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The past is a dangerous place; it imprisons man in a world
that does not exist,’

To what extent do vou aoree that this statement adeguatel

describes your chosen texts?
L

First performed in 1980, Translations written by Irish playwright, Brian Friel, is setin

" an Irish villape named Baile Beag. The Tempest is a 1611 play, set on o fantagy island,
and is the Iast play written by Willlam Shakespeare, Both plays explore the
importance of the past; P‘ria_!ﬁe.ia the play in 183351, in showing a socicty split by

exnternal forces {the English) bfesents events which are siill pertinent to the

o” contemporary Troubles of 1&8{1 Shakespeare uses pust events in the play to drive the
plot, particularly in the theme of revenge, and in doing so shows their continuing
¢ lenpact on the present. The fact that Fricl and Shakespeare have characters unable to
move on shows that not only does the past “exist™, it has aw ongoing effect on the
L~"present. However, both playwrights question and challenge the perception that the
past “inaprisons” a man and instead offer suggestions for moving on - a theme
considered by authors for maay centuries. Crime and Punisfument (1865} portrays the
«triats and tribulations of Raskolnikov, a man haimied by past events, almost dastroyed
’15;.}‘,;,\.3 i /b‘:f' his inability to move on. In this novel, Dostoevsky presents the idea that .
2 ieas o confession and punishment will free the sinner. Shakespeare uses similar Christian
ideats in the god-like figure of Prospero, whose eventual willingness to forgive frees
both himself and others; whereas, although also using religions imagery, Frief takes a
ko4 /Tmore agnostic, political approach, as might be expected in the 1980s. The recurrence !

g . R . . 1 Eal g
Ay of this theme of redemption — and, in particalar, the redemptive value of love - shows ;| —7 £

#

. its reflection of the human condition and its urdversal prevalence. "

o Alf three works were writien at times of great spcial upheaval. Fhe Tempest was
e .}I‘j‘ 2o written in 1617, when the English colonial project was a cortemporary issus,
- B b 1 ] # + 5 . u
1R pig England was moving from a dominant agrarian culture to becoming an important
: i

4 gengre of trade. The Gunpowder Plot of 1603 increased tensions between the Catholic3
s peV g Protestants, with its resulting social upheaval, The Tempesi is set in a fictional,

{ fantasy world which provides an ailegory of costemporary England, with Prospero’s
BV island representing exotic, far-away lands and its diverse characters reflecting social

“conflict. The changes in Eagland led to rapid development and expansion, and
Shakespeare coudd be conveying his personal anthusiasim for this by showing the
importance of moving ou. In his personal 1ife, too, he was moving on, a3 he stopped

S writing after this play - just as Progpero relinguishes his magicat powers al the end of

The Tempest.

Translotions veffects events in the meismorphosis of freland from a rural, Gaelic

- society 1o an increasingly indusirialised, moders colonial natlon, also involving huge
changes. In addition $o this, the 1704 Penal Laws, as well as Daniel O’ Conneil’s
political views on the Repeal of the Union in 1823, would have resulted in bitter

o wiews of the English colonisation and Friel couid also be suggesting the need to move
on. This is also relevant at the time the play was first performed in 1980, as the IRA
were extremely active and their ideologies were similar io the Irish in the 1830s, in

T Cumsdasive word count: 502




o the way they believed in an independent Treland. It was not just the IRA who were
‘J“" # yiolently Imposing their beliefs — Unionist Loyalists were Involved in attacks, throngh
oy f@s” V}ha Ulster Defence Force, urging vnion with England, as exemplified through Maire’s
& chmactu' Friel’s choicé to sel the play in 1833 conveys to o modern audience the

i “Televance of the past to a modern issue, In his novel, Dostoevsky uses Raskolnikov to
articulate his criticism of what he believed 1o be an increasing Westernisation of

Russia, seen in the rise of nihiiism snd uliitarignism.

Frief uses the Ghﬂﬂg{%‘% $and development of Hugh’s character [o illustrate the necessity .
of moving on. When be is first seen on stage, he is described as “shabbily dressed’ and
‘Thaving taken} a farge quantity of drink®, s¢ we see him as a barely fonctioning man. e
This is supported by his language choice, as he announces his arival with: “Adsum, «
Doalty, Adsum.” The use of Latin, a dead language, to introduce himsel highlights ¢~
his involvement with the past as the language itself represents his backwards attitudes. A2
Farthermore, there is an Ironic contrast between his chosen language and wlat he is
actuslly saymg, as althougél he 15 physically there, it mind and attitades he is irappf:f//
jﬁ"‘“{lf v in the past.

