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ABSTRACT 

Allegory is a figure of speech in which 

unique thoughts and standards are 

portrayed as far as characters, figures and 

occasions. It can be utilized in prose and 

verse to recount a story with a reason for 

instructing a thought and a standard or 

clarifying a thought or a rule. In spite of the 

fact that an allegory utilizes images, it is 

distinctive from symbolism. An allegory is a 

complete narrative which includes 

characters, and occasions that remain for a 

theoretical thought or an occasion.  A 

symbol, then again, is a question that stands 

for another protest giving it a specific 

significance. Not at all like allegory, 

imagery does not recount a story.  

On the off chance that there is an Allegories 

in any of Shakespeare's plays, they have 

been constructed on an arrangement, except 

for himself, and with a level of flawlessness 

not less special. In purposeful anecdotes 

known to be such there are four things so 

regularly found that they might be said to be 

the conditions and downsides of the twofold 

sense. Those are dulled, the need of an 

uniform and reliable outline, a story 

recently made to suit the already picked 

moral, and the two sided connotations either 

announced or effectively discoverable. 

Allegory permits authors to advance their 

good and political purpose of perspectives. 

A cautious investigation of a figurative bit of 

composing can give us a knowledge into its  

 

author's brain as how he sees the world and 

how he wishes the world to be. 
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INTRODUCTION SHAKESPEARE 

Shakespeare was a greatest reformer. Still, 

for more than four centuries, Shakespeare 

has played a defining role in American 

culture. Today he remains America's most 

widely produced playwright performed in 

theaters, on film, in schools, at festivals, and 

read in millions of homes across the country. 

Many scholars assert that the end of the 

nineteenth century, with the development of 

industrial manufacturing processes, changes 

to American work schedules, and resulting 

increased social classism, saw a significant 

decrease in the place of Shakespeare in 

everyday society. Education values really 

shifted because of the industrial revolution 

as well, with families knowing that a good 

laborer could support a family and didn't 

necessarily need an education that included 

strong literacy skills. The American 

language moved rapidly away from the rich 

Elizabethan style of Shakespeare, making 

his words alien to a people who once so 

effortlessly understood their power. 

 

Shakespearean allusions and quotations 

were a regular feature of nineteenth-century 

newspapers. In schools, his plays were 

taught as rhetoric. Students would memorize 

passages of his plays and recite them aloud. 

While audiences admired the playwright's 

gift for language, they found his themes to 

be representative of their own trials and 

tribulations.  His characters coped with love, 
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hate, jealousy, ambition, and mortality just 

as his audience members did in their own 

lives. 

 

When the English colonists sailed for the 

New World, they brought only their most 

precious and essential possessions with 

them, including the works of William 

Shakespeare.  The earliest known staging of 

his plays in the colonies was in 1750. By the 

time of the American Revolution, more than 

a dozen of his plays had been performed 

hundreds of times in thriving New England 

port cities and nascent towns and villages 

hewn from the wilderness. The young 

nation, brought together under a unique 

Constitution and collective will, found 

common ground in a love of Shakespeare. 

 

In his famous travelogue Democracy in 

America, the French writer Alexis de 

Tocqueville remarked on the popularity of 

Shakespeare across the new nation in the 

1830s ―There is hardly a pioneer's hut that 

does not contain a few odd volumes of 

Shakespeare. I remember that I read the 

feudal drama of Henry V for the first time in 

a log cabin. One such log cabin belonged to 

the family of Abraham Lincoln, a 

frontiersman whose formative reading 

consisted mainly of the King James Bible, 

Blackstone's lectures on English law, and 

Shakespeare. Like so many American 

presidents, Lincoln had a lifelong fondness 

for the Bard. ―There is, assuredly, no other 

country on earth in which Shakespeare and 

the Bible are held in such general high 

esteem,‖ wrote the German journalist Karl 

Knortz in the 1880s. 

 

DECEPTION IN SHAKESPEARE'S 

PLAYS 

Trickery/Deception as a component in 

Shakespeare's plays takes an assortment of 

structures. For a number of Shakespeare's 

male heroes, the dread of double dealing by 

their sweethearts expends them, frequently 

to a nonsensical degree. Different characters 

mislead themselves, at last trusting they are 

something they are definitely not. In spite of 

the fact that misdirection is every now and 

again showed through some kind of physical 

camouflage, it is all the more regularly 

passed on through dialect. While 

Shakespeare's characters endeavor to 

beguile each other through insincere 

exchange, Shakespeare himself endeavors to 

misdirect his gathering of people and 

perusers through the dialect and structure of 

his plays. 

 

In four plays Much Adoabout Nothing, 

Othello, Cymbeline, and The Winter's Tale 

Shirley Nelson Garner (1985) has 

investigated the male heroes' absurd dread 

of being deceived by their spouses and 

darlings. Accumulate watches an example in 

which the man, at the faintest insight of 

mistake, starts to associate his blameless 

sweetheart with unfaithfulness.  Another 

type of deception in Shakespeare's plays is 

simply the characters' capacity to deceive. 

Lord Henry VI deceives himself as well as 

other people into trusting he is a fit ruler. 

The activity of Love's Labor's Lost is 

committed to the "undeceiving of the 

selfdeceived," and that like a significant 

number of Shakespeare's comedies, the play 

advances from an accentuation on the 

counterfeit to the characteristic, continuing 

to the last target of self-information. A 

topical concentrate on the dream, daydream, 

and self-double dealing in Macbeth. The 

self-misleading found in Twelfth Night goes 

up against an amusing turn, the characters 

that embarked to deceive using physical 

masks (Viola and Feste) are really the most 

outlandish characters to practice self-
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misdirection. However Orsino and Olivia—

acting as the affection struck suitor and 

long-lamenting sister—both enjoy their 

vanity in the parts they expect and thusly 

deceive themselves all through the play. 

 

The misdirections of Kent and Edgar in 

King Lear work. The untruths told by Kent 

and Edgar do in actuality deceive Lear and 

Gloucester, these trickeries additionally help 

Lear and Gloucester in understanding and 

tolerating their activities and what they have 

moved toward becoming Shakespeare 

safeguards his specialty. The characters in 

Richard III control dialect, and has battled 

that Shakespeare perceived the questionable 

way of dialect and that maybe he questioned 

or dreaded it as the medium in which his 

specialty was established.  Crtics likewise 

have investigated the courses in which 

Shakespeare utilized the dialect and 

structure of his plays to deceive his 

gathering of people or perusers. In Othello 

as a logical moral story, keeping up that 

Shakespeare endeavored to utilize talk to 

trick his gathering of people into tolerating 

the plot and characters as conceivable as 

opposed to as entirely ludicrous, similarly as 

Iago deceives Othello into tolerating the 

credibility of Desdemona's treachery.  

