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I.    DATE   

1.  It was probably written in 1605.  

2.  It was first performed before King James I in 1606.  

3.  Two quartos were published--1608 and 1619—before it appeared in the 1623 folio (Bevington A-17).
II.  SOURCES  

1.  The King Lear story was first told by the 12th-century Welsh historian Geoffrey of Monmouth (Bevington 1167).   


2.  It was retold in Raphael Holinshed’s Chronicles (1587), a favorite source for Shakespeare’s history plays.  


3.  The immediate source for Shakespeare’s King Lear, however, was a play, the author of which is uncertain, titled The True Chronicle History of King Leir.


It was performed in 1594, but probably written as early as 1588.  


Shakespeare made the important additions to the story of the old play:  (1) He added the Gloucester subplot (taking it from Philip Sidney’s Arcadia); (2) he added the storm scene; (3) he changed the happy ending of King Leir, where neither Lear nor Cordelia die, to a tragic ending where both die; (4) he added the madness of Lear; (5) he has Cordelia murdered, and (5) he added the Fool.
III.  THEMES


A.   APPEARANCE VS. REALITY



1.   In both the main plot and the subplot, a character judges by appearance, without seeking to determine the reality beneath the appearance.  


2.  Lear accepts the flattery of Goneril and Regan in 1.1, although it is apparent to Cordelia and Kent that they are lying. 



 Lear rejects the honesty of Cordelia, although it is apparent she is speaking the truth.   


3.  In 1.2, similarly, Gloucester accepts the lies of Edmund too readily.  


4.  Once Goneril and Regan get what they want, rendering Lear   powerless, they show their real selves, suddenly becoming honest and not hesitating to call Lear senile or foolish to his face.  


5.  The theme of appearance vs. reality is particularly seen by contrasting 1.1. with 2.4.  



In 1.1, the bidding goes up as Goneril and Regan bid for the kingdom with large speeches of love, but in 2.4, the bidding goes down as the daughter cut down the soldiers of their father.  


6.  Through most of the play, the morally good characters must resort to trickery and disguise:  



(a)  Kent, banished for his honesty, returns as Caius in order to try to protect Lear from his evil daughters; 



(b)  Edgar assumes the disguise of Tom o’ Bedlam and other disguises; and 




(c)  Cordelia has to resort to secret letters to find out how her father is being treated.   


7.  Edmund, however, dissimulates throughout the play, up until the end.  


8.  Only toward the end do Goneril and Regan, the evil sisters, re-assume disguises, and then only for the reason of deceiving each other.  


9.  The word "see" and variants of it ("sight," "eyes") are used to indicate that neither Lear nor Gloucester saw and recognized the difference between appearance and reality.

B.  FILIAL INGRATITUDE 


1.  Both plot and subplot show that out of selfish or egocentric motives, children will ill treat their parents.   


2.  The play seems to be a commentary on the passage  from the  Book of Matthew:  "And brother shall deliver up  brother  to death,  and  the  father his child, and children  shall  rise  up against parents, and cause them to be put to death” (10:21).  




This passage is echoed in Gloucester’s “[. . .] brothers divide [. . .] and the bond cracked twixt son and father.  [. . .] there’s son against father.  [. . .] there’s father against child” (1.2.109-115).   


3.  Lear rails against filial ingratitude:  “Ingratitude, thou marble-hearted field, / More hideous when thou show’st thee in a child / Than the sea monster” (1.4.257-259).



4.  Again he cries, “How sharper than a serpent’s tooth it is / To have a thankless child!” (1.4.287-288), and later protests, speaking to both Goneril and Regan, “I gave you all” (2.4.252).

 



5.  Bevington writes that the play focuses on three archetypal family situations:   “rivalry between siblings, fear of parental rejection, and [. . .] parental fear of children’s callousness” (1168).

C.   MACROCOSM, MICROCOSM, AND THE POLITICAL SPHERE



1.   THE POLITICAL SPHERE  



 (a)  Lear upsets the political sphere by dividing his kingdom between the northern part of Britain given to Goneril and Albany and the southern part of the island given to Regan and Cornwall.  



(b)   Even before the mistreatment of Lear comes to the fore, there is already talk about civil war between the two regions:   There is “likely wars” between “the Dukes of Cornwall and Albany” (2.1.10-13).  