Stagecrafl helps in establishing the core of Hogh's character; he arrives carrying a

stick, a hat and a coat. These objects represent Hugh's authority over the other

characters, which is complmnemed as he *hands them ... to Manus, as i Iz was ;

footman.” Friel is presenting an image of an suthoritarian figute from a ‘bygoﬂe REE.

Friel uses the appearance of the stage iself 1o convey the s;buaimn Fugh is in. The gwz

‘disused bam® being used for a hedge school symbolises their declinie, dus to ahe for

mntroduction of Nalional Schools, offering the chance of an English education - Huﬂi}

- is apart of something so longer required bv comfemporary society, symbolising the

death of frish eulture. The character of Maire Is used to challenge Hugh's values,

which manifests itself in her demand 1o learn the English inguége’ “We should alil be

learning to speak English. That's what my mother says. That's what 1 say. That's

what Danie! 0°Connell said...” Here, Fricl’s use of anaphora as well as mpimw shows

Maire’s control over }arwuage due to the persuasive techniques used which shows her

intelligence and also how sirongly she feels about this™The fact that Maire feels

fanguage iz paramount.in developing as a sociely shows the maodem, dynamic "

thinking and coutd perhaps provide 311%ttﬁcaﬂos1 for the controversial place name

changes, ITugh’s complete dismissal of this by saying, *We have beent diverted

diverto — divertere — where were we?’ shows his complete rejection of the need ‘i‘bxr/

change.

By Act 3 however, Friei hag shown how Hugh's character has 11'191'6(3 on. The use of
the solifoquy, forming a bond between character and audience, Callows Hugh's 423
emotional and more human side 1o emerge. This newfound integrity is supporied by
the stage ch] ection: “He looks around the toom carefully, as if he were gbout to leave
it forever.” This creates a feeling of nostalgia, which is supp{}ffﬁd by his final 7
remembrance of an old battle. Nesta Jones (1) su ggests he is coming o terms with his
past in order fo face the present. A sense of confusion 1s also suggested by Jones
which seems evident when Hugh confesses, °T have no idea. But #t's all we have.
have no idea at all.” Jones contrasts the arrogant, irascible old school-master he has
pecome with the young poet, imbued with 3de&§‘; to fight. Fugh recalls, “We wore 7

Aud
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£ e
gods that morning, James®, where the nse of the first pefSon and his friend’s name
ereate & sense of nostalgia and fond memories=He speaks of, “The road to Slige. A

 spring moruing. 1978. Going into batile.” Friel uses many sentence fragments to Aoz,
show that Hugh is raking over oid memories in his mind, with the thythm and almost
poetic language showing how dear these memories aré{o Hugh. He seems, though, to
be prepating 1o move on and bid a final fareweH to his youthful idealism of the 1798
rebellion, just as he is bidding farewell to his current rebellion against English | _.—

* influences. '

The change he has undergone s explicitly shown by his changed attitude towards
Maire, as he now concedes that *[he] will teach [het] English.” It appears Hugh has
finally realised that there is 2 mutval benefit to modernisation and so offers his own
skills to help achieve this. In confrast to his rapid questions and examination of the
rote learning of his students in Act 1, Hugh realises now that, *To remember
everything is a form of madness.” Fugh has finally submitied 1o the faet that he needs
to look forward, and remaining invelved in the past is restricting, hence ‘madness’.”
When Transiations was first performed in 1980, Hugh's realisation that the best way ¢, &
to proceed is by communicating with the Enghish would have sent out & strong anti-
secfarian messape for an Irish audience, as it was a ime when sectsrian vielencs was
2 aia peak.

Whereas Hugh's inteliecinal revelation allows him to move on through cempromise A%
and acceptance of external reatities, in The Tempest, Prospero’s allows him to seelhal-
forgiveness of his enemies will set him free. Prospero’s first act in the play is to cause
a violent tempest to bring these enemies to him, This immediately shows him as a
man obsessed with the wrongdoings of the past, and he iz desperate for some sort of
closure. The majority of Act 1, Sc. 2 is Prospere’s relentless description of how he has
been wronged, an important exposition for the audience, but also showing how be is o

