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CHAPTER I 

INTRODUCTICN 

The problem of appearance and reality has been an age-

old problem to mankind. The implications of the problem orig

inate in the fact that man begins in a state of ignorance. He 

has been given the gift of reason, which, when used, may unlock 

the ultimate in knowledge. The major flaw in man's use of reason 

stems from his inability to distinguish appearance from reality. 

Man^s awareness of his ultimate potential and also of his limita

tions in Judging truths and half-truths becomes the ironical 

force that guides his course or fate. When man can perceive 

the difference between the real and shadows of the real, he 

may then accept his position in the hierarchy of the universe 

and attain enlightenment concerning ultimate knowledge and 

peace. 

Renaissance man took pleasure in recognizing the irony 

of his situation. This question of man's position In the great 

chain of being was a popular topic of the day and Shakespeare 

took advantage of the subject. The Bard was a master dramatist 

who possessed a keen Insight Into the psychology of mankind. 

He was able to capture the significance of man's tragic fate 

and give meaning and depth to the problem. His heroes were 

very human, and therefore, quite believable. These heroes were 

motivated by their fate to progress from ignorance to enlighten

ment or from tragedy to reeducation and redemption. 



^^ Othello Shakespeare uses the Incongruity of appear

ance and reality as a dramatic tool. His master artisan, 

lago, uses this tool to enforce his will upon Othello, Casslo, 

Roderigo, and others. In doing so, he succeeds in bringing 

chaos to the mind, as well as the world, of Othello. lago, 

the master dialectician. Is well trained In the subtle vices 

of language; he Is also a keen judge of human nature. This 

manipulation of psychology and rhetoric makes lago an almost 

Invincible foe to the other characters of Othello. 

Through the years, many studies have been made con

cerning the character of lago. Most of these studies, how

ever, have dealt with the question of whether or not lago is 

a devil, a demi-devll, a beast with no soul, or a weak mortal 

who Is trapped by the circumstances of his own fate. The 

scholars have not all been able to agree upon the status of 

lago's character. Most of them do, however, concede that In 

lago, mankind may glimpse a reflection of some phase of Its 

own Ironical situation. It seems, then, that a study of the 

devices lago uses to confuse words, actions and appearances 

may yield a deeper understanding of and an appreciation for 

the character of lago. 

The purpose of this paper, therefore, is to analyze 

the words and actions of lago in order to gain some Insight 

Into the power that this character holds over the fate of 

his victims and his audience. In order to approach such an 



analysis, brief studies or reviews will be made of the prob

lem of appearance and reality and of those rhetorical devices 

which help to confuse appearance and reality. The appropri

ate devices of language will then be applied to lago's actions 

and words In which his attempts to confuse the apparent and 

the real are successful. 
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CHAPTER II 

THE PROBLEM OF APPEARANCE AND REALITY 

The men are chained In such a way that they cannot 

move In any direction. They can only stare straight ahead 

at the wall that Is opposite the opening of the cave. They 

are prisoners In the cave and the only resemblance to real 

things they arc allowed to see is the shadows cast upon the 

wall. These shadows are the reflections of real things that 

pass in front of the firelight at the opening of the cave. 

The prisoners arc not able to turn around to see the light 

or the real objects and beings.^ 

Plato's famous allegory from the Republic Illustrates 

quite vividly the problem of appearance and reality in which 

man can arrive at an understanding of reality or truth only 

through the intuitive power of reason, for the cave or prison 

Is the world of sight; the light of the fire is the sun; and 

if a prisoner should loose his bonds to journey upwards out 

of the cave, his journey is the "ascent of the soul" into the 

"intellectual world."^ 

Plato was dedicated to the task of organizing some 

system of philosophy in which a means of knowing the true 

^Plato, "The Republic," Great Books of the Western 
World, ed. Robert Maynard Hutchins (Chicago: Brltannica 
(ireat Books, 1952), VII, 388-389. 

2lbid., p. 389. 



reality of things could be established. He stated In the 

Republic what he believed to be the four stages of cognition. 

They are the following: the first stage is conjecture or 

guess work. At this stage one accepts every presentation 

although it may or may not last any longer than other presen

tation. One who is at this mental level has not learned to 

discriminate the shadow or appearance from that which casts 

it. The second level of mental condition is conviction or 

assurance, which is a state of mind. At this level one can 

distinguish actual things of the world from their seeming 

Images. The third stage Is described as understanding In 

which the thinker employs sensible things as symbols of things 

not sensible as In the case of the mathematician who uses 

diagrams. The final stage is aimed at by "dialetic"; that 

is, the knowledge of things may be arrived at without the 

aid of sensuous representations.3 

The essence of the Plantonic theory is then that Plato's 

system, "conceptually organized and intuitively grasped, pre

sents a reality which transcends the senses . . • and comprises 

a world which is far more stable and enduring than the world 

of flux and becoming."H the consequence of this theory is 

3George Dawes Hicks, "Knowledge," Encyclopaedia 
Brltannica, 114th ed., XllI (1947), pp. 523-5214. 

4lvan L. Little, Three Major Epistemic Types; The 
Emergence and Significance of the Sociological TncFry of 
Knowlcdgg (Lubbock: Rogers Litho, Inc., 1961), p. 11. 



that If an "essence" can be grasped. Its existence is certain. 

Aristotle was perhaps a more important thinker than 

Plato In that he was able to refine philosophy and give It 

articulation. Aristotle held many of the Plantonic beliefs, 

but he was probably more realistic than Plato. While agreeing 

with Plato on the importance of ideas in the sense of concepts 

--if there Is to be real knowledge—he felt that the primary 

business of "Ideas" Is to explain the world of experience, 

not merely to constitute an additional world.^ Aristotle 

said that "only the necessary and unchangeable can be the 

object of knowledge." He endeavored to apply this theory in 

order to arrive at a right conception of matter and form. He 

classified all types of matter into a kind of scale of nature. 

The scale began with the lowest type of formless m.atter and 

ascended to the highest creation, which Aristotle Identified 

with God. Aristotle's God compared with Plato's Good in that 

they both were "ideas."^ Aristotle felt that all thought 

must be directed toward God for guidance in reasoning, a trans< 

cendlng process In which man could be assured that he was 

attaining true knowledge since God was changeless and perman-

cnt--the very ultimate "essence." 

During the middle ages philosophy became the handmaid 

of theology and was subordinate to the authority of the 

^Abraham Wolf, "Philosophy," Encyclopaedia Brltannica, 
ll4th ed., XVII (19147), p. 7146. 

^Ibld., p. 7i47. 



organized church and not very free. Christianity and Judaism 

played important parts in exploiting and restricting philoso

phy alleging that it was hostile to popular religion. The 

medieval thinkers, however, were able to slip some philosophy 

Into their Interpretations of the scriptures.7 

Gradually theology was reconciled with the rational 

intuitions of the outstanding philosophers In the western 

tradition. 