 

Shakespeare empowered a misreading of 

Henry IV as an ethical quality play in which 

Shakespeare seems to acknowledge a 

fortunate perspective of history and the 

Tudor myth. In the play presents Prince Hal 

not as the Prodigal child, but rather as a 

lawmaker who totally gives up his private 

sentiments to his open picture. Along these 

lines, Willems has fought, Shakespeare 

addresses the customary legislative issues of 

the contemporary court and also the 

individual void which comes about because 

of the quest 

for Machiavellian political qualities. As 

indicated by Willems, if Shakespeare had 

managed 

straightforwardly with such political issues, 

the play may have been seen as excessively 

subversive.  The predominance of duplicity 

in Shakespeare's plays appears to stem as 

much from the beguiling propensities in 

human instinct as it does from Shakespeare's 

relationship with the theater and its dialect. 

His plays themselves a double dealing as in 

they are fictions, or showy deceptions 

uncover an interest with the energy of 

dialect to deceive, as well as to move and to 

uncover truth and self-learning. 

 

DREAMS IN SHAKESPEARE'S PLAYS 

Shakespeare's shifted and broad utilization 

of dreams in his plays mirrors the boundless 

money of the theme on the English 

Renaissance arrange—where it was a typical 

element, starting in the theater of established 

relic. However, Shakespeare is likewise 

credited with inventively growing and 

molding the emotional portrayal of dreams.  

Shakespeare has made noteworthy 

utilization of dreams all throughout his 

plays, in many occasions bringing out the 

established origination of the fantasy as a 

medium of otherworldly forces or as a 

hunch of future occasions. This approach is 

a typical element in the early histories, 

outstandingly Henry VI in which the 

Cardinal of Winchester encounters a fantasy 

that prefigures the Duke of Gloucester's 

demise. Thus, Shakespeare utilizes dreams 

and premonition signs in Richard III Dreams 

likewise figure  conspicuously in the 

tragedies. In Romeo and Juliet Romeo longs 

for his own death, just to envision that Juliet  

has arrived, and with a kiss breathed life into 

him back. Macbeth, Hamlet, and King Lear 

likewise offer dreams and dreams that 

thought on inauspicious, mysterious hints as 
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they envoy the approach of ghosts, 

witchcraft, or franticness. 

 

Shakespeare's tragedy of Macbeth, revealing 

the profound situated and unreasonable 

inspirations in the half-waking dreams for 

the play's title character. Facilitate 

investigations of dreams in different plays 

have uncovered impressive material. 

Shakespeare's sensation of dreams as 

forerunners of Sigmund Freud's "fantasy 

material." The murder of Caesar in Julius 

Caesar, which Tice sees as a gadget for 

passing on the mental condition of misery to 

the survey group of onlookers. In The 

Merchant of Venice as though its plot were 

the fantasy of Portia's dead father, utilizing 

this extraordinary point of view to find the 

wellsprings of the play's over the top topics 

of riches and yearning.  Macbeth as a play 

driven by the oblivious dreams and dreams 

of its hero as they are conveyed to bleeding 

realization. The negative results of an 

obscured qualification between dream-

dream and reality. Shakespearean 

catastrophe from Richard III to Antony and 

Cleopatra, revealing the significance of 

dreams as the portrayals of inward scenes in 

theearly histories and the tragedies Hamlet, 

Macbeth and King Lear, and as typical—

instead  of mental or naturalistic indications 

in the later plays. 

 

SHAKESPEARE IN THE 

EIGHTEENTH CENTURY 

In the eighteenth century, Shakespeare 

ended up being undeniably the most 

acclaimed English author. Distributed, 

exciting, emotional exhibitions and an 

extensive variety of modifications of  his 

works increased and his effect on creators 

and arrangements was expansive. Amid the 

Second, 50% of the century, Shakespeare's 

status had been totally settled, and since that 

time he has remained crucial to English 

culture. Shakespeare in the Eighteenth 

Century explores the impact he had on 

various parts of culture and society in 

composing and the theater, and additionally 

in visual expressions, music, and even 

national identity. The eighteenth century's 

Shakespeare, in any case, was not our 

Shakespeare.  

 

All through the eighteenth century the term 

virtuoso with reference to Shakespeare was 

central to the essential real fundamental and 

elegant reflections and ended up being 

altogether connected with the improvement 

and widening of the distinctive national 

European social orders and characters. 

Shakespeare's virtuoso in Europe, taking a 

gander at not simply changed recorded and 

social settings, remarkably the English and 

German one, however, considering also the 

nearness of an elitist significance of the 

word virtuoso, used just in a little float of 

scholarly individuals, and an outstanding 

one reasonable to a heterogeneous class of 

peruser. 

 

In the eighteenth century his plays were 

performed in London at reason constructed 

playhouses, at Court, on visit in the regions 

and even on the mainland. Village and 

Richard II gone as a far distance as the shore 

of Africa, where they were performed by the 

organization of mariners on the exchanging 

ship the Red Dragon. Shakesperes‘s plays 

gave material of a different kind to different 

playrights. The body of the intertextual 

references and borrowings, which is 

excluded in the Riverside Shakespeare 

addendum, is a blend of subordinate creative 

and basic allotments. Shakespeare's plays 

served to grapple a growing, multifaceted 

system of execution, distribution, and perky, 

aggregate discussion and open judgment. 
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The monstrous take-up of Shakespeare in 

the eighteenth century has proposed to 

various researchers that his works may have 

remained at or close to the focal point of an 

unfathomable, world chaning hegemonic 

extend.  Shakespeare and the eighteen 

century contain three sections, each 

providing a different perspective on its 

subject. In the first "Theorizing Shakespeare 

in the Eighteenth Century and beyond" 

Michael Bristol, Jean Marsden and Nicholas 

Hudson consider three of the most 

prominent eighteenth century approches 

through character criticism, through 

sympathetic identificaiton and through the 

appropriation of middle class taste. In the 

second section "Eighteen Century Editors 

and Interpretors" fiona Ritche, Marcus 

Walsh, Frans De Bruyn and Mercie Frank 

examine a variety of critical, literary and 

editional responses. And in the final group 

of essays,"Eighteen Century Adaptation and 

Receptin," 

 

Paul Yachnin, Amanda Cockburn, Gefen 

Bar-on Santor, and Jenny Davidson explore 

the fortune of individual plays several of 

which received multiple adaptations Richard 

II, the two parts of Henry IV and The Merry 

Wives of Windsor, Hamlet and The Winter's 

Tale.  

 

NINETEEN CENTURY AND 

SHAKESPEARE. 

All through the nineteenth century, 

Shakespeare was the most surely understood 

writer in America. His plays were made in 

tremendous and rich theaters and on brief 

stages in basr, places of love, and hotels. 