(c)   This rivalry is put on the back burner until the invasion of the French army is dealt with, but as soon as that is over, Goneril and Regan begin to maneuver for power, each hoping to have Edmund as her consort.




(d)   The deaths of Lear and all three of his daughters end that royal line; of those left, however, no one wants to assume political control.  




Only after Albany (who probably has the best claim as the rightful heir) and Kent refuse does Edgar reluctantly agree to take up the monarchy.      



2.   MACROCOSM  



(a)  Disorders in nature and in the universe are also mentioned in the play.




(b)  The storm (Macrocosm) of act 3 is a symbol of the storm or raging madness which is going on in Lear’s mind (Microcosm). 



(c) Gloucester speaks in 1.2.106-107 of the “late eclipses in the sun and moon [which] portend no good to us,” linking astrological phenomena (Macrocosm) with human conduct (Microcosm).  


3.   MICROCOSM  



(a)  Madness:  Lear’s cruel and unnatural treatment by his evil daughters shows a breaking of the bonds between parent and child.  Lear’s obsession with this ingratitude unhinges his mind and drives him to madness. 




 Similarly Edmund behaves unnaturally both toward his brother and father, driving Edgar to assuming the mask of madness and Gloucester to the insanity of a suicide attempt.    



(b)  Bestiality:    In the Great Chain of Being, a person could rise toward the angels or slide down to the level of the animals.  




When Regan and Goneril treat their father unnaturally, they become closer to being animals than to being people.  Hence, there is the excessive animal imagery applied to them.  





(c)  Infidelity and lust:   Beyond breaking the parent-child bond, Goneril shows disloyalty to her husband by plotting to kill him, and both she and Regan cannot contain their lust toward Edmund.  




Their rivalry for him reaches its climax in the fifth act, where neither can bear the thought of the other having him.  In the end, Goneril poisons Regan, and, when her treachery against her husband is discovered, kills herself.  



(d) Against these assaults at the microcosmic level, Cordelia and Edgar are shown loyal and loving to their parents. 

D.    GOODNESS VS. EVIL 


1.   Throughout the play, unselfish and devoted love is contrasted with hard self-seeking.  


2.  The love (by Cordelia, Edgar, and Kent) is incapable of being chilled by injury.   The selfishness (by Goneril, Regan, Cornwall, and Edmund) is incapable of being softened by pity.   


3.   In the first half of the play, evil reigns, and its representative characters are domineering, while “kindness and love are [portrayed as] a sure way to exile and poverty” (Bevington 1169), with its representatives (Cordelia, Kent, and Edgar) living in exile or in disguise.


4.  However, by act 3, the good are seen growing better through suffering and the bad as becoming worse through success. 



Cordelia’s and Edgar’s loving treatment of their parents show that the world is not all egocentric and that not all acts serve “material self-interest” (Bevington 1171).



5.  By the fifth act, evil is shown as being destructive, and ultimately self-destructive, as   the “insatiable ambitions” of Edmund, Goneril, Regan, and Oswald lead to their violent deaths (Bevington 1171).   



At the play’s end evil is finally punished, but so are some of the good characters—principally Lear and Cordelia--making one wonder whether there is justice in the world.    

E.   JUSTICE IN THE WORLD  


1.  Shakespeare set Lear at a time when Britain was not yet fully under the influence of Christianity.  Most of the people in the play, therefore, worship a set of pagan gods rather than the one God of Judeo-Christian tradition.  


2.  The lack of Christian orientation helps to make the play  the  most terrible  picture  Shakespeare  painted of the  world, one where a human being is no more than “a poor, bare, forked animal” (3.4.106) and  life itself is  a “great stage for fools” (4.6.183) where humans, from birth to death, simply “wawl and cry”  (4.6.180).


3.  As Bevington notes, “In no other Shakespearean play does injustice appear to triumph so ferociously, for so long, and with such impunity” (1167).


4.   The play offers a wide range of answers—mostly pessimistic--to the question of "Who or what rules the world and dispenses justice?"




(a)    Kent says “the stars”  “govern   our condition" (4.3.33-34).  This is astrological determinism.




(b)   Edmund says that "Nature" (meaning the same impulses which guide animals) is his "goddess" (1.2.1).  He chides the idea that the stars dictate fortune.