This means, strangely enough, that there Is 
something congruent between the utterances of 
the Hebrew prophets, Jesus, and the other an
cient religious thinkers and the deductive 
elaborations of such men as Plato, Aristotle, 
Descartes, Spinoza, and Leibniz, v/e say this 
despite the fact that extreme differences of 
thought and opinion are present in the reli
gious systems and the philosophies of these 
men. 8 

This re-awakening of Christian interest in philoso

phy was one of the chief alms of the Scholastics. The 

mystical union with God, which was a medieval idea, was com

pared with the Plantonic idea of intuitive reason. Plato's 

ultimate truth or good compared with the Christian's God. 

This union of religion and philosophy strengthened the theory 

that man must transcend the material world in order to attain 

the ultimate truth. 

7lbid., p. 7I48. 

8Little, 0£. cLt., p. 8. 
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Scholasticism culminated In Aquinas. Like Aristotle^ 

he laid great stress on the distinction between matter and 

form. To him the human soul might exist separate from the 

body as the lowest of the separate forms from which there Is 

a scale ascending to the angels and culminating with God.^ 

Man during the middle ages derived a certain world 

picture from Plantonic philosophy and the Old Testament. 

His picture was one in which the material world was thought 

to be quite Insignificant and the spiritual realm was 3upit̂ iu<» 

In the hierarchy or chain of being. The picture was one "of 

an ordered universe arranged In a fixed system of hierarchies 

but modified by mants sin and the hope of his redemption."^0 

With the Renaissance came new discoveries and new 

Ideas. There was a re-awakcnlng to the classical ideas and 

attitudes but with a new approach, because this exciting age 

ushered in belief In the dignity of man. The philosophers 

of the day, such as Ficlno and Pico, emphasized man's break 

from a certain level in the chain of being; therefore the 

dignity of man became a favorite theme of the Humanists, who 

were Interested In an educational and cultural program which 

was new In approach yet based on a study of classical Greek 

and Latin. 

^Abraham Wolf, "Philosophy," Encyclopaedia Brltannica, 
ll+th ed., XVII (I9I47), p. 7I46. 

IOE. M. W . Tillyard, The Elizabethan World Picture 
(London: Chatto and Windus, 19l4ti), pp. 3-6. 



Ficino stressed that 

The helpless yearning of nature toward a higher 
reality cannot find assistance either in material 
things, which are too bound, or In spiritual In
telligences, too remote; it can work its way back 
only through the soul and the action of man . . . 
It is a man's spirit which re-establishes the 
shaken universe, it Is through Its action that the 
physical world Is continually transmuted and led 
nearer toward those spiritual regions from which 
it once issucd.il 

Pico argued In oratory that man "Is a universal and 

protean agent of transformation, hence It behooves him to 

orient his soul properly towards the good, so as not to use 

his powers wrongly."^^ 

The Elizabethans struggled with the medieval picture 

of the world and with the picture that was developing of their 

own exciting world. They held fast to the view of the chain 

of being, which included the hiearchy of the spiritual and 

the Insignificance of the material, and yet they were more 

than slightly Interested In the theory of the dignity of man. 

The Elizabethans found that one of the attributes of the chain 

of being was that It allowed every class to excel In a single 

particular. In Laws of Ecclesiastical Polity Hooker noted 

that "man excels the angels in his power of learning, for his 

very imperfection calls forth that power, while the angels as 

perfect beings have already acquired all the knowledge they 

^^Giorgio de Santillana, The Age of Adventure (Boston: 
Houghton, Mifflin Company, 1957), p. 15". 

12ibld., p. 15. 

http://issucd.il
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are capable of holding."i3 

Hamlet's words, affirming Shakespeare's knowledge of 

the cosmic setting In which man Is placed between the angels 

and the beasts, express the Elizabethan belief In the dignity 

of man* **What a piece of work Is a mant how noble In reasoni 

how Infinite In facultyt In form and moving how express and 

admirable! In action how like an angelt In apprehension how 

like a godi the beauty of the worldl the paragon of ani-

malsl"l4 

Montaigne i&ade merciless fun of the notions In which 

the dignity of man was ovcrglorlfled, for he saw the pitfalls 

ahead. His classical remark was "The frailest and m.ost vul

nerable of all creatures Is man." He felt that too much 

dignity was being lavished upon mere man and he was quite 

skeptical about the ability of the Elizabethans to perceive 

the difference between reality and opinion* He realized that 

no matter how magnificent a creature man might be, he still 

was limited In his ability to attain true knowledge. This 

conviction moved him to remind his age that men may have no 

knowledge unless "it has been revealed to them by the 

l^tillyard, 0£. clt., p. 13. 

iU"Hamlet," The Complete Works o£ Shakespeare, ed. 
Hardin Craig (Chicago: Scott, Foresman and Company, 1951), 
II, ii, 31^4*3^9. Other quotations from Shakespeare also 
refer to the Craig text. 
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Divinity."1^ 

In the Essays Montaigne stated the following concern

ing man's judgment: 

Upon the ground which Heraclitus had, and that 
sentence of his, that all things had those shapes 
in them, which men found in them. And Dcmocritus 
out of the very same drew a clean contrarie con
clusion; . . . that subjects had nothing to do 
at all In them of that which we found in thê .; 
and forasmuch as honny was sweet to one man, and 
bitter to another, he argued that honny was per
ceptible outwardly, and only that was perceivable, 
which by the inward touch or feeling, touched or 
concerned us, as grlefe and sensuality, distin
guishing neither tune, nor collours, but onlly 
certalne affections that came to us of them; and 
that man had no other seatc of his judgement. 
Protagoras deemed, that to be true to all men, 
which to all men seemeth so . • . Platoes mind 
was that the judgement of truth, and truth it 
selfe drawn from opinion and senses, belonged 
to the spirit, and to cogitation . . . 'What
soever Is knowne, Is without pcradventure knowne 
by the faculty of the knower: For, since the 
judgement commeth from the operation of him that 
judgeth, reason requireth, that he perforrre and 
act this operation by his meanes and will, and 
not by others compulsion: as it would follow 
if wee knew things by the forge and according 
to the law of their essencc.^^ 

In this excerpt Montaigne warned of the shortcomings 

of human judgment and the succeptability of the mind to 

error. He based his thought on a method which he called 

positive doubt. 

i%ortlmer Adler, "Knowledge," The Great Ideas, Â  
Syntoplcon of Great Books of the v estern Vorld (ChlcagoT 
Brltannica §7cat Books, 19^2), I, p. bbl4. 

l^Mlchel Eyquem de Montaigne, The Essays of Montaigne, 
ed. George Salntsbury (London: D. Nutt, lti92) , pp. 311-312. 
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The Elizabethans realized the implication of ultimate 

knowledge or truth in relation to their position in the chain 

of being and they enjoyed noting the irony of their situation. 