From gigantic urban ranges on the East 

Coast to mining camps in the West, his 

plays were performed obviously and 

routinely. Honestly, Shakespearean on-

screen characters from England came to 

America in light of the way that the 

occupation prospects with going by troupes 

were abundant and stimulating.  

Shakespeare was so organized into 

American culture by the nineteenth century 

that Mark Twain had his young holy person 

Huckleberry Finn come the Mississippi 

River by barge with two or three radicals 

who endeavored to pass themselves off as 

Shakespearean onscreen characters to win a 

trade out riverbank towns.  No great acting 

drama was written during the 19th century, 

Shakespeare was overpopular then. His 

popularity prevented the writing of great 

acting drama. Playrights only imitated 

Shakespeare. Or else they wrote only 

potboilers, curtain-raisers or after pieces of 

Shakespeare. Or, since Shakespeare's 

popularity was so great that they could not 

get audiences, they turned to lyric poetry or 

the novel. 

 

In the nineteenth century, Shakespeare 

accomplished the status of worldwide 

pregreatness that we perceive today. He and 

his real characters were portrayed in statues, 

depictions, and representations, and in 

Stratford-upon-Avon the house where he 

was conceived was obtained for the country 

and the principal Memorial Theater was 

manufactured. His words were perused, 

cited and declaimed in household drawing 

rooms and theaters all around the globe, and 

additionally underway of the main scholars 

of the day, in personal love letters and in the 

pages of radical daily papers. As these new 

articles appear, his was a voice that 

reverberated unsurprisingly, during the 

time's social, political and scholarly fields. 

The remarkable reference manage 

additionally, demonstrates exactly how well 

known he was in various London theaters 

and how fundamental a section he played in 
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the distributing business of the day and in 

the expanding field of abstract feedback. 

 

 

SHAKESPEARE IN 21ST CENTURY 

William Shakespeare has for some time 

been a worldwide social product, however in 

the twenty-first century, "Shakespeare" is oft 

situated as a socio-social idea with the man 

practically overlooked in the midst of the 

phrasing that encompasses the feedback, 

tourism, adjustment, and use of his plays. 

Presently, the works themselves are as 

frequently redrafted, adjusted, and subjected 

to these activities in transposition as 

performed completely in their own privilege 

in front of an audience. In addition, the 

portrayal of Shakespeare in new media 

structures is presently a settled pattern, 

giving option strands, personalities, and 

areas of "Shakespeare" (e.g., metanarratives, 

sexual orientation reworkings, between 

social adjusting, web based spilling), and the 

development is as far reaching and quick as 

innovation, execution, long range informal 

communication, and film will permit This 

versatile Shakespeare is important to 

theaters since they are persuasive spaces. 

Free-asset Shakespeare can contain a scope 

of various social qualities and theaters give a 

space to makers and customers of culture to 

consult between them. It has been set up that 

pressures of social esteem, for instance 

advancement/custom or business/non-

business administers the creation, spread and 

evaluate of culture.  

 

Shakespeare language is extremely dense 

and turbulent, as it portrayed, interpreted, 

and at the same time transformed a world 

which was questioning its historical heritage 

and opening to new cultural social and 

political modes. As many critics have noted, 

Shakespeare has an extraordinary ability to 

activate the various different senses of 

almost every word and have them work 

together or else set one against the other the 

result being a dramatic concert of meanings 

that sometimes becomes difficult to follow, 

especially when a number of constrasting 

semantic perspectives are thus opene up and 

when the wider discourse already displays 

an interplay of various strains of meaning. 

 

SHAKESPEARE'S PSYCHE 

Although readers and critics have not met 

Shakespeare, from his writings, they think 

that they know him enough to speak about 

his personality and his thoughts. He is the 

dramatist, the thinker, the psychologist, and 

the poet. "Shakespeare is a great 

psychologist, and whatever can be known of 

the heart of man may be found in his plays," 

said Goethe*. But the Freudians believe that 

Shakespeare was unaware of what he has 

been writing, that is to say, not aware of the 

major meaning of his greatest plays. They 

also believe that there is a hidden analogy 

between what he wrote and his own life in 

depicting his characters. Most of the critics 

who read Shakespeare's plays wonder 

whether he had ever known what is meant 

by the super-ego and the id or even heard 

about them. 

  

THE PSYCHOLOGY OF 

SHAKESPEARE AND HIS 

CHARACTERS 

If Hamlet shows his complex and his 

contradictory set of attitudes towards both 

his mother, Gertrude, and his beloved, 

Ophelia, one might continuously ask 

whether they belong completely to Hamlet 

or are created instead by the totality of 

action and language in the play, that is to 

say, is this Hamlet's or Shakespeare's fantasy 

about Gertrude and Ophelia? Are we talking 

about Hamlet's psychology or 
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Shakespeare's? Who is describing whom? 

Meredith Skura, the English 

autobiographical writer, states that 

Shakespeare's dramatic characters depend 

on "the relation between the character and 

the total structure of action, whether that 

structure is seen as shaped from within, by 

the character's society, or from without, by 

the poetic logic of the play." 

 

Shakespeare may have used the women he 

created to reveal his own mind and 

psychology. However, if one wants to know 

what Shakespeare thinks, he should listen 

carefully to his female characters. The 

heroes and heroines that Shakespeare 

portrays in the great tragedies are presented 

in the fullest human context "not only in 

relation to the moral and intellectual issues 

that critics isolate in discussing a given 

play's thematic structure, but also in relation 

to society, politics, and class structure, to the 

past, to their families, and to their own 

emotional and physical realities." 

 

Whether the critics believe that 

Shakespeare's characters are real or they are 

just words on a page, or parts of a thematic 

design, they are still the creation of his 

imagination.  Although he depends on the 

historical stories and the plots of other Latin 

writers, he has written them according to his 

vision. Also, Shakespeare writes many 

entries based on his feelings at that moment. 

The basis of many of his female characters 

is brought about by these certain emotions. 

Women in Shakespeare's writings 

emphasize many of the characteristics that 

reflect his own personality.  Shakespeare 

bases many of his plays on his mood. It is 

something normal that 

When writers write of what emotional state 

they are in, their words form the essence of 

their works. Shakespeare's moods, whether 

dark or romantic, have brought about many 

excellent plays that still touch the hearts of 

many to this day. 

 

SHAKESPEARE'S PLAYS 

The general consensus is that Shakespeare 

wrote thirty-seven plays (see list below).  

However, no one can know for certain 

because of the inexact documentation at the 

time the plays were first being organized 

and published. If we include The Two Noble 

Kinsmen and two lost plays attributed to 

Shakespeare, Cardenio and Love's Labour's 

Won, then we could say he wrote, either 

alone or in collaboration, forty plays. 