 (c)   Gloucester sees the supreme powers that rule the universe as being sadistic:  "As flies to wanton boys are we to th’ gods;  / They kill us for their sport" (4.1.36-37).



(d)  Edgar most consistently presents the view that "the gods are just" (5.3.173), thus representing the idea of a Benevolent Divinity, but later he also stoically describes life as an “endur[ance]” test (5.2.9).



(e)  Lear frequently cries out for justice from the Heavens, but is either answered by the human cruelty of the sisters or the fury of the storm (nature).




 Similarly Albany's cry, “The gods defend her [Cordelia]!" (5.3.261), is immediately followed by Lear entering with the dead Cordelia in his arms, as if attesting that “the gods” did not “defend her.”  
IV.   PLOT


A.  THE DOUBLE PLOT



1.  Lear is the only major Shakespearean tragedy in which a highly important subplot is interwoven with the main plot.  



2.   Why does Shakespeare use a double plot?  



He probably used the double plot because the filial ingratitude of Goneril and Regan toward Lear is so horrible, so extraordinary, that it might have seemed an exceptional case.   



3.  However, by duplicating the plot through Edmund’s treatment of his father, the play seems to suggest that the filial ingratitude (of Goneril, Regan, and Edmund) is as much the norm as the filial gratitude (of Cordelia and Edgar).


4.  In many subtle ways do the Lear/Gloucester stories parallel.  For instance, like Lear, Gloucester is an old widower who does not know enough about human nature to realize which of his children is good, which evil.    



5.  Bevington writes that “Lear is turned out into the storm by his false daughters, while Gloucester is branded as a traitor by Edmund and deprived of his eyesight” (1168).



6.  Finally, “both fathers are cared for by their loving children and are belatedly reconciled to them, but they die brokenhearted” (Bevington 1168).  



7.  In one area, however, Lear and Gloucester differ:  Lear principally suffers mentally (his madness), while Gloucester suffers physically (his blinding).  



Therefore, the play contrasts the physical horrors which Gloucester endures with the mental horrors of Lear.

B.  THE REDEMPTION OF LEAR



1.   With Lear, instead of analyzing the plot using the structural devices of Inciting Moment, Climax, and Resolution, it is probably better to study how the main plot is structured to show the redemption of Lear:  How he began as a king and learned how to become a human being.  



(a)  In the first act, Lear is seen in crown and robe, exercising an extreme form of absolute power.




(b)  In act four, he is crowned and robed with common flowers and wayside weeds.  Now he is completely humble, but he refers to himself as “every inch a king” (4.6.107).


2.   Thus to be redeemed, Lear must be stripped of everything, all of the majesty and reverence clothing him in the opening scene:   (1) his kingdom, (2) his family (all three daughters), (3) his retainers, (4) his shelter, (5) his clothing, and (6) finally his sanity.


3.  Lear must lose everything; only then will he learn that something—love and redemption--can come from nothing, thus disputing that which he claimed at the opening of the play, “Nothing will come of nothing” (1.1.90).


4.   The stages of his redemption are filled with ironies and paradoxes.



5.  Ironically, what Lear does to others in act 1 is done to him in act 2.  In act 1, Lear banished Cordelia and Kent; in act 2, he is banished by Goneril and Regan.  


6.  Paradoxically, it is only when he is drifting down to madness that Lear comes to know himself.




7.  His old self-will and egotism begin to give way.  On the heath for the first time, Lear begins to put others ahead of himself, as when he tells the Fool, “In, boy; go first” (3.4.26). 



8.  A little later he becomes aware of the suffering of others:  "How dost, my boy? Art cold?" (3.2.68)  shows that he is thinking of the Fool’s well-being, symbolically giving something (sympathy), which asks nothing in return.   


9.  The "Poor naked wretches" speech (3.4.28-36) shows that Lear extends his compassion to all poor people and acknowledges his own negligence.  



With this sympathy toward others, Lear the king becomes Lear the human being, symbolically tearing off his clothes (3.4.108) to identify himself with “unaccommodated man” who is “no more but such a poor, bare, forked animal” (3.4.105-106).  



10.  The old Lear dies in the storm; the new Lear will be born in Cordelia’s arms.   


11.  Before her, Lear—the epitome of pride in the first scene of the play-- kneels, confessing that he is "a very foolish fond old man" (4.7.61).   