They saw that In their limitations to Judge they could not 

always distinguish between fact and opinion, right and wrong, 

appearance and reality, and good and evil. The very thing 

that was thought to be good might actually be evil, and the 

appearance of evil might in reality be good. 

The title of an essay by Montaigne "That the taste 

of good and evil depends in good part upon the opinion we 

have of them" points out the problem of good and evil in 

judgment. He says, 

If evils have no admission Into us but by the 
Judgment we ourselves make of them, it should 
seem that it is, then in our power to despise 
them or turn them to good . . . . If what we 
call evil and torment Is neither evil nor tor
ment of itself, but only that our fancy gives 
it that quality, it is In us to change lt.i7 

To summarize: man's Judgment Is a difficult matter. 

He is limited in his ability to Judge good and evil, right 

and wrong, and truth and opinion. If he Is to attain per

fect knowledge about any situation, he m.ust first realize 

his limitations; and then through a mystical union with God 

or the "Ultimate Idea," he may transcend all opinions and 

^^Adler, "Good and Evil," The Great. Ideas, A Syntoplcon 
of Great Books of the Western WorTT'(Chicagol ffrirannlca 
JjFeat Books, 1957)T^$ p. 605. 
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images of the material world to the knowledge he desires. 

This is the irony in man's total existence and it may be 

called his tragic fate, for he has been created Just high 

enough in the chain of being to want to achieve the highest 

or the ultimate. On the other hand, he has also been created 

Just low enough to make it impossible for him to be a free 

and Independent agent. He must "orient his soul properly 

toward the good" or toward God so that he may realize the 

potential of his existence. If man perceives a world pic

ture based on Imperfect knowledge, he cannot get anything 

but a distorted view. He has only the appearance of his 

world. If, however, he applies his divine gift of reason 

to the appearances of reality, he may perceive the true 

knowledge which saves him from a fate of illusions and 

distortions. 

In the next two chapters a brief study will be made 

of the development of the art of rhetoric, with special 

emphasis upon and examples of a few of the rhetorical de

vices that strengthen and intensify the problem of appear

ance and reality.18 

18 
For a thorough study of the problem of appearance 

and reality see the unpublished master's thesis, yacbeth, 
A Study in Appearance and Rea1ity by Charles Hardwick. 



CHAPTER III 

RHETORIC 

The extraordinary power, vitality, and richness 
of Shakespeare»s language are due In part to his 
genius, in part to the fact that the unsettled 
linguistic forms of his age promoted to an un
usual degree the spirit of free creativeness, 
and In part to the theory of composition then 
prevailing.^ 

Scholars have drawn some conclusions. Shakespeare's 

genius is generally accepted, but just how much of his 

superb mastery of the art of writing resulted from formal 

schooling is left to conjecture. Sister Miriam Joseph 

has said that the following conclusions were drawn by 

T. W. Baldwin concerning Shakespeare's schoollng;2 

William Shakespeare was trained in the heroic age 

of grammar school rhetoric In England, and he shows knowledge 

of the complete system, in its most heroic proportions. He 

shows a grasp of the theory as presented by the various texts 

through Qulntlllan. He shows a corresponding grasp upon all 

the different compositional forms of prose for which the 

theory prepared. And this Is true whether or not Shakespeare 

ever went to school a day. "Manifestly, the sensible thing 

Sister Miriam Joseph, Shakespeare's Use of the 
Arts of Language (New York: Columbia UniversTTyTress, 
TW)> p. 3. 

^Ibld., p. 12. 

ih 
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to do Is to permit him to complete Stratford grammar school, 

as there Is every reason to believe that he did."3 

It Is also probably logical to assume that Shakespeare 

utilized the modes of expression and the resources of lan

guage, thought, and events of his time. If then we do con

clude with Baldwin that Shakespeare at least had a formal 

educational background comparable to completion of grammar 

school, it is important to note the training given in the 

grammar schools of the day. First of all, a thorough train

ing in the theory of composition and in formal logic and 

rhetoric was emphasized. Sister Miriam Joseph says that 

the aim of the grammar school was to teach the student to 

read, to write, to become proficient In speaking Latin, 

and to become acquainted with the classics of Latin and 

Greek. The student was to receive a sound background In 

religious and moral principles. The curriculum included 

exercises in grammar, rhetoric, and logic. From these 

exercises the student was "first to learn precepts, then 

to employ them as a tool of analysis in reading, and 

finally to use them as a guide in composition."U 

3lbld., p. 12. 

l4lbid., p. 8. 
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Rhetoric, then, was an art esteemed as a very Im

portant tool of analysis and as a guide for governing all 

discourse. The Renaissance was a period of many new Ideas 

and discoveries, but It was not the age of the first rhetoric. 

It was established as an art long before the Renaissance. 

Rhetoric, defined as "the art of using language in such a 

way as to produce a desired impression upon the hearer or 

reader, "5 was founded by Corax of Syracuse In I466 B. C. 

He organized rules for composing and arranging speech. He 

founded the art particularly for use in litigation of cases 

concerning property. The "art" of Corax worked well In es

tablishing claims without the aid of documentary material. 

This art of Corax was passed on to Tislas, the pupil of 

Corax. 

The Information Is given in Plato's Phaedrus. From 

this piece of literature we get some of Plato's opinions of 

rhetoric, for he stressed that he did not trust the rhetoric 

that he heard being taught. He warned that It was largely 

sophistic. In Phaedrus Socrates says that a man should 

train himself "not with a view to speaking and acting before 

the world, but for the sake of making himself able . . . to 

% . C. Jebb, "Rhetoric," Encyclopaedia Brltannica, 
114th ed., XIX (19147), p. 2I46. 
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pU««e the gods.*^ H« alto admits that there thoald be a 

*n»blc rbtioric** to t«ke the place of the sophiatte rhetoric. 

Arltiotle it credited with conducting a thorough 

ttttdy of rhetoric and constructing a "noblo rhetoric" in 

which he directed that the true aim of the user of rhetoric 

should bo to prove s point, or seem to prove it. He re

minded that **noi outward success, but a correct method. Is 

the crltsrlon of art| tho correct method will bring success 

in proportion • « « an unwarranted appeal to the emotions 

might win an undesirable success*"? 

According to Aristotle, rhetoric hss four Important 

uses because, Srhen swards are not duly given, truth and 

justice must have been worsted by thalr own fault."8 The 

lour uses of rhetoric aret (1) correctivei (2) instructive, 

as a popular vehicle of persuasion for people who can not 

understand strict logics (3) suggestive—rhetoric will sug

gest what the two sides of a question might be and thus 

will give a thorough defense toward the opposite side; (ij) 

and lastly, defensive. 