Moreover, in the last few years many critics 

have begun to reassess a play called Edward 

III, currently grouped with a collection of 

eleven other plays known as the 

Shakespeare Apocrypha. Edward III bears 

striking similarities to Shakespeare's early 

histories. Another play, Sir Thomas More 

has also been under debate. Handwriting 

analysis has led scholars to believe that 

Shakespeare revised parts of Sir Thomas 

More, but, like Edward III, it is not part of 

the standard collection of Shakespeare's 

plays. 

 

WHAT IS AN ALLEGORY ? 

ALLEGORY is a protean device, ubiquitous 

in Western writing from the most punctual 

circumstances of the present day period. An 

allegory is an account, whether in writing or 

verse, in which the specialists and activities, 

and here and there the setting also, are 

imagined by the writer to bode well on the 

"strict," or essential, level of meaning, and 

in the meantime to imply a moment, 

connected request of implication. In the 

most straightforward terms, allegory says a 

certain something and means another. It 

demolishes the ordinary desire, we have 

about language, that our words "mean what 
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they say."  Allegory regularly appears as a 

story in which the characters speak to good 

qualities. For example the name of the focal 

character, encapsulates the book's 

metaphorical nature.  

 

The word Allegory gets from the Greek 

allegoria ("talking generally"): The term 

freely depicts any story in verse or writing 

that has a multifaceted nuance. This account 

goes about as a developed representation in 

which the plot or occasions uncover an 

importance past what happens in the 

content, making an ethical, otherworldly, or 

even political significance. The 

demonstration of translating a story as 

though every question in it had a symbolic 

importance is called allegoresis. 

 

MACBETH AS AN ALLEGORY 

William Shakespeare's reality well known 

sad play Macbeth resides in darkness.  

Symbolism assumes a vital part in 

Shakespeare's Macbeth. It is utilized as a 

part of various structures to relate the 

general subject of murder to the activities of 

Macbeth. Light and obscurity speak of great 

and insidiousness separately. Blood speaks 

to Macbeth's and his significant other's 

blame about Duncan's murder. Water 

symbolizes cleansing of the inner voice. 

These images viably depict the inauspicious 

topic of murder in Macbeth. This haziness 

shapes a mental area where we see 

enormous association happening between 

the individual and his or her still, small 

voice. We can state that Macbeth is 

increasingly a play of feeling, 

contemplations and arranging than of 

activity.    

 

Most likely the play of human brain research 

is far exceptional in Hamlet yet if there 

should arise an occurrence of Macbeth it is 

forceful to the point that it regularly gets to 

be distinctly hard to separate between the 

genuine and the illusion. Murkiness shapes 

acomprehensive space where the truth 

breaks up and the hero begins cooperating 

with his or her own self and with different 

characters or episodes of the play at 

different levels in this manner, opposing the 

obstructions of space and time. In Macbeth 

dimness assumes an essential part in 

building up the contention, movement of the 

activity and the disclosure of characters. 

William Shakespeare's reality celebrated 

disastrous play Macbeth lives in obscurity. 

This haziness frames a mental space where 

we see a gigantic connection happening 

between the individual and his or her still, 

small voice.    

 

The same night also experienced the 

occurrence of another dreadful yet unnatural 

deed. A falcon was attacked and killed by a 

mere mouse-owl. The darkness in our 

society is indicative of evil. For instance, a 

black cat, a darknight, and a dark place are 

all “Allegory” of diablerie. The authors use 

these Allegories to describe an evil character 

or setting. With the death of Lady Macbeth 

and the Allegory implementation of the 

second phase predictions of  the witches the 

decline of the ambitious self in Macbeth 

reaches its culmination.  

 

HAMLET AS AN ALLEGORY 

It has, been said that to peruse every one of 

the books about Shakespeare would leave no 

opportunity to peruse Shakespeare. It may 

practically be said that to peruse the sum 

total of what that has been composed on 

Hamlet, or on Hamlet, would leave no 

opportunity to peruse the play. Priest 

Blougram's "two focuses in Hamlet 's soul 

seized by the Germans yet" have since a 

long time ago been the upset summits of 
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basic notorieties, and the inescapable swing 

from the sentimental fixation on soul to the 

sensible distraction with emotional qualities 

and chronicled setting has created its own 

imposing library of grant and feedback 

demanding that "the play's the thing." One 

method for review Hamlet as an allegory of 

human instinct and human presence, a 

noteworthy editorial on the men we are and 

the life we know, is to put the endless supply 

of the characters, and to adjust them three 

against three. In Hamlet as a  disaster of 

reprisal, the primary inspiration for the 

action of the play is, actually, the request 

of the Ghost for retribution upon Claudius. 

 

OTHELLO AS AN ALLEGORY 

Othello lives and moves and has his being 

within an allegorical mode in which sign 

and significance are inseparable, words and 

deeds magically and instantaneously joined.  

The morality design that informs Othello is 

the collaborative product of its two principal 

characters. The temptation of this point is to 

accept this allegorization of character and 

action at face value, to see the play simply 

as a re-representation of a timeless or mythic 

or archetypal - and therefore ―true‖ - 

patterns in human affairs. The incarnation of 

evil, Othello the tragic human scapegoat, 

and Desdemona the embodied principle of 

goodness and patience doomed to suffer 

long and be kind. 

 

INTRODUCTION, DEFINITION OF 

ALLEGORY, VARIOUS TYPE OF 

ALLEGORY 

Allegory is a figure of speech in which 

conceptual thoughts and standards are 

depicted as far as characters, figures and 

occasions. It can be utilized in prose and 

verse to recount a story with a reason for 

instructing a thought and a guideline or 

clarifying a thought or a rule. In spite of the 

fact that a purposeful anecdote utilizes 

images, it is distinctive from symbolism. A 

purposeful anecdote is a complete narrative 

which includes characters, and occasions 

that remain for a  unique thought or an 

occasion. A symbol, then again, is a protest 

that stands for another question giving it a 

specific importance. Not at all like 

purposeful anecdote, symbolism does not 

recount a story. For instance, Plato in 

his"Purposeful anecdote of Cave" recounts 

an account of how a few people are 

uninformed and in the meantime, a few 

people "see the light" – remains for a 

thought and does not recount a story. The 

authors utilize moral story to add distinctive 

layers of implications to their works.   

 

Coleridge makes a natural starting point for 

an analysis of allegorical practice, since 

he is at the center of the disputation which 

has so obscured the problem. For Coleridge 

the definition of allegory was an important 

matter because it allowed him once again to 

make the distinction between ―organic‖ and 

―mechanic‖ form, and to provide a major 

instance of literature created out of a 

compromising relationship between the 

imagination and the logical powers of 

reason.  