12.  Divinity is at hand, as Cordelia  replies  to  Lear's claim that she has great cause to hate him, "No cause, no cause" (4.7.78).   




Her response, technically a divine lie, indicates that love does not have to spring from a cause-effect relationship; it simply is.  Love is the only something which comes from nothing.     



13.  The saddest irony of the play is that after gaining everything again (majesty, sanity, family, and shelter), Lear loses all of these once more--and also his beloved Cordelia and finally his life.  


14.  The ending deeply affects readers because it suggests that penance is not always possible.  



The closing cruelty suggests that human beings inhabit an imbecile universe, where, as Kent says at the end, "All's cheerless, dark, and deadly" (5.3.295).
V.    CHARACTERS


A.   LEAR


1.  At the play's beginning, Lear has been king for half a century; he is used to being obeyed and is blind to others' needs.  


2.  At the opening he expects his vanity to be humored to the full; he is easily deceived by the flattery of his evil daughters, seeming not to understand himself or others.   


3.  As Regan observes, “he hath ever but slenderly known himself” (1.1.296-297).


4.  The first scene, however, is the only one in the play in which Lear is shown in an unsympathetic light.   


5.  Immediately afterward, when he goes to stay with Goneril, his suffering begins, and it is so intense that one cannot but sympathize with him. 


6.  What had been a king’s proud bossing in the first scene becomes an old father’s demand for respect, which will not allow him to diminish his retinue by one knight.  Before allowing that diminution, he would rather go out into the storm.  


7.  There, as his trials increase in intensity, he begins to see himself not as a king, but as “a man / More sinned against than sinning” (3.2.59-60).



8.  Lear’s progress toward madness begins before the storm, and it needs to be examined in detail:  



(a)  When Lear first realizes the extent of Goneril’s ingratitude, he cries out, “O, let me not be mad, not mad, sweet heaven! / Keep me in temper:  I would not be mad!” (1.5.45-46)  



(b) This prayer is repeated many times hereafter, but nevertheless madness inexorably descends on Lear.  



(c) It takes many forms:  the trial of Goneril and Regan in the hovel during the storm, the ineffectual curses rained down on his daughters, the almost hysterical speech about sexual license in 4.6, and the wearing of flowers and weeds toward the end of the play.    



(d)  Much of what Lear says when he is mad is very true—just as there was much method in Hamlet’s madness.  



(e)  In his madness, Lear comes paradoxically to a true vision of the universe.  He rebels with disgust against the lust, greed and hypocrisy which run the world.  



(f)  By 4.7, the scene of reunion and reconciliation between Lear and Cordelia, under her love, Lear achieves a degree of sanity and serenity; he is generally more subdued and almost childlike. 


 
(g)  He seems to have mastered his temper and anger when, after their defeat and capture, he tells Cordelia that they must accept prison gladly (5.3.8-19).  



At this point he seems to have passed beyond any concern for revenge or success; indeed, he seems to have forgotten his evil daughters against whom he had spent much of the play raving.




(h)  However, the final blow—the death of Cordelia—deprives Lear of his sanity again; all of his patience and control dissolves, and he “howls" like an animal (5.3.262).  


9.  Some critics feel that Lear dies with joy, believing that Cordelia’s lips have shown some movement.   



Thus his death would be similar to Gloucester’s who died “twixt two extremes of passion—joy and grief” (5.3.202).  



Others feel Lear’s final words are of despair and protest.



10. Whatever interpretation is accepted, incontrovertibly Lear dies not reconciled to society (and even indifferent to it), the first of Shakespeare’s tragic heroes to do this.  

B.  GONERIL AND REGAN



1.   Both their names (which Shakespeare borrowed from his sources) suggest something awful:   gonorrhea and raven.   


2.  Alike as symbols of filial ingratitude, they do differ slightly.  



 Goneril, the oldest of the three daughters, shows cold determined ruthlessness, while Regan exhibits passionate savagery, as in urging the blinding of Gloucester.  


3.  Goneril seems the worse because she commits adultery, murders her sister, plotted to murder her husband, and joined her name to the death order for Lear and Cordelia.  

C.   CORDELIA 



1.    A symbol of selfless love, Cordelia—her name is based on the Latin word for “heart”--surprisingly is present in only 4 of the 26 scenes of the play. 


2.  However, during the long stretches when she is not present, she is not forgotten, just as the Fool cannot forget her (1.3.72-73).    