In using Aristotle^s rhetoric effectively, the orator 

was taught to try to reach his audience from three approaches. 

Charles Saars Baldwin, Medieyal Rhetoric and Poetic 
(Hew Yorki The Uaeisillan Company, 1920), p, 2. 

'̂ Lane Cooper, The Rhetoric of Aristotle (New Yorki 
Applaton-Cantury-CroftiT inc., l^3TT, p» ?• 

^Ibid., P' 5. 
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He must appeal to the audience's reason (logos), the audi-

ence»s feelings (pathos), and the audience's confidence In 

his character (ethos).9 

When asked about the danger of the use of rhetoric 

for evil, Aristotle replied that rhetoric might be abused 

Just as men abuse all good things. He noted that a sophist 

uses rhetoric but hides underneath it a fallacy of reason 

which can only be detected by the art of true rcasoninc;. 

The sophist wishes to appear wise in order to win an argu

ment and therefore he cares little for the truth to win 

out, unless it happens to be to his advantage. Aristotle 

described the sophist as one "who asks as if for Informa

tion while he draws from his adversary statements against 

which he himself is well supplied with arguments."^^ He 

went on to say that one who is easily caught In a fallacy 

by someone else and does not realize it is likely to incur 

the same fate; whereas if rhetoric is used, the fallacy 

of the sophist can be detected and the truth can triumph. 

Aristotle's warnings about sophistic use of rhetoric 

were Justified; for, as Baldwin observed, rhetoric was con

ceived by Aristotle as the "art of giving effectiveness to 

truth . . . and conceived alike by the earlier and later 

^Joseph, op. cit., p. 19. 

^^Ibid.., p. 365. 
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sophists and by their successes as the art of giving effec

tiveness to the speaker."^^ As Roman rule became more strict, 

rhetoric became less free and in some cases was reduced to 

mere declamation for light entertainment and the sophist was 

held in esteem for some time—as long as he did not become 

involved in politics. 

Cicero modified and further developed the theory and 

practice of rhetoric. He drew many of his ideas from 

Aristotle, Isocratcs and his own teacher, Hermagoras. He 

divided rhetoric into five parts: invention, disposition, 

elocution, memory, and pronunciation. Cicero maintained 

that the perfect orator was the perfect man. This Idea was 

borrowed by Qulntlllan, who based his D£ Instltutlone Oratorla 

upon It. In his writing, Qulntlllan regarded oratory as the 

ultimate goal for all scholastic and moral training. 

The Middle Ages were greatly affected by Cicero's 

work on rhetoric. His work and that of Qulntlllan were con

sidered authoritative during the Renaissance. These two 

men were studied in the schools in which the trivium of 

grammar, logic, and rhetoric was once more strengthened by 

the reading of the classics. In the Middle Ages the ground

work of thought and of all forms of culture was logic. It 

11 Baldwin, jip. iiil., p. 3. 
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was also supreme in the schools in which dialetlc over

shadowed rhetoric and grammar. However, with the Renais

sance a revolution took place and rhetoric was reinforced. 

The reading of the ancients awakened new delight and curio

sity and "intoxicated" men with the "beauty of words."-^ 

Thomas vilson of the Renaissance wrote In order to 

make the learning of arts and sciences more accessible in 

the vernacular. He states on the title page of his Arte 

of Rhctorique that he has written "for the use of all 

such as are studious of Eloquence." Wilson's Arte of 

Rhetoreque was not the greatest book on rhetoric, but it 

had historical significance because it marked a return to 

classical tradition. 

Some of the other works on rhetoric of the Renais

sance were: Peacham's The Garden of Eloquence, which in

cluded almost two hundred figures that were designed to 

help understand all manner of ornamentation; Puttenham's 

The Arte of English Poesic, In which the adornment of 

language was overly stressed; and Abraham Fraunce's Arcadian 

Rhetoric, In which the beauty of Sir Philip Sidney's Arcadia 

was emphasized. One other book of the period, Thomas 

Farnaby's Index Rhetoricus, deserves notice because It was 

quite famous and was very well constructed. 

^^Thomas Wilson, The Arte of Rhctorique, ed. G. H. 
Malr (Oxford: Clarendon Press, 1*5^9), p. xvl. 
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The Renaissance ushered In a profusion of rhetori

cal devices to be used not only as a tool of persuasion, 

but also as a means of decoration. The following arc a few 

of the classifications into which the more than two hundred 

rhetorical devices are grouped: grammar (schemes of words 

and construction), figures of repetition, topics of inven

tion, contraries and contradictions, similarities and dis

similarities, comparisons, causes and effects, irony, 

proverb, argumentation, pathos and ethos. The ornamental 

devices were used to express emotion and feeling and to 

organize artificial patterns of word and thought. The 

style and ornament cannot be separated easily from the 

thought. The Renaissance was a period during which the 

exercise of logic brought much delight and satisfaction. 

Sister Miriam Joseph writes: 

Since the figures of thought bulk largest in 
both number and importance, logic emerges as the 
dominant factor in composition . . . Elizabethan 
literature was produced by a technique which, 
while giving attention to patterns of sounds and 
movement and heaping up a rich profusion of im
agery, was deeply rooted in thought and cmotion.i3 

The next chapter will deal with the application of 

rhetoric to the problem of appearance and reality. A few 

examples of Shakespeare's use of rhetorical devices in 

^Joseph, op. cit., p. I4O. 
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manipulating reality will be included to help verify the 

fact that Shakespeare was quite aware of the resources of 

thought and language of his day and that he took advantage 

of them. 



CHAPTER IV 

THE APPLICATION OF RHETORIC TO THE 

PRC8LEM OF APPEARANCE AND REALITY 

Aristotle once defined rhetoric as a study of the 

human soul. He said that the nastcr rhetorician would 

make a searching study of the person or persons to whom 

his speech Is directed. 

Since discourse has its end in persuasion, 
the speaker or writer must know the nature of 
the soul he wishes to persuade. He must know 
human nature; its ways of reasoning, its habits, 
desires and emotions and must know the kind of 
argument that will persuade each kind of men— 
the choice of words and phrases, the arrange
ment of parts, and each Item of speech Is to 
be determined by Its effect upon the soul.l 

The master of such rhetoric and such knowledge of the 

human soul may well Intend to use his powerful resources 

for good If he Is a noble rhetorician. If, however, he Is 

a sophist with these powers of Insight and persuasion, he 

may use them to confuse or cloud the truth for the sake of 

evil or personal gain. Of course, at this point, one could 

apply the sophistic view toward rhetoric to lago and begin 

to analyze his motives and the methods In which he weaves 

his evil web of confusion and chaos. Many of his methods, 

however, are subtle and are apt to be missed unless the 

Xoopcr, 0£. cit., p. XX, 
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audience or reader understands thoroughly the concept of 

persuasion through logos, pathos and ethos. 