 

Such a compromise could not give rise to 

the highest art, but it was precisely what was 

required for that mixture of theme and 

image we call allegory.  Coleridge made his 

criticism of allegory implicit in his 

distinction between symbol and allegory, as 

well as in his definition of allegory to take 

the first distinction. The Symbolical cannot 

perhaps be better defined in distinction from 

the Allegorical, than that it is always itself a 

part of that, of the whole of which it is 

representative Here comes a sail (that is a 

ship) is a symbolical expression. ―Behold 
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our lion! when we speak of some gallant 

soldier, is allegorical. Of most importance to 

our  present subject is this point, that the 

latter (allegory) cannot be other than spoken 

consciously whereas in the former (the 

symbol) it is very possible that the general 

truth may be unconsciously in the writer‘s 

mind during the construction of the symbol; 

and it proves itself by being produced out of 

his own mind as the Don Quixote out of the 

perfectly sane mind of Cervantes, and not by 

outward observation or historically. The 

advantage of symbolic writing over allegory 

is, that it presumes no disjunction of 

faculties, but simple dominance. 

 

ALLEGORY IN THREE DRAMAS 

“MACBETH”, “HAMLET” 

&“OTHELLO” 

In this way, in the event that you some way 

or another figured out how to take each 

demonstration truly, there would be a moral 

lesson in every range associated with a 

challenge: swords, witches' cauldrons, 

blood, woods, et cetera., to give a few cases. 

You could consider the figurative things 

thusly: Swords = control, cauldrons = 

premonition/fate; blood. Shakespeare's plays 

have been analyzed from such a vast variety 

of perspectives that scarcely anything is all 

in all left to the states. Not simply have they 

got going the energized equipment of 

theoretical interpretation, yet it gives the 

idea that any major academic speculation 

has been subjected to the "Shakespeare test".  

 

In any case, this is not the circumstance with 

the speculation of the extraordinary, which 

is the reason this paper will focus on this 

theoretical perspective.   

 

HUMAN NATURE IN BOTH 

“MACBETH” AND “HAMLET” 

Freud expect that there are three sections in 

human personality which shape his lifestyle 

as the best or most discernibly horrendous. 

They are essentially the id, the sense and the 

superego. The id is the darkest piece of the 

mind which is associated with dull deeds, 

for example ark deeds, for instance, gut, 

unfaithfulness, interbreeding, usurpation, 

injustice, witchcraft, and hostility.  Self-

concern is another inherent trademark that 

individuals can't escape. Rage is an 

unyielding human credit that should be 

finished a sentimental value and regard. We 

can gather the key task of 

Shakespeare in creating Hamlet and 

Macbeth through the statements of Tibbles 

"The fate of man is to twist up doubtlessly 

consist not so much human, but instead 

more thoughtful,not so much energetic yet 

rather more imaginative, not so much 

regular yet rather more intuitive, not so 

much material but instead more 

extraordinary. Man's destiny is to reliably 

end up being more totally wonderful."  The 

writer utilizes the work of Fernando de 

Rojas, the Marrano writer of La 

Celestina. This is utilized Hamlet.    

1 - GHOST 

One method for review Hamlet as a 

purposeful anecdote of human instinct and 

human presence, a noteworthy critique of 

the men we are and the life we know, is to 

put the endless supply of the characters, and 

to adjust them three against three. On the 

one side are the Ghost, the King, and 

Hamlet; on the other the Queen, Ophelia, 

and Horatio. In the previous three we have 

human instinct fixated, contorted, over the 

top, encapsulating the dynamism which, 

whatever its intentions, is ruinous of serene 

harmony. In the last three we have a human 

instinct tolerant, passive, sane, by its 

impediments as much as by its temperances 

additive of congruity and strength. Nor is 
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this choice weak on different grounds, since 

the most critical mental pressures and 

sensational relations are generally 

communicated as far as these about six 

characters. 

 

One may, without improving the example 

absurdly, see Polonius as a stock elderly 

wiseacre, an enjoyably self important old 

bore; Laertes as a repulsively pretentious 

prodigy; and Fortinbras as a similar stocky 

man of action, random and fringe. 

Furthermore,the rest is no place. In Hamlet 

as a disaster of reprisal, the principal 

inspiration for the action of the play is, 

normally, the request of the Ghost for 

retaliation upon Claudius.Hamlet responds 

to the passing of his dad as the demise of a 

whole perspective.   The Ghost is an intense 

showy develop with clear metaphorical 

importance, yet  Benjamin's thought of 

moral story is sufficiently wide to include a 

few different sorts ofvehicles of Allegory.  

 

2 - DUMBSHOW 

To put it plainly, the way that the show in 

Hamlet is not important to the plot (or that 

introduces, moderator, and going with 

interpretative perceptions don't mirror a 

rigid lid) does not as a few commentators 

seem to propose set up its peculiarity. The 

gadget is versatile to the point that the 

remarkable way of the Hamlet emulate can't 

be characterized by saying that it doesn't do 

what emulate somewhere else may do, 

particularly when demonstrates somewhere 

else might be coordinated toward closures 

clearly unimportant to Shakespeare's needs. 

What is maybe more to the fact is the 

continuing perception that the show is 

uncommon in that it does not have the 

allegorical mask regularly found in 

mimeswith which it seems to have a few 

components in like manner. Mehl observes 

that there are"many plays where the content 

of the dumb show is repeated in the 

dialogue" but that "inall these the dumb 

show is allegorical or symbolic and does not 

exactly anticipate theparticular plot of the 

play"; and he adds that in Hamlet "dumb 

show and play [being] themselves parts of a 

very complex drama" an allegorical 

pantomime here "might have detracted too 

much from the actual play and puzzled the 

spectators unnecessarily."  But the dumb 

show in Hamlet may lack a familiar 

allegorical form and still not lack a 

figurative disguise. Shakespeare's technique 

here, one that is remarkably accommodates 

two audiences. If he had used his dumb-

show characters in a conventional 

allegorical or symbolic fashion, his moral 

comment would tend to be confined, pointed 

at the play within the play and at the stage 

audience (as it would be if he had used a 

conventional presenter).     And no theory of 

Hamlet is tolerable that does not face this 

fact and offer a rational explanation of it." In 

any case, while Greg supposes it was 

planned to demonstrate to the observers of 

Hamlet that Claudius did not murder his 

sibling by emptying poison into his ears, 

since he could view a portrayal of this 

unaffected, I trust that the idiotic show was 

embedded to demonstrate the Globe Theater 

crowd (not the Danish court gathering of 

people) that Claudius knew, before the 

talked play, that Hamlet was completely 

educated by the conditions of the murder. 

 

3 - OBSESSED 

In one sense, Hamlet's oblivious 

contemplations and emotions about Claudius 

have moved toward becoming deciphered as 

something genuine and tangible. However, it 

is aggravating that the phantom of Hamlet's 

dad forces Hamlet to vindicate his murder  

through the murder of Claudius. It is as if 
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Hamlet's initial experience with the phantom 

has made him turn into an outward 

articulation of a stirred cognizance that 

ought to stay covered and let go alongside 

the soul of his dead father, all things that 

have life and shall have ended.   Thusly, 

Hamlet's earnings are completed, however, 

not Claudius's. In this way, the reprisal 

mindset requests obsession in the present on 

the memory of the past so as to decide 

development toward the future". 

