempt the rheumyg anpurged
air / To add unto his sickness? No, my Brutus;u Nave some sick offence within your mind, / Whighhe right and
virtue of my place / | ought to know of; and, upoy knees, / | charm you, by my once — commendedybé®y all your
vows of love, and that great vow / Which did incogte and make us one, / That you unfold to mersgtiu your
half, / Why you are heavy ; and what men to-nighaye had resort to you; for here have been / Some six or seven, who
did hide their faces / Even from darkneg#.i.261-278.) There are innumerable devices employed fophaisis by
Shakespeare in his Roman plays. For instance, Antordulius Caesaapplies the technique callgzhralepsis while
addressing the furious mob and he remdHave patience, gentle friends, | must not read litiis not meet you know how

Caesar lov'd you, / You are not wood, you are mmess, but men: / And, being men, hearing theafilCaesar, / It will
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inflame you, it will makes you mad: / This good %oow not that you are his heirs; / For, if you alth O, what would
come of it!'(111.ii.145-151.) Brutus uses the techniqueaotithesiswhile addressing a throng of citizens of the steten
he states:Not that | loved Caesar less, but that | loved Ramore And Antony says to Brutus in th& Scene of Act-lll

using the method afsyndeton
‘Are all thy conquests, glories, triumphs, spals;unk to this little measure?'
(149-150.)

Addressing from the pulpit to the throng of citigeShakespeare makes Brutus use the technigpéradree while

dwelling strongly on a point:

'Who is here so base that would be a bondmanfyf speak; for him | have offended. Who is hereude that
would not be a Roman? If any speak; for him haokended?(lll.ii.31-37.)

And again the same Antony, while addressing a os#smetonymyin his opening lines of the famous speech:

'Friends, Romans, countrymen, lend me your eéiiji.79.)

Shakespearean plays are important ingredientangfuage and technique. Any language is bound tdt ries
beautiful prose and elegant simplicity, if usedreotly and Shakespeare is the master craftsmahisnregard. Use of
adjectival phrases, epithets, elements of sensesaseffective, terse, epigrammatic sayings malsekahguage beautiful
and mark it with elegance and grace. Sometimessies the stream of consciousness technique to réwedlow of
thoughts and feelings, in his perpetual soliloguibsough the mind of his immortal characters. @h¢he characteristics

of Antony and Cleopatrées in the sensuous, powerful language in whigmerous metaphors and hyperboles illustrate

another aspect of the argument and the discusajart from speeches and comments, soliloquies hisebeen used by
Shakespeare as one of the rhetorical devices taneehverbal expression. He employs the power dbrigein an even
subtler manner when he silently requests the aadiemimagine the setting in which he has placeatharacters. There is
rhetoric everywhere, in the treatment of historywadl as nature. The bard also makes Rome presghtaaimate by
costing his troupe of experienced players andtartis make their strength, shine through the hisdbfacts that Plutarch
supplied him with. He frequently uses rhetoricalides that appeal to emotions, ideals and valuesustsBalance
(paradox) as a means of revealing truth and dichpté-or example, Agrippa calls Cleopatrarayal wench', two words
that seemingly contradict each other. The drametisipares the Antony's face to a heavenly visageh@eyes to a sun

and a moon.
'His face was as the heavens, and therein stuck
A sun and moon, which kept their course, and lighte
The little O, the earth(V.ii.100-102.)
Again thegreat bard compares Rome to a melt able thindy asdce, and the dominion of Rome to an arch :
‘Let Rome in Tiber melt, and the wide arch
Of the rang'd empire fall(l.i.39-40.)
And yet again, the playwright makes Cleopatra, arsthimeriawhile rebuking the messenger in the same play

when she says:

Impact Factor (JCC): 4.8029 NAAS Rai2.67



The Charismatic Art of Articulacy and Oratory in Stkespeare's Select Plays - An Overview 29

"'l unhair thy head:'(1l.v.65.)

Antony and Cleopatr@resents a fine picture of Roman pride, esteemmaagnificence : and in the struggle

between the two, the empire of the world seemseswdg,like the swan's down featheThe dramatist brings living men
and women on the scene, who speak and act from feedihgs, according to the ebbs and flows of massi
It is Shakespearean language, tone, style, rhatdrabit, articulate and expressive word rhythm gederic structure that
appeal the reader most. Antony's language refleigtsvacillation between the worlds of Rome and Egynd that
Cleopatra's imaginative language and varied rhythnes contrasted with Caesar's straight forward @eggilar verse.
The melodiousness arising from Cleopatra's use ssbraance is set against the cacophony generate@abgar's
alliterations. From the first to the last scene filayer enters a rhetorical realm of unlimited gmation and unending
desire. The linguistic extremes of the play bec@ameagreat that the lead characters as themselves tmembody two
powerful rhetorical figures: hyperbole and paradGleopatra's character embodies the paradoxicareatf the play,
whereas Antony is hyperbolic in all that he doesthbr in his rage, his valor, his love or his folWhile Cleopatra
embodies the impossible combinations of everytlsing nothing, Antony represents the impossible hsighwhich man
can never reach. And when they are together, teegrbe a picture of an endless pre-Enlightenmenewsg. True to the
play's form, their love is boundless, indefinabled ahetorically majestic. In the midst of the rhétal heights and
confusion, the messenger figures play a vital loléhe communication between characters. The mgsses a character
in the play becomes an independent rhetorical éigamid the background of linguistic hyperbole.He First Act of the

play we see that Antony and Cleopatra are talkbmuathe intensity of their love.
Cleo: If it be love indeed, tell me how much.
Ant: There is beggary in the love that can be reckon'd.
Cleo: I'll set a bourn how far to be beloved.
Ant: Then must thou needs find out new heaven, new. €art14-18.)