Logical argumentation was a most important method 

of developing conflicts and clashes of ideas during the 

Renaissance. This same logical device is often the center 

point of development In drama. Argumentation Is often 

concerned with syllogistic reasonlng-.-"a conjunction of 

propositions related not merely materially but formally 

as premises from which a conclusion spontaneously follows"^ 

If the premises arc true, then through syllogistic reason

ing the conclusions are also true. Fallacious reasoning, 

which is the tool of sophists, yields only false con

clusions that on the surface seem true. Reasoning may be 

conducted by simple position or by disputation: the pre

mises may be true but they oppose one another. The follow

ing lines lend an example of fallacious reasoning: 

Desdemona. Do you know, sirrah, where 
Lieutenant Casslo lies? 

Clown. I dare not say he lies anywhere. 
Desdemona. Why, man? 
Clown. ?Te's a soldier; and for one to 

say a soldier lies is stabbing.3 

Pathos is that form of persuasion in which the 

speaker tries to put his listener in a favorable frame 

of mind to his purposes. In drama the listeners are grouped 

^Joseph, 0£. cit., p. 176 

3othcllo, III Iv, 1-5. 
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into two classes: first, the characters in the play arc 

potential listeners and the audience is the other class of 

listeners. The audience is the group which must be reached, 

for the members of the audience must be so touched and so 

convinced of the speaker's cause that they enter enthusias

tically Into the thoughts and actions of the speaker and 

thus Identify with him. From this vicarious experience the 

audience Is able to purge pent up emotions of fear, pity, 

or terror through tears or laughter. This Is a kind of 

"pathotlc" catharsis* This sympathy held by the audience 

Is a measurement of the pathos In a play. 

Since lago Is a master of persuasion, he realizes 

the potential of pathos in argument. Once he has begun to 

succeed in coloring Othello's thoughts and emotions to the 

point of passionate Jealousy, he knows that the slightest 

bit of tangible proof may clinch his case: 

Trifles light as air 
Arc to the jealous confirmations strong 
As proofs of holy writ. (Ill, ill, 322-3214) 

Aristotle explained In Rhetoric that ethos Is the 

"confidence which the personal goodness of the speaker In

spires In the hearers, their belief In his good sense, 

good moral character, and good wlll."^ He further defines 

ethos In the Poetlco as "that element in a play which reveals 

^Joseph, 0£. clt.. pp. 2714-275. 
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the moral purpose of the agents, the sort of thing they seek 

or avoid."5 These two views of ethos as an clement of per

suasion then can be understood as the trust and confidence 

the audience puts into the speaker's sincerity and his 

ability. As Sister Miriam Joseph has said, logos and pathos 

do logically lead to ethos and ethos cannot be obtained 

without logos and pathos. If the speaker has created a 

spontaneous feeling of sincerity and good will, the audi

ence will react in like manner. 

Ve must remember in considering ethos that there are 

two groups of hearers: the characters in the play and the 

audience. This can cause complex situations which greatly 

intensify Interest in the play. Rhetorically the ethos 

affects the other characters of the play directly when their 

sympathy and confidence are won by the speaker or other 

characters. Ethos functions poetically and indirectly when 

the audience Is also persuaded of the goodness and ability 

of the speaker. Ethos becomes what is known as dramatic 

irony whenever the audience—who can think and judge but 

cannot act--rcalizes the seeming goodness of the speaker 

as evil and false, and the other characters in the play are 

led to destruction and chaos by the appearance of goodness 

and sincerity on the part of the character who in reality 

is a villain. 

^Ibid., p. 275. 
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lago is a remarkable instance of drarratic irony, for 

by the same words and actions he causes the other characters 

in the play to believe and trust him and at the same time 

cause the audience to hate and despise him. According to 

Sister Miriam Joseph, lago's "plots against others are 

known only to Roderigo, who nonetheless regards him as a 

friend he can trust. The audience, too, would think lago 

a man of exceptional honesty if the scenes with Roderigo, 

the asides, and the soliloquies were removed."8 

In dramatic irony we have the ultimate in the 

appearance and reality in drama. The audience may take 

pleasure in contrasting th^ appearance with reality, and 

through partlpation both intellectually and emotionally 

the audience may obtain an understanding of the play that 

is never actually told in the play through word or action. 

This rhetorical device is a priceless tool in the hands of 

a master such as Shakespeare, for he can defy the limita

tions of the mechanics of the story and convey insight in 

human nature, fate, appearance and reality, and knowledge 

which transcend the story or play. 

Concerning Shakespcarc^s mastery of manipulating 

appearance and reality, Heilman has said: 

It Is almost as If Shakespeare took off con
sciously from the tradition of the disguise to 
elaborate a myth of the human being's norm.al 

^Ibld., p. 282. 
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Incapacity to deal with the issues of surface 
and substance . . • the tragic protagonist 
struggles with appearance and reality when 
another agent Is deliberately confusing them..7 

Thus with lago as the agent or force directing the actions 

of his plays within a play chaos comes to the mind of 

Othello (macrocosm) to the extent that he loses his posi

tion in the hierarchy, for he is horribly transformed Into 

a beast and brought down to Iago*s level. The good becomes 

the gull to evil and the "appalling reality" Is discovered 

under the "noble appearance." 

The purpose of this paper is twofold: first,to 

analyze those speeches and actions of lago in which rhetor

ical devices arc employed to confound appearance and real

ity, and second^to cite some of the effects that lago's 

manipulations have upon the community of victims. 

lago, the master dialectician. Is also a master of 

psychology because he draws upon different and distinctive 

tools of rhetoric for each of his victims In confusing 

their reality. He seems to size up each character psycho

logically and then uses the particular brand of rhetorical 

magic that will trap or dupe each one. For the overzeal-

ous Roderigo, lago uses syllogistic reasoning and scorn to 

keep Roderigo at his heel but still keep Roderigo's emo

tions at a tumult. Othello Is the courageous Innocent who 

7Robert B. Heilman, Magic in the Web (Lexington: 
University of Kentucky Press, 19S5r, p. 5TT 
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must be dealt with a little more cautiously and a little 

more slowly, lago moves carefully at first using only 

innuendo, insinuations, parallpsls and Implications; but 

once Othello's reasoning is dulled, lago resorts to bold 

lies or prevarications. 