Compromise with the past is essential, yet 

scholarly commentators, for example, Brian 

Richardson, David Bevington, and Michael 

Hattaway, contend that it must be tempered 

by both the yearning for and development 

toward the future, all together for 

consequent objectives tobe accomplished  

 

ALLEGORY IN “MACBETH” 

1 - BLOOD 

In the play ‗Macbeth‘, Shakespeare uses 

brutal imagery, with association of blood. 

The mood of disgust and horror towards the 

characters and setting is established by the 

references to the universal representation of 

death and pain. The use of the word ‗blood‘ 

contains the recoiling images of horror and 

disgust thatare associated with it. However, 

within the play ‗Macbeth‘, blood is also 

associatedwith other images and feelings as 

well as horror and disgust. The first 

reference to blood isthat of honor. The 

Bloody Sergeant enters the scene and is 

addressed by Malcolm,    

 ‘This is the sergeant 

Who like a good and hardy soldier fought 

'Gainst my captivity. Hail, brave friend! 

Say to the king the knowledge of the broil 

As thou didst leave it.(I;ii;3-7)’ 

This extract alludes to Macbeth's actions and 

heroic deeds. Below we can see the way in 

which the Sergeant continues to describe 

Macbeth in battle as well, 

‗For brave Macbeth- well he deserves that 

name- 

Disdaining fortune with his brandish steel, 

Which smoked with bloody 

execution,(I;ii;16-18)’ 

The use of the phrase ‗he deserves that 

name‘ effectively demonstrates Macbeth‘s 

recognition held by other people. Macbeth 

fights for both the honor of himself and his 

kingdom.  

 

2 - DEAD CHILDREN 

However, one cannot help but wonder if 

Lady Macbeth becomes mad from 

repression or from demonic possession. 

Macbeth Re-Told describes Ella Macbeth‘s 

madness from the view of repression. 

Moffat takes Lady Macbeth‘s chilling tale of 

her dead baby (1.7.54-60) literally, but casts 

it as an accident rather than homicide. Ella 

and Joe Macbeth suffer the loss of their first 

child. For an unknown reason the baby had 

been born prematurely and died a few days 

later. Her repressed emotion about the death 

of her baby causes Ella to unravel into 

madness after she and Joe murder Duncan. 

The innocence of the untimely child brought 

Ella‘s wrongdoing to retribution by her own 

suicide.       The genius of the human mind is 

the gateway to the soul, which  no other 

organism is endowed and only God has 

access. However, demonic influence, if 

welcomed, can utterly overwhelm the 

intellect of man, where the ―vitality of the 

soul  resides (Curry 33). In the sense of a 

sexual spirit, Lady Macbeth‘s request is 

granted, she     is unsexed by possession. 

 

 LIGHT AND DARKNESS 

In other tragedies of Shakespeare the evil is 

concentrated in the antagonists who are able 

to bring about the ruin of better people than 

themselves by making use of theirweakness: 

pride, credulity and lust. But in Macbeth the 
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evil is transferred from the Hamletins to the 

hero and the heroine. For instance, Macbeth, 

the hero of the play stands asa perfect 

embodiment of the disintegration of the 

individual under the influence of evil. At the 

start of the play he is a very successful and 

highly esteemed member of a social group, 

loaded with honors and enjoying every 

prospect of further commendation. He has a 

loving  wife and a secure home in his castle 

at Inverness 

 

4 - CLOTHING 

The symbol of clothing is particularly used 

to suggest the hiding of one’s true self is 

also widely used in order to achieve the 

general theme of evil. The image of animals 

also plays a large role in portraying evil as 

well.  One of the most prominent symbolic 

factors in the play is light and dark  which 

represent good and evil. When Macbeth was 

written, the king was commonly associated 

with the sun. The sunset symbolized his 

death or him being overthrown. The quotes 

"When shall we three meet again..." and 

"That will be ere the set of the sun." both 

foreshadow the king's death. This imagery 

of light and dark continues throughout the 

play. "Stars, hide your fires; Shakespeare 

uses the very perversion of nature to herald 

the downfall of the tyrant and to restore the 

physical universe to its natural state of 

perfection. For instance, Birnam Wood 

moves and Macduff turn out to be a child 

unborn of a woman 

 

ALLEGORY IN “OTHELLO” 

1 - HANDKERCHIEF 

One of the devices that often a 

Shakespearean play uses is a love token to 

emphasize confinement in a relationship and 

the possession of one individual by another. 

Likewise, in Othello, the handkerchief 

presented to Desdemona symbolically 

represents the marriage bond itself. 

Throughout Othello, the handkerchief is 

―handled‖ by almost every character, which 

reflects a significant problem existing within 

the marriage. 

 

Robert Heilman suggests that when Othello 

rejects Desdemona‘s offer of the 

handkerchief, he ―rejects the magical 

powers of love‖ (213).     As Desdemona is 

preparing for bed the night she will be 

murdered, she starts singing a song about 

willow trees. This song, supposedly sung 

originally by one of  Desdemona's mother's 

servants who loved a crazy guy, reflects 

Desdemona's own situation. She herself is 

worried that the man she married, has gone 

crazy and will desert her.Willows at the 

edge of water are a traditional symbol of 

women deserted by their lovers. 

CANDLE 

The candle that Othello plays out before he 

kills Desdemona represent Desdemona's 

fragile body and a life that can be taken 

away from the world instantly and it 

symbolizes    him extinguishing her life. 

Alan Dessen‘s examples of tools that were 

used to create the illusion of darkness are the 

dialogues, candles, nightgowns and 

situations when the characters act as if they 

did not see each other on stage. At that time 

different methods were used for creating 

illusion and words were more significant for 

this reason.   Dessen also points out that 

there was a greater need for the imagination 

and active participation on the audience‘s 

part. The gathering of people must see the 

blemishes in   Othello that lago controls, 

generally the Moor is lessened to a 

lumbering mammoth who reacts to a hankie 

as though it were a bullfighter's cape. At 

times Fishburne' s standoffish  approach can 

catch snapshots of genuine impact, as when 

he chokes Desdemona: the 
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gathering of people hears the suppressed 

battle while it sees Othello's head held at a 

glad   edge, the indifferent elements traded 

off just by the tear tracks that mirror the 

room's flame light. Be that as it may, 

minutes like this are uncommon. Indeed, 

even a slip by in an execution can help a 

crowd of people welcome the components 

that must be worried in the content 

 

WHY DID THE AUTHOR WANT TO 

USE ALLEGORY AS A  LITERARY 

DEVICE? 