3.  Cordelia has two main virtues:  truth and devotion.  It is the first—truth—which gets her into trouble at the beginning of the play, since she lacks any of her sisters’ hypocrisy (1.1.62, 76-78).   


4.  Her reverence or devotion to Lear perhaps accounts for her being compared to Christ at one point in the play:    Her avowal in 4.4.23-24, “O dear Father,  /  It is thy business that I go about" is an echo of Christ’s words in the Book of Luke 2.49.  


5.  However, Cordelia has something of her father’s pride and obstinacy, as is also seen in 1.1.  


6.  In her last appearance alive on the stage, 5.3.3-7, she is as silent as in the beginning scene.


7.  Her death is a cruel joke:   she is hanged in the midst of friends, with her enemies dead and even the person who had signed her death warrant—Edmund—desiring to revoke it.  


D.   GLOUCESTER



1.  As explained above, under Plot, Gloucester is in many ways like Lear--unsuspicious, foolish, self-willed.  


2.    His eyes are put out, just as Lear’s mind is.  In this sense, Gloucester's suffering is physical, while Lear’s is mental.  


3.  After he is blind, he begins to see the truth, just as Lear sees the truth only after he is stripped of all vestiges of kingship.   
  

4.  The blinding of Gloucester is often compared to the blinding of Oedipus in Sophocles’s great play, since both profess that having not seen the truth while they had eyes, they will see/understand it better when blind.  

E.  EDMUND



1.   He reminds one of Iago from Othello; his tricking of Gloucester recalls the gulling of Othello, but Edmund has none of Iago’s motive-hunting.  However, like Iago, Edmund is witty and clever. 


2.  He seems to be an atheist, a rationalist, and a brilliant conspirator.



3.  Quite intelligent, he plots coldly and brilliantly to gain first his brother’s inheritance, then his father’s title, and finally the entire kingdom.  


4.  Even at the end, when he says he will do some good—similar to Laertes in Hamlet--it is his long-winded narration which prevents the saving of Cordelia.


F.  EDGAR AND KENT


1.   Edgar probably represents stoicism (the doctrine that one must control one's passions no matter what misfortune comes).   


2.  He says, "Men must endure / Their going hence, even as their coming hither; / Ripeness is all" (5.29-11), which is reminiscent of Hamlet’s “The readiness if all” (5.2.220).



3.  Edgar is the most religious person in the play, maintaining, "The gods are just" (5.3.173).



4.  Like other good characters in the play, Edgar must go about in disguise through much of its action:    Tom of Bedlam, a peasant, and the knight who challenges Edmund.


5.   Kent is rough, honest, and as quick-tempered as his master Lear.



6.  Again, as one of the good characters, for much of the play Kent must go about in disguise.   

G.   FOOL 


1.  As Lear’s court jester, he is allowed to say anything he likes to his monarch, even things which would be treasonous coming from anyone else.  



2.  He speaks in quips, songs, riddles and puns, which are often difficult to understand because his mind is very complex.




3.   His purpose seems to be to teach Lear of his folly in relying on appearance, not reality.    



When Lear asks, “Dost thou call me fool, boy?”  the Fool replies, “All thy other titles thou hast given away; that thou wast born with” (1.4.146-148)


4.  In the storm scene, he is one of the three partaking of madness:  



(a)  The Fool:   A sort of idiot savant. 



(b)  Edgar:   Disguised as mad Tom, thus pretending to be insane.




 (c)  Lear:  One who is truly insane.  


5.  The Fool may disappear from the play because he has taught Lear all he could.   Lear has learned to speak the Fool’s riddling language, and Cordelia must teach Lear the rest. 


6.  The last words of the Fool are “And I’ll go to bed at noon” (3.6.85); some critics think “bed” means “grave” and that the Fool has a premonition of his death.  



7.  Lear’s cry in 5.3.311, “And my poor fool is hanged!” does not refer to the Fool, but to Cordelia, whom Lear calls “fool” as a term of affection.  

H.   ALBANY AND CORNWALL



1.   Albany may symbolize the person who is slow to recognize evil; however, once he sees its effects, he quickly becomes one of the play's good characters.   


2.  Cornwall in his savagery is a fit mate for Regan; however, he is not as great a monster as his wife since his cruelties are not aimed at a blood-relation.  What an insult to his pride must it have been when he realizes he has been given a mortal wound by a lowly servant.