The following arc a few additional examples and 

illustrations of some of the more powerful devices that 

lago uses to confound and confuse the reality for others: 

Diacope is a figure that is used quite frequently 

by Shakespeare to express deep feeling. It Is the repe

tition of a word with one or more between. An exam.ple 

of dlacopc Is the following line from Othello: 

Even now, now, very now,(1*1*88)8 

Proverbs arc topics of invention which represent 

the testimony of many, lago uses these abundantly to 

support his reasoning and to clinch his case. The follow

ing is an example of a proverb used by Claudlo In Much Ado 

About Nothing: 

The prince wooes for himself. 
Friendship Is constant In all other things 
Save In the office and affairs of love. 
Therefore all hearts in love use their own tongues. 
Let every eye negotiate for itself, 
And trust no agent. (II«i-l8l) 

Innuendo and implication are most powerful devices 

8joseph, 0£, cit,, p, 87, Definitions of other 
rhetorical devices are also adaptations of Renaissance 
concepts stated by Sister Miriam Joseph. 
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in clouding the truth or seeming truth and are used often 

by Shakespeare, In King Lear Kent uses implication to 

characterize Cordelia as the loyal daughter and her two 

sisters as Just the opposite. 

Thy youngest daughter does not love thee least. 
Nor are those empty-hearted whose low sound 
Reverbs on hollowness. (I»i.l51|) 

Parallpsls is most effectively used by lago to 

insinuate and heighten curiosity and confusion. He uses 

this device masterfully against Cthello, Parallpsls is 

the device that while pretending to pass over a subject, 

tells it most effectively. In Julius Caesar Anthony uses 

this figure to sway the crowd: 

Let but the commons hear this testament, 
vhich (pardon me) I do not mean to read. 
And they would go and kiss dead Caesar's wounds . . . 
Have patience, gentle friends; I must not read it. 
It is not meet you know how Caesar lov'd you , , . 
•Tls good you know not that you are his heirs. 

(II 1.11.136-14) 

Antithesis, a figure that sets contraries in op

position to give greater perspicuity by contrast, serves 

lago's turn quite well. It is used by Lord Rivers in The 

Tragedy of King Richard the Third in an attempt to comfort 

the widowed queen: 

Drown desperate sorrow in dead Edward's grave 
And plant your Joys in living Edward's throne. 

(II'ii-99) 

Andiplosls is a figure which aids or strengthens 

logical processes of reasoning. It is the repetition of the 

last word of one clause or sentence at the beginning of the 

next. Since this figure ma: be one of the rr.ore dignified 
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and dynamic of the rhetorical devices, lago saves it for 

Othello in order to sway him to the villain's waiting con

fusion. An example of anadiplosis is found In The Tragedy 

of King Richard the Third. In his logic Richard uses this 

figure to prove himself a rr.an of action and word: 

Cornel I have Icarn'd that fearful commenting 
Is leaden servitor to dull delay; 
Delay leads impotent and snail-pad'd beggary. 
Then fiery expedition be my wing. (1V« ill'51-514) , 

lago uses the figure anthypophora to strengthen his 

command over Roderigo. This device is a reasoning with 

self, asking questions and answering them oneself. Another 

cxam.ple of this figure is in King Henry IV: 

Falstaff. Honour pricks me on. Yes, but how 
if honour prick me off when I come on? How then? 
Can honour set to a leg? No . . , Or an arm? 
No . . . But will it not live with the living? 
No. Why? Detraction will not suffer It. There
fore I'll none of It. Honour Is a mere scutcheon— 
and so ends my catechism. (Vl»131~138). 

These arc merely a few of the rhetorical devices 

that lago uses to weave his magic web of confusion; they 

do, however, serve as examples of the power lago has over 

words. 

Before embarking upon the analysis of the words and 

actions—and the very soul—of lago. It Is, perhaps, well 

to note what a few of the literary scholars have to say con

cerning the character of lago. There arc many points of 

view and one may find several scholars to reinforce his own 

personal point of view. There are those who feel that lago 
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Is a vice who manipulates all actions. Some feel he is the 

perfect Machiavellian. Still others firmly believe that lago 

is simply caught up by his fate and must avenge himself of 

the circumstances that mean to do him harm or destruction. 

Coleridge stated that lago's motive hunting Is that 

of "motiveless malignity." He calls lago a "being next to 

the devil, and only not quite devil." Yet he goes on to 

soften his convictions by admitting that lago is not "an 

absolute fiend."9 by offering some explanation for lago's 

behavior; 

. . . let the reader feel how by and through 
the glass of two passions, disappointed vanity and 
envy, the very vices of which he is com.plaining, 
arc made to act upon him as If they were so many 
excellences, and the more appropriately, because 
cunning is always admired and wished for by 
minds conscious of inward weakness.iO 

F. S. Boas echoes some of Coleridge's attitudes In 

maintaining that: "In lago conscience Is completely want

ing. He Is, as Coleridge has said, 'all will In intellect.' 

He is the incarnation of absolute egotism, and egotism that 

without passion or even apparent purpose is at chronic feud 

with the moral order of the world."^^ 

9sam.ucl T. Coleridge, The Complete Works of Samuel 
Taylor Coleridge, ed. w, G. T. Shedd (New York: Harper 
JBrothcrs, l^^k) IV, p. l8l 

lOlbld., p. 178. 

^^Fredcrick S. Boas, Shakespeare and His Predecessors 
(London: John Murray, 19I47) , p. 



33 

"lago Is an 'absolute Infidel'; for he is devoid of 

all faith in beauty and in virtue,"12 3ays Edward Dowden. 

He sees Othello as a play emphasizing the struggle between 

good and evil In which lago is the force of evil acting 

upon any good with which he comes in contact. 

Lily B. Campbell sees lago as one of the "melancholy 

humour, fitly chosen for the villain in a tragedy of Jeal

ousy, "13 She rocs on to say, however, that 

lago is, as we might expect, not merely jeal
ous. With him jealousy Is but one phase of envy, 
and In his heart Is perfect hatred. In him 
passion has already worked its destruction. And 
from the outset of the play we see evidence of 
the eternal truth of the statement found in The 
French Academic; . . , 'that envy is most JuFT, 
because of it sclfe it is the same punishment 
to the envious man, which it deservcth,»"1^ 

In Shakespearean Tragedy, A. C. Bradley states that 

lago uses the phrase "to 'plume up my will' to heighten 

the sense of power or superiority." He feels that lago 

seems unconscious of this m.otive for many acts of cruelty. 

He continues: lago's "thwarted sense of superiority wants 

satisfaction. What fuller satisfaction could It find than 

the consciousness that he is the master of the General who 

l^Edward Dowden, Shakespeare; A Critical Study of 
His Mind and Art (New York: Harper Brlothcrs, 191b), p."T6. 

^3Lily B. Campbell, Shakespeare's Tragic Heroes (New 
York: Barnes and Noble, 1952), p. 15S. 