WHY DID AUTHOR WANT TO USE 

ALLEGORY AS A LITERARY DEVICE 

 

ALLEGORY is an omnipresent in Western 

literature from the earliest times to the 

modern era. No comprehensive historical 

treatment of it exists or would be possible in 

a single volume, nor is it my aim to fill even 

a part of this gap. Ad hominem is taken from 

the Latin, which means ―against the man‖. 

As the name shows, it is a literary term that 

involves commenting on or against the 

opponent to undermine him instead of his 

arguments. There are cases where people 

consciously or unconsciously start to 

question the opponent or his personal 

association rather than evaluating the 

soundness and validity of his the argument 

that he presents. These types of arguments 

are usually mistaken for personal insults, but 

they are somehow different in nature and the 

distinction is very subtle. 

 

Arguers who are not familiar with the 

principles of making logical arguments 

commonly end up saying something that 

would draw the audience‘s attention to the 

distasteful characteristics of the individual. 

Such people use this fallacy as a tool to 

deceive the thoughts of their audience. 

Giving such a latant personal comment 

against somebody makes it hard for people 

to not actually believe it to be true. 

Typically, even the arguer himself believes 

that such personal traits or circumstances are 

enough to dispose of an individual‘s opinion 

or argument. 

 

SHAKESPEARE‟S AWARENESS OF 

EMBLEM AND ALLEGORY 

Ever since the publication of Anne Righter‘s 

Shakespeare and the Idea of the Play (1962) 

and the following vogue of metacritical 

studies1 we have become very much aware 

that Shakespeare is a conscious artist - 

conscious of his media (language2 and 

theatre) and of his profession as a poet-

dramatist. Shakespeare‘s plays abound in 

self-referential allusions3, which give 

evidence not only of his concern with his 

own profession, but also of his unusually 

ironical stance towards it. 

A case in point is the portrait of the Poet in 

the first scene of Timon of Athens. 

Furnished with very fine ship*, Giannetto is 

attracted by a ^beautiful lady», who seems 

to be intended as a personification of 

Fortune. She is said to have ruined many 

men, to reward lavishly those who are able 

to conquer her, but to wreck others who fail 

to do so. The name of her place of residence, 

«Belmonte», confirms this identification, 

because Fortune was widely believed to 

reside on a beautiful place on a mountain-

top. Giannetto cannot resist the temptation 

of trying his luck with her, yet loses his 

«ship and everything in it» 

 

SHAKESPEARE‟S PLAY 

We find the typical Renaissance concept of 

Fortuna, as presented by Machiavelli, for 

example. She is an attractive but elusive 

lady, sought after, particularly by spirited 

young men, who pay little attention to safety 

but with boldness try to master her. 

https://edupediapublications.org/journals
http://edupediapublications.org/journals/index.php/IJR/


   

International Journal of Research 
Available at 

https://edupediapublications.org/journals 

e-ISSN: 2348-6848  
p-ISSN: 2348-795X  
Volume 04 Issue 10 

September 2017 
 

Available online: http://edupediapublications.org/journals/index.php/IJR/  P a g e  | 54  
 

Giannetto conforms to this concept ruining 

his godfather, «the greatest and richest of 

Christian merchants*, he insists on 

«venturing forth again* according to the 

motto «/ shall not be satisfied until I have 

regained what I have lost*. Although his 

risky action involves borrowing ten 

thousand ducats from a Jew and thus 

hazarding the life of his godfather, he finally 

succeeds in conquering the Lady. 

 

The Renaissance idea that a daring man is 

able to conquer Fortune supplies one of the 

keys for a proper understanding of The 

Merchant of Venice ; and the exceptionally 

large number of references to ―fortune", 

―hazard", and ―venture‖ surely suggest a 

deliberate   emphasis upon this theme15. 

Bassanio, who has been blamed by many 

critics for being a mere ―fortune- hunter‖, 

turns out to be exactly this, but in a different 

and strictly literal sense. Like his model in 

the Italian source, who has lost not only his 

own possessions but also those of his 

generousbenefactor, Bassanio is in ―great 

debts‖, yet persistent and bold enough to try 

his luck again. The determination of his 

model in the Italian source characterizes the 

motivation of Bassanio. His speech in Act 

One, Scene One, which has been criticized 

by Quiller-Couch as «some windy nonsense 

about shooting a second arrow after a lost 

one*'6, reflects the typical Renaissance 

spirit in the approach towards Fortune In my 

schooldays, when I had lost one shaft, I shot 

his fellow of the self-same flight 

 

SHAKESPEARE'S AWARENESS OF 

EMBLEM AND ALLEGORY 

 

The self-same way, with more advised 

watch, To find the other forth; and by 

adventuring both I oft found 

both.(I.1.140)17. Though following his 

source material faithfully in spirit, 

Shakespeare altered it to suit his dramatic 

purposes. Portia, for example, is not simply 

an abstract personification of Fortune - 

sought after by suitors from all over the 

world - but, particularly in the first scenes of 

die play and in the exchanges with Nerissa 

and her wooers, a fully characterized 

heroine, both graceful and witty, clever and 

tender¬hearted. Whereas in the Italian 

source the Lady herself was the maker of the 

law to which her suitors are subject, Portia, 

like her wooers and, indeed, most characters 

of the play, is also exposed to the caprice of 

Fortune though «the bond of obligation to 

herfather», «the lott‘ry of my destiny! Bars 

me the right of voluntary choosing», she 

complains to Nerissa (II. i, 15-16). 

 

 

Her various suitors, who all see their wooing 

in terms of a venture, exemplify character ---

-istically different attitudes towards Fortune. 

 Morocco‘s vision Fortune is that of a false 

and fickle goddess, who «on account of her 

perverse nature,...showers her favors on the 

undeserving) *'*. He fears that .. .the 

greater throwMay turn by fortune from the 

weaker hand.[And] so may I, blind Fortune 

leading me, Miss that which one unworthier 

may attain. (IL i, 33-37) Morocco is 

undeserving, because he is easily blinded by 

mere appearances and because his interests 

are purely materialistic.. Men that hazard all 

Do it in hope of fair advantages. A golden 

mind stoops not to shows of dross; I’ll then 

nor give nor hazard aught for lead.(II. vii, 

18-21) Shakespeare was able to transform a 

popular heritage so as to suit his own 

dramatic and poetic intentions. Arenewed 

awareness of the traditions of allegory and 

emblem, which formed an integral part of 

Shakespeare‘s background, can surely 
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contribute to a fuller understanding of his 

plays. 

 

CONCLUSION 

Allegory is a protean device, inescapable in 

Western writing from the most punctual 

circumstances of the advanced time. A 

purposeful anecdote is a complete narrative 

which incorporates characters, and events 

that stay for a hypothetical thought or an 

event. A symbol, on the other hand, is a 

question that stands for another dissent 

giving it a particular centrality. Not in the 

least like purposeful anecdote, symbolism 

does not describe a story. In case there is an 

Allegories in any of Shakespeare's plays, 

they have been built on a plan outstanding 

for himself, and with a level of faultlessness 

not less uncommon. In deliberate accounts 

known to be such there are four things so 

routinely found that they may be said to be 

the conditions and drawbacks of the twofold 

sense. 