VI.  IMAGERY AND STYLE

A.  ANIMAL IMAGERY



1.  In Lear, Shakespeare wanted to portray a world in which most men and women are beasts.  


2.  Thus the play has 133 separate references to 64 different animals.  


3.   Many of these are seen not as normal animals, but as monsters.  



For instance, Albany protests the inhuman treatment of Lear by his evil daughters by saying that if heaven does not punish them, “It will come, / Humanity must perforce prey on itself,  /  Like monsters of the deep" (4.2.49-51).


4.  The evil sisters are particularly associated with monstrous, predatory or poisonous animals:  




--Goneril’s ingratitude has a serpent's tooth; she has struck her father most serpent-like upon the heart.   Her visage is wolfish; to her husband she is a gilded serpent; to Gloucester her cruelty seems to have the fangs of a boar.  


 
--She and Regan are dog-hearted.  They are tigers, not daughters.  



--Each evil sister is an adder to the other.  



5.  Characters  are  likened  to the following:   mongrel dog,  horse,  cow, sheep,  hog, lion, bear, wolf, fox, monkey, polecat,  duck, goose, civet  cat, pelican,  owl,  crow,  wren, fly, butterfly,  rat,  mouse,  frog,  tadpole, and worm.  


6.  Finally, Lear becomes almost like an animal at the end: "Howl, howl, howl, howl, howl!" (5.3.262)

B.  HUMOR  


1.  There is a savage humor in the play.



2.  First, much cruel punning is used, particularly by the Fool who is trying to shock Lear into recognizing his folly.  


3.   An absurd humor reigns in the mad scenes, particularly in the mock trial (3.6) or in Gloucester's imaginary fall from the cliff (4.6)   


4.  Topsy-turvy humor is seen when Lear greets the mad Edgar as a “philosopher" (3.4.152).



5.  The play’s humor is  often in  questionable taste, as at the opening where Gloucester jokes about the  bastardy of  his  son  Edmund or much later when Regan tells the blinded Gloucester to "smell /  His  way  to Dover"  (3.7.96-97).  


6.  The end, some critics feel, is a hideous joke:   Cordelia is hanged, after the death of her enemies and in the midst of her friends.    
VII. FAMOUS LINES, NOT CITED ABOVE OR CITED INCOMPLETELY
1.  Lear:  “O, reason not the need!  Our basest beggars


      Are in the poorest thing superfluous.


      Allow not nature more than nature needs,


      Man’s life is cheap as beast’s.”  (2.4.266-269)
2.  Lear:  “Blow, winds, and crack your cheeks!  Rage, blow!


       You cataracts and hurricanes, spout


       Till you have drenched our steeples, downed the cocks!


       You sulfurous and thought-executing fires,


       Vaunt-couriers of oak-cleaving thunderbolts,


       Singe my white head!  And thou, all-shaking thunder,


       Strike flat the thick rotundity o’ the world!


       Crack nature’s molds, all germens spill at once


       That makes ingrateful man!”  (3.2.1-9)

3.  Lear:  “Poor naked wretches, wheresoe’er you are,


       That bide the pelting of this pitiless storm,


       How shall your houseless heads and unfed sides,


       Your looped and windowed raggedness, defend you


       From seasons such as these?  O, I have ta’en


       Too little care of this!  Take physic, pomp;


       Expose thyself to feel what wretches feel,


       That thou mayst shake the superflux to them


       And show the heavens more just.”  (3.4.28-36)

4.  Lear:  “Is man no more than this?  Consider him well.  [. . .] unaccommodated man is 


no more but such a poor, bare, forked animal [. . .].”  (3.4.101-106)

 5.  Edgar:  “The worst is not  

          So long as we can say, ‘This is the worst.’” (4.1.27-28)

6.  Lear:  “I am bound  

      Upon a wheel of fire, that mine own tears  


      Do scald like molten lead.”   (4.7.47-49)

7.  Lear:  “And my poor fool is hanged!  No, no, no life?


       Why should a dog, a horse, a rat have life


       And thou no breath at all?  Thou’lt come no more,


       Never, never, never, never, never!


       Pray you, undo this button.  Thank you, sir.


       Do you see this?  Look on her, look, her lips,


       Look there, look there!”  (5.3.311-317)