Shakespeare uses Rhetoric to manipulate his awdgnthat they respond to Antony and Cleopasra play that

'glorifies romantic love in terms of politicsyith love'in essence an Empirél’he use of metaphor is abundant in dialogue
between the two lovers, as well as in speechedh®y aharacters to describe Antony and Cleopatiastgtriking, perhaps
is the speech by Enobarbus recounting of theit fiirseting to Agrippa. He describes Cleopatra'séasgjike a burnished
throne' with purple sailsso perfumed that / the winds were love — sick withm'(11.ii.196-199.) Through Enobarbus's
descriptions of Cleopatra, Shakespeare constrectadbeing unnaturally powerful, to the extent e everoutworks'
nature, appearing more beautiful than the Cydrugs.rThe blending of rhetoric and romance proveatitiein Antony and
Cleopatraand unfortunately it is Cleopatra's play with laage which results in the tragic death of Antomg aventually
her own suicide. According to Aristotthe orator has to arouse emotions exactly becausetions have the power to
modify our judgmentdis treatise on rhetoric argues that it is not $ymp be persuasive, rather the rhetorician musa al
reason logically..understand the emotions — that is to know theirsea and the way in which they are excitead it is
this trait that Cleopatra lacks, and which causastt push Antony over an emotional barrier, ultiehacausing both of

their deaths.

In the play _Timon of Athendlimon is rather more subtle in his manipulatiémheetoric and employs it in order to

extract information from his flatterers throughliluy them into a false sense of security. Here wighes to ascertain
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whether they have come to him because they have hbaut his gold:
'Ay, you are honest men'
... Y'are honest men; Y'have heard that | have gold;
| am sure you have; speak truth, Y'are honest njén67-68.)

By repeatedly terming them honest men, he asshess of his faith in their honesty and this devieé&nown as
epanalepsisvhich proves very effective as the painter, coogthof Timon's trust, admits to having such knogkdo it
is said, my noble lord{V.i.69.) In the play, the most original and afehe most fiercest of the speeches of Timon iswh
he parallels nature's destructiveness with humakesiness in his popular sermon to the bandith example you with
thievery: / The Sun's a thief, and with his gretitation / Robs the vast sea ; the moon's an arthief, / And her pale
fire, she snatches from the sun; / The sea's d, thi@ose liquid surge resolves / The moon into t&lts; the earth's a

thief, / That feeds and breeds by a composturengtérom gen'ral excrement; each thing's a thief.'

Coriolanusis generally interpreted as a play about langu&fgakespeare's power of persuasiveness is strongly

evident in the play when Matrtius, furiously, thierad his retreating soldiers:
'‘Mend and charge home,
Or by the fires of heaven, I'll leave the foe
And make my wars on you!" (l.iv-381.)

The tribunes, in the play, emphasize that eloqueacepossibly be a mightier power than the swomd lzence

Sicinius encourages Menenius to go and persuadgudlam give up his plan by claiming that :
"... ifyou
Would be your country's pleader, your good tongue,
More than the instant army can make,
Might stop our countrymer(V.i.36-39.)

Volumnia — the mother — admonishes her son Coridato court the people in order to have his caidpl
confirmed. In the following lines political rhetaris at the center of volumnia's sound argumentighag her son that
‘action is eloquencgshe encourages Coriolanus to dissemble humilifyoint of the peopléGo to them, with this bonnet
in the hand, / And thus far having strechledre be with them/ Thy knee bussing the stones — for in such bssih&ction
is eloquence, and the eyes of th'ignorant / Moagrled than the ears — waving thy head, / Whichnotteus, correcting thy
stout heart, / Now humble as the ripest mulbeifidt will not hold the handling [.. (lll.ii.73-80.)

In all likelihood, Volumnia makes gestures appiaigrto her, i.e. she kneels, nods her head, etie she does not
essentially advise her son on rhetoric only bugssts that he literally acts. Her postulate thetion is eloquencémplies

the close relation of language and body languagieerpolitical arena.

Thus, it may safely be concluded that Shakespearguage is voluminous as well as various, dranaatwell
as poetic, marked by its plasticity, profunditydaeflectivity, encompassing within its folds dletchanging shades of life

as well as shifts of temperament. The great bail/of, is a gifted rhetorician, knew it perfectlell that the life of his
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plays is in the language as feelings, thoughtshamadan emotions are released at the moment of speech
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