14Ibid., p. 153. 
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has undervalued him of the rival who has been preferred to 

him."l^ 

Bradley further testifies that lago "stands supreme 

among Shakespeare's evil characters because the greatest 

intensity and sublity of imagination have gone to his mak

ing."18 lago illustrates the fact that perfectly sane 

people exist in whom 

fellow-feeling of any kind is so weak that 
an almost absolute egoism becomes possible to 
them, and with it those hard vices--such as 
ingratitude and cruelty-- , , . such evil is 
compatible, and even appears to ally itself 
easily, with exceptional powers of will and 
Intellect.17 

C. V, Boycr docs not find lago to be the perfect 

Machiavellian, for the true Machlavel has no conscience. He 

is guided by intellect, will, and superior cunning in stamp

ing out goodness. lago, however, has "some murmurings of 

conscience; he is not the hopeless embodiment of evil that 

has been claimed."18 

lago is concerned with the "lower" world of thinking, 

writes Terence Hawkcs, and uses scientific or inductive 

15A. C. Bradley, Shakespearean Tragedy (London: The 
MacMlllan Company, 1937), p. 229. 

I8lbid.. p, 232. 

^"^Ibid., p. 232-233. 

l^C. V. Boycr, Th£ Villain as Her£ iji Elizabethan 
Tragedy (New York: £. p. Dutton an? ̂ !ompany, 191i|) , p. Il8, 
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processes of reasoning. He explains and shows proof in 

strengthening his case and In so doing makes Othello's 

world vulnerable because Othello cannot or does not try 

to prove Desdemona*s faithfulness. This is impossible 

for her love Is concerned with the "higher world of think

ing."1^ lago is Involved In the age old sin of the in

tellect."20 

lago may fit one or all of these descriptions, or 

none of them, whether he does Is not too important. The 

important point, actually, is that lago is such a con

troversial figure that he has continued to be of interest 

to more and more people through the ages. Perhaps through 

careful analysis of lago's words and actions some insight 

Into the dynamic power that this magnificent character 

holds over words imiy be gained. 

l^Terence Mawkes, "Iago»s Use of Reason," Studi 
in Philolofiy, LVin (1961), p. 167. 

^Ibid.. p. 169. 



CHAPTER V 

lAGO: A STUDY IN THE APPLICATICN OF RHETORIC 

TO THE PROBLEM OF APPEARANCE AI.D REALITY 

The play opens as lago is telling his friend 

Roderigo his feelings about the Moor, Cthello. Frorr his 

very first statement lago reveals himself as crude of 

speech because he uses blood and beast imagery. In his 

first significant speech he introduces the gold, money, 

value imagery which will take on a double meaning In 

later speeches with Roderigo. 

Three great ones of the city, 
In personal suit to make me his lieutenant, 
Off-capp'd to him: and, by the faith of man, 
1 know my price, I am worth no worse a place: 
But he, as loving his own pride and purposes. 
Evades them, with a bombast circumstance 
Horribly stuff'd with epithets of war; 
And, in conclusion. 
Nonsuits my mediators; for, 'Certes,' says he, 
»I have already chose my officer.' 
And what was he? 
Forsooth, a great arithmetician. 
One Michael Casslo, a Florentine, 
A fellow almost damn'd in a fair wife; 
That never set a squadron in the field. 
Nor the division of a battle knows 
More than a spinster; unless the bookish theoric, 
wherein the aged consuls can propose 
As masterly as he: mere prattle, without practice, 
Is all his soldiership. But he sir, had the election: 
And I, of whom his eyes had seen the proof 
At Rhodes, at Cyprus and on other grounds 
Christian and heathen, must be be-lee»d and calme'd 
By debitor and creditor . , , 
And I--God bless the markl — his Moorship's ancient, 

36 
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. . . 

Prcfcrncnt goes by letter and affection. 
And not by old gradation, where each second 
Stood heir to the first, ̂ ow sir, be Judge 

yourself. 
Whether I in my just ter:.: am affinp'5 
To lose the Moor. (I«i'7-39)1 

lago uses syllogistic reasoning to persuade his 

friend that he has a grievance. Through his argument he 

proves to Roderigo that he should have been promoted. In 

describing Casslo, he uses an epithet that degrades Casslo, 

for the Florentines arc hated by the Venetians. lago con

tinues to direct Roderigo's thinking and manipulate his 

opinions through the use of anthypophora, in which he asks 

a question and then very quickly answers it himself. lago 

uses the device of- synchorcsis to give Roderigo permission 

to Judge him and in so doing clinches his case, for he is 

sure enough of himself that he can risk this maneuver. He 

ends his argument with an Interjcctlon—"God bless the 

mark"--whlch ennobles his cause to Roderigo. At this point 

there Is only one apparent reason for lago to color the 

mind of Roderigo, his friend; however, we see that he his 

called forth a great num.bcr of devices and half-truths to 

prove his point and to confuse the truth. lago wishes to 

keep Roc»erlgo at his heel; his motive, of course, is to 

avail himself of Roderigo's purse. 

lothcllo. I, 1, 7-39. 
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In the next lines lago reveals his plot to the audi

ence and to Roderigo. He will follow Othello until he can 

get his revenge and his position. Here he states that he 

will pretend to follow and serve as long as it serves his 

purpose. He uses metabasis to foretell his future plans. 

Whip me such honest knaves. Others there are 
'̂ho, trimm'd in forms and visages of duty. 
Keep yet their hearts attending on thcm.selves. 
And, throwing but shows of service on their lords. 
Do well thrive by them and when they have lined 

their coats 
Do themselves homage: (I*l»i^9-55) 

In these lines we have the beginning of the honesty 

imagery. This word is used frequently and In most cases 

lago uses it when talking about himself. He is successful 

in attaching the idea of honesty to his character to the 

extent that we have other characters calling him "honest 

lago." The word seems to be a trigger that touches off 

certain destruction for the other characters, when 

Desdemona, Casslo, and Othello call lago honest, they are 

sealing their own fate; for they have been completely 

blinded by the outward appearance of honesty and sincerity. 

In the same lines we have the verbal imagery of out

ward and inward appearance with the words "trimm'd," "forms," 

"visages," "throwing but shows," and "lined." 

In the following lines lago sums up his character. 

He sets forth his doctrine that reality may be relative or 

mcanlnglessly stable and appearance Is fluid and controll

able. He then offers himself as a dedicated follower of 
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such a doctrine. 

Heaven Is my Judge, not I for love and duty. 
But scem.lng so, for my peculiar end: 
For when my outward action dotu demonstrate 
The native act and figure of my heart 
In compliTcnt extern, 'tis act long after 
But I will wear my heart upon my sleeve 

For daws to peck at: I am not what I am. 

Heilman remarks in Magic in the WeL that in tnis 

clothing imagery the sleeve is very appropriate as the 

symbol of the external and visible. It is a part of the 

dress that is especially available for display and gesture. 

This Is a hallmark of lago's egoism. The sleeve Is almost 

a counterpart to the heart; yet it may pass over the heart 

as a seeming token of humility, reverence, and even fidel

ity; lago is a master at concealing the heart with the 

sleeve.2 He begins immediately to use this deceit by cloud

ing the mind of Brabantio, the father of Desdemona. 
Call up her father. 