. imprisoned in the past - he cannot even talk {0 his daughter without feslings of «
bitterness. Shakespeare emphasises Prospere’s distress through his use of language
here: *Of ternporal royalties/ He thinks me now meapable; confederates ~/So dry he
was for sway — with” King of Maples.” The use of Eﬁﬁsﬂfﬁﬁr(mghﬁut serves to break 4.,
the syntax and so ereates a juddering, rambling effect “re-enforced by phrases in
parenthesis'fnd an excessive use of exclarnation marks and question marks, showing *~
liis great emotion, Critics accept that The Tempest 15 open o 2 “multiplicity of
interpretive perspectives”™ (i) — richly presented in this scene. Tn ber responses, is
Mirandz the *traditional, guileless innocent™ (3it), showing her deference in her showt,
regpectfisl replies - “Sir, most heedfullyy” or, mther, “conscious of playing a role,
conscious of what her relation to her father requires her to say” (iv)] This latter +
interpretation would prepare the audience for ber later outburst at Caliban - “abhorred .~
slavel” — & speech otherwise so ont of character that over the years directors keen to
presens the demure Miranda bave had 1o atiribute these lines to Prospero {v). & " 403 Y
modets andience, or o more feminist actress, could perhaps detect humour - even a ) {ﬁgﬁ"ﬁf 0{
note of sarcasm - in places: “Your tale, sir, would cause deafhess.” v ey i opiieh
In Act 4 Sc.1, he still shows animosity towards his enemies of the past, by instructing
Agiel to “Let thent be hunted soundly.” The use of “hunted” dagrades his enemics to A =

" animals, and therefore shows his hatred and desire for vengeance dus to his refusal w
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lzave the past, However, by Act 5 Sc. 1 the audience finally sees a change in his
character, when Prospero says, ‘The rarer action i/ Ty virfue than in vengeance” - a
complete tunarcund. Shakespeare is explaining how although i is hard to be
¥irtoous, it is vital if any peace is to be obtained. The prolonged nature of the
conversation between Prospero and Ardel, as well as the imagery and metaphors of
cosmic events, and fantastical landscapes — By moonshine do the green sour ringlets
make’ - show both charaeters are undergoing a form of catharsis, In Prospero’s case
ti]}f: causes him to refreat into a more naturalistic state, as opposed to his artificial,
Jﬂd‘-‘l\’.,-:ﬂ existence. The departure of Ariel prepares the audience for Prospero’s
A2 subsequent soliloquy to reveal his inner feelings. His language is now peppered with
images from nature, juxtaposed with his relinguished power; ‘Bury it certain fathoms
_~In the earth, / And deeper than did ever plummet sound/ I'll drown my book.” He is
subduing his instriments of magic, literaily deep within nature — magic’s antithesis.
The use of the imperatives ‘bury” and “drown’, with their implication o1 death, reveals
kis desperation to cut short his magical practices. This is reflected in the structure of
+ - hig soltloquy, whers the use of regnlar iambis pentameter is cut dramatically shovt in
- the final half line. By {Emng this, Prospero is forgiving — with some diffienliy - the
- :-f” perpetrators of past crimes apainst him.,

In the character of Caliban we see the bitterness retainad from Prospero’s colonisation
ol the istand - a possible lesson for the expanding Britain to learn, Prospero and
Caliban immediately clash, shown by their foul lsnguage and exclamations, Prospero
) addresses Caliban as, “Thou poisonous slave, got by the devil himself...” The use of
i, slave® would be extremely offensive for Caliban as it is highlighting his
« unwillingness fo serve Prospero, yet he has no choite duc to his lack of magic skills.
Both characters are obsessed with past batiles and as 2 result there can be no personal
g cotmection between them. In much the same way as-the IRA and UDA still celebrate
L m.d-u Lae e past battles — for sxample the present day {}raﬂga Day marches {;ﬂmmﬁmemtmg the
7" Battle of Egyne in 1690, Considering the recent Gunpoveder Plot in 1603, an audience
in 1611 coutd ses Caliban as a faughable figure, possibly representative of Guy
Fawlkes, attempting to fight against a much greater power - the Protestant parliament,
r\f’"# A modern audience, however, could instead see an oppressed minority, discriminated
ﬂ{s,mwh hﬁﬂagazmt by the ruling majority.
. g
‘iww rwu Bosioc%ky also highlights the difficulty in forgiveness — specifically, the difficulty In
A wiving oneself. He shows this mainly through Raskoinikov’s eveninal confession
and his consequent peace of mind which s, *the beginning of a new stovy, the story of
the gradoal rebivth of 2 man.” The vse of *rebinh’ shows the relief and release
t//a@luevcﬂ by forgiving oneself and suggests a person is renew /d by forgivencss, as
well as hinting at the cleansing effect of a Christian contritioh. Da@taﬁv&:iw underiines
the great difficulty Raskolnikov experiences in coming to terms with his past by using
«the symbo! of the cross which Sonya gives to him: when he is going to turn himself fn.
;_I ust as in the Bible story of Jesus carrying his cross to atone for the sins of humanity,
" Raskolnikov even falls 1o his knees on his ; journey. In this way, Solovyoy claims “his
boundless self-confidence must disappear in the face of what is greater than himself
. the bigher justice of God™. (vi) »~