 

One technique for survey Hamlet as a moral 

story of human nature and human nearness, 

a critical article on the men we are and the 

life we know, is to put the perpetual supply 

of the characters, and to alter them three 

against three. On the one side are the Ghost, 

the King, and Hamlet; on the other the 

Queen, Ophelia, and Horatio. In the past 

three we have human nature focused, 

curved, over the top, exemplifying the 

dynamism which, whatever its points of 

view, is ruinous of calm adjusts. William 

Shakespeare used many different literary 

devices in his plays, and this lesson will 

discuss some examples found in Hamlet. 

 

William Shakespeare utilized numerous 

cases of reversal in his plays and verse, both 

anastrophe and anaclasis. In this well known 

work, Shakespeare changes around a portion 

of the word request to make lines more 

lovely and adapted. We see this in the 

primary line of the passage, "At some point 

excessively hot the eye of paradise 

sparkles."  In linguistically adjust arrange, 

the line would read, "Some of the time the 

eye of paradise sparkles excessively hot." 

By consummation the line with "sparkles," 

Shakespeare can make a rhyme with 

"decreases." The line likewise puts the 

accentuation on the parallel between 

"excessively hot" and "sparkles." There is 

additionally reversal in the final couplet of 

the lyric in the unordinary stating, "So long 

lives this." This makes a nice repetition at 

the start of the two lines of the couplet with 

"so long" and antimetabole of "carries on 

with this" with "this gives life. 

 

The circle metaphor in the works of William 

Shakespeare (O) alludes to a cyclical 

allegorical value pattern, which serves to 

guide quests for values worthy of pursuit, 

and to facilitate social learning.   

Shakespeare invites to cross this allegorical 

O and learn about personal and generic 

values.  

 

Learning‘ here is synonymous with 

consciousness-raising‘, brought about by a 

growing (mutual) understanding of and 

respect for different perspectives. This idea 

is the nucleus of Shakespeare‘s works, and 

the key to the working of his allegorical 

pattern. It corresponds to Van Egmond‘s 

plea for a stimulus of the centripetal 

movement towards a ‗conjunction of 

opposites‘ around the center of the circular 

value orientation model, constructing an 

integral worldview for the sake of (more) 

sustainable decisions.  Resounding an 

Aristotelian view of ethics, Shakespeare‘s 

dynamic allegorical  helps to examine the 

virtues at individual and societal level. Then 
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the application of Shakespeare‘s allegorical 

O may instigate a ‗cyclic understanding 

(that) may prove to be more consistent with 

economic and social cycles, as well as with 

the cycles in an individual‘s lifespan Two 

contemporary case studies, which will be 

worked out in a subsequent paper, have 

shown that Shakespeare‘s allegorical pattern 

provides practicable handles to make key 

business concerns a subject of discussion 

and work towards (sustainable) solutions 

with stakeholders.  

 

Thus, Shakespeare‘s allegorical O 

enhances the meaning and applicability of 

Van Egmond‘s new ethical framework in 

contemporary sustainability debates. Such 

endeavour is highly needed, as Richard 

Slaughter emphasizes that humanity is 

neither responding nor adapting to new 

conditions and is therefore currently at 

greater risk than is commonly understood If, 

as Shakespeare would have agreed with 

Slaughter, humans are a species capable of 

endless self-transformation, vertical 

(qualitative) growth and development then it 

is worthwhile to traverse Shakespeare‘s 

allegorical O, and circle its dynamic center. 

As Van Egmond‘s sustainability research 

has shown, such quests uncover new ways to 

Sustainable Civilization‘. Then 

Shakespeare‘s futures may not only deepen 

social and political debates, but also add to 

educational curricula and strategic thinking 

Such an allegorical quest for values is not 

random. Another characteristic of allegory is 

that it is built on patterns, which are 

continuously repeated between the start and 

finish of the quest. Those patterns are 

recognizable because they are lifelike. They 

tell about the difficulties the characters have 

to overcome on their path; about the 

qualities and virtues that are important to 

them; about how the characters relate to 

each other and their challenges; about the 

values on which they base their choices; 

about the consequences of their choices and 

behavior. Thus, the reader or viewer gains 

an insight into what does and does not work. 

 

The allegorical patterns may instigate the 

reader or spectator to relate to current 

personal and social challenges. This 

increases an understanding of human 

relationships and social developments. Such 

understanding can help to find ‗sustainable 

values‘: principles that a person or group of 

people find valuable and important to 

pursue, because they contribute to a 

balanced relationship between the 

individual, society and the environment 

Sketches of the allegorical pattern in 

Shakespeare‘s plays correspond to the 

circular value model of Van Egmond.  

 

That is not surprising, given the dominance 

of the orderly, cyclical worldview until 

shortly before Shakespeare‘s time, and the 

Aristotelian influence on early modern 

politics. If characters are placed in different 

quadrants of the value circle, they articulate 

tensions between different values and 

worldviews. An example of this can be 

found in The Tempest. Here, the ‗earthly‘ 

character Caliban is opposed to the spiritual‘ 

Ariel, as Antonio‘s egoistic materialism to 

Gonzalo‘s altruistic stewardship. The play 

ends with Prospero‘s acknowledgement of 

these tensions, drawing a circle on the stage, 

inviting the reader: only by embracing the 

complete value circle, the ‗O‘ may finally 

come to Prosper‘. Scholars have noted the 

connection with the alchemistic concept of 

‗coniunctio oppositorum‘, as later also 

applied by C.G. Jung in his psychoanalytical 

work.   Like Van Egmond‘s circular value 

model, Shakespeare‘s allegorical pattern has 

a dynamic nature. This also has to do with 
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the Zeitgeist. In the early modern period, the 

order of the cosmos changed in the chaos of 

the universe. Reason and free will enabled 

man to bring order to chaos.  

 

Order is brought about by choices for 

values, which promote order. Such choices 

are based on human judgement, which 

implies difference, conflict and temporality.  

Therefore, Shakespeare‘s works are not 

based on a static value circle, but on a 

dynamic and allegorical O, in which 

Shakespeare plays with judgements, 

oppositions and conjunctions that acquire 

significance in dynamic reality. This 

dynamic allegorical O thus contrasts with 

future as where-metaphors‘ that ‗condition 

people to think in terms of time as a linear 

arrow‘s. 

 

The significance of Shakespeare‘s 

allegorical O and how it relates to the 

cyclical medieval value system can be 

understood from the principles of the ancient 

art of memory, which took on a new 

dimension in Shakespeare‘s time. 
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