At

M All three writers offer a suggestion fhat blogsoming love may unlock the past®s hold
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on the present. In Tremislations, Maive and Yolland’s conflicting backgrounds mean
they should not associate with each ofher, yet they find themselves irresistibly
o2 aftracted. _in Act 2, the audience see Yolland tnore and more assimilated info [rish
§6 // culturs, shown by hiy diinking of “Poteen - beautifel” - a drink whose name he conld
not even pronpounce correctly on his arrival. This connection with the lrish culture,
_and specifically Maire, culminates in a kiss between Yolland and Maire. Their
«" janguage barrier shows the tabgo of their Iove, as it is as i the two countries cannot
speak to each other: “Water? Water! Oh yus — water...” “Water” has symbolic
gerp.  meaning, as geographicaily Ireland and Bngland are separated by water,'yet Maire
speaking in English overcomes this separation — through their love they are freed
&~ Trovm previous resirictions, just as waler is cleansing and Iifﬁ—giving}é arah, whose
character represents the silenced voice of traditional Treland, reacts to witnessing their
kiss by ‘Standfing] shocked, staring at them.” Her reaction here shows that this kiss
would be a travesty 1o old-fashioned Ireland and so perhaps Friel is highlighting the
.. need to move on and accept change. This would be controversial not only in 1833, but
7;"6%{: to a 1980s Irish andience, when still an Irish girl could be tarred and feathered for the
u(t b o/ ‘erime’ of fraternising with the British soldiers.

Shakespeare also uses the love of two apparently conflicting psople as the catalyst for
Prospero’s eventual redemption. Amenda Mabiland % unconvinced of Prospero’s
MU sincerity in Act 5, arguing that he is able to forgive his enemies, “only after he has
As>  emerged triomphant and has seen {them] ... pay for their transgressions” {vii), In
+“contrast 1o a genuine, unconditional Christian forgiveness. However, the roles of
Miranda and Ferdinand would seem to suggest an alternative inferprefation. As
/ Progpero witnesses them fall in love his faith in humanitly seems to be restored.
Unaware of his presence, Miranda and Ferdinand fall in love in a natural way,
 therefore making love itself seem natural end innocent, in contrast to the unnataral
lust for revenge. Both are willing to serve — 1o them the past is not imporiant;
Miranda forgets that he is the son of her {father’s enemy and Ferdinand is not
concemed with social norms, as he is willing to serve Miranda which would be
& unusual for a king, Mirandu says, “If vou'll sit down/ I’1l bear your logs the while...
to which Ferdinand replies, ‘Ne, precious creaturef { had rather crack my sinews,
brealc my back..” Mabiiland seems to agres and to snderming her own lack of befiel.
in Prospera’s sincerity when she concedes that Shakespeare “crafls the uion of
... Miranda and Ferdinand as a vehicle by which the two fathers can further their
reconciliation” (viii). At the start of Prospere’s change in Act 4 §c. 1, following 2
Ag 2 discussion with Fewdinand abowt the nature of love, he states that he “had forgot that
foni conspiracy of Caliban and his confederates’, showing love can help 1o alter his
o~ perspective. Prospero has been so resolufe on revenge that even this brief lapse
highlights a big change, which allows him to fuily forgive his enemies. By Act 5 Sc¢.
o1, be recommends to all that they *[Do) not burder our remembrances with/ A
heaviness that’s gone.” He finally sces s remenibrances as 2 *burden’ and &
‘heaviness’ and ibanks 1o hig charncter development he can now finally release
., himself~ through observation of young love he can relinquish his mission for
¢ revenge.

Just ay Prospero forpives his enemies through his daughter’s love for Ferdinand,

Raskolnikov finds some salvation in his love for God which shows love is a poweriul

tool in redemption, Sonya serves as Raskolnikov’s spiritaal guide and almost as his
Cumidative word couni: 2812
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conscicnee, allowing him to confess his crime to her and thus reaches redemption. He
is able to do this as Sonya shares the same feelings of alienation ag him.,

Both plays then, in comimon with the writing of Dostoeysky, explore the continuing
-~ imgact of the pas{ n our present day Hves. Written five years after The Gunpowder ~

Plot, The Tempest pe1haps links to the alternating cycles of persecation by Catholics {

and Protestants in the 16™ century — demonstiating both the need to forgive: and the

dangers of not doing so. Friel, foo, poinis a way to modernisation, through the S
¢~merging of culiures rather than the imposition of one over ancther. Dostoevsky {

presents forgiveness of self through religions satvation. So, while the past, indeed, %

exerts a strong power over the present, literature sets oui to enlighten us to ways in ,/ [
(j‘iafl'uch we canl lesm from it and, in so dodng, transcend it srz’
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