Rouse him: make after him, poison his delight, 
Proclaim him In the streets. Incense her kinsmen. 
And, though he in a fertile climate dwell. 
Plague him with flies: (I«i«68-71) 

The paradoxical physician-poisoner Imagery Is Intro

duced, lago's medicine Is actually poison, and lago Is the 

physician who plagues his victims. 

When Roderigo and lago awaken Brabantlo, the deceit

ful one uses the thief Imagery to make Brabantl0i>s?e the 

^Heilman, 0£. clt., p. 56, 
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truth colored by false interpretation. He confuses appear

ances by attaching the Idea of harm and stolen values to 

Desdemona more than to Brabantlo»s money. When the servants 

are aroused, they find that nothing Is missing except 

Desdemona. 

lago continues to puddle the truth In comparing 

Othello to an old black ram and Desdemona to a white ewe. 

Even now, now, very now, an old black ram 
Is tupping your white ewe. Arise, arise; 
Awake the snorting citizens with the bell. 

Or else the devil will make a grandshlre of you: 

lago links the darkness of Othello with the beasts 

and, more important, with the darkness of Hell. He adds 

a feeling of intensity and urgency for action with a dia

cope in which he repeats the word "now," "even now." 

In lines 109-120 lago strengthens the case against 

Othello through the use of the beast imagery. He also Im

plies that the virtues of the fair daughter are being harmed 

by the dark beast, Othello. It Is also Interesting to note 

that in all the false name calling and Insinuations one 

name is called out that rings true. Brabantlo calls lago 

a villain* Unfortunately and ironically the truthfulness 

in the name Is dropped Into the darkness as the light of 

torches appear. The owner of the name disappears Into the 

night along with his true name as a demon or witch would 

slink off once the cover of night was gone. lago knows that 

he cannot work any more confusion at this time and could 
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actually be implicated; therefore he plans another meeting. 

As sccue two opens, lago proclair.s his virtues tc 

Othello in such a manner that he actually reveals his fal

sity and dishonesty. 

Though in the trade of war I have slain men. 
Yet do I hold it very stuff o* the conscience 
To do no contrived murder: I lack iniquity 
Sometimes to do roc service: nine or ten times 
I had thought to have ycrk'd him here under the 

ribs. 

Nay, but he prated. 
And spoke such scurvy and provoking terms 
Against your honour 
That, with the little godliness I have, 
I did full hard forbear him. (I.ii.1-10) 

lago uses irony and prevarications, for he has con

fused Brabantlo's mind as much as he dare and now he will 

confuse or color Othello's mind in order that the two men 

cannot possibly arrive at a truth. lago also shows egoism 

and self-flattery through the device of paradlastole. He 

Is planting the idea of his fidelity and abiding service 

toward Othello In order to gain his confidence. 

It Is Interesting to note Othello's Innocent yet 

Ironical line In which he addresses some of his officers: 

The goodness of the night upon you, frlendsl 
(I*ll*35) 

Heilman has remarked In this line, we observe then, 

that the evil which comes at night docs not come expectedly, 

or in place of nothing. Instead it coTies as a driving out 
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of the good, a reversal of that which is already there.3 

Therefore the night is the fluid appearance that can be 

manipulated for good or evil. 

As the scene ends, the darkness is flooded by the 

light of the torches and symbolically the truth drives out 

some of the false accusations and It would seem that lago's 

evil plan has run afoul for the moment. 

lago's evil has affected the minds of Brabantlo and 

the Duke, for they have picked up his thief imagery and his 

mcdiclne-polson Imagery. 

Brabantlo. She Is abused, stol»n from me, 
and corrupted 

By spells and medicines bought of mountebanks; 
For nature so preposterously to err. 
Being not deficient, blend, or lame of sense. 
Sans witchcraft could not, 

Duke. Whoe'er he be that in this foul proceeding 
tfath thus beguiled your dauohter of herself 
And you of her, (I^iil•60-67) 

Brabantlo's mind has been colored to the extent that 

he picks up the sense of lago's style in calling Othello 

all manner of names as he docs in lines 62-80 of the pre

ceding scene In which he uses such words as thief, enchanted, 

magic, sooty bosom, foul charms and drugs or minerals, 

lago's evil has also affected Othello, for he attaches 

the idea of honesty and trust to lago, signifying that he 

Is being worked right Into lago's hands. He Is becoming 

3ibld., p. 69. 
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less man and more puppet: 

Othello. So please your grace, my ancient; 
A man he Is of honesty and trust: 

To his conveyance I assij-n my wife. (I •il I •285-286) . 

Othello signs himself over to lago and in addition 

unwittingly conveys his wife to lago both literally and 

figuratively. Now both husband and wife seem to be marked 

for a fate manipulated by lago. 

The Duke is still affected by lago's Insinuations 

and accusations, for he plays with the dark-light imagery 

in such a way that a paradox of the problem of appearance 

and reality is revealed. The Duke says that Othello is 

more fair than black, A remark that is a paradox of black 

as fair because Othello's blackness so far is only skin 

deep. Unfortunately, the blackness progresses toward i is 

heart as he becomes poisoned by the black stories about the 

fair Desdemona. The blackness gradually covers Othello's 

heartfelt instincts concerning Desdemona's virtue and 

innocence. 

•'hen Roderigo intimates that he might drown himself 

(I»ill*306), lago embarks upon a discourse of love In which 

he assures Roderigo that he loves him and that the love of 

friends Is more Important than the mere physical attraction 

between a man and a woman. lago pretends to love Roderigo 

in order to "woo" him for the Job ahead, in which lago needs 

Roderigo's help. The shocking use of figure allegory and 
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physical love imagery helps reduce lago to the level of 

the beast who cannot understand noble and spiritual love, 

but not before he has compared reason with evil to the 

point that evil is good. Again he has manipulated appear

ance and reality—this time for Roderigo. lago manages to 

continue his trickery at Roderigo's expense through logi

cal materialistic planning and with antithesis in which he 

intensifies and emphasizes the relationship between Desdemona 

and Othello. 

Throughout his conversation with Roderigo in lines 

339 through 380, lago repeats "put money in thy purse," 

"fill thy purse with money," "provide thy money." These 

lines reduce lago to a petty thief In the eyes of the audi

ence for here the allusions to gold, value, profit, jewels, 

steals, purse no longer pertain to virtue or reputation 

but are terms which describe lago's true materialistic 
r 

values. 

lago loses even more of the audience's sympathy when 

he refers to Roderigo as a snipe. 
Thus do I ever make ray fool my purse; 

For I mine own galn'd knowledge should profane. 
If I would time expend with such a snipe. 
But for my sport and profit. (I*lll-389-392) 

lago tries to Justify taking Roderigo's money on 

false pretenses, but it Is not enough to repair his image 

to the audience. He has unmasked a base and crude side to 

his character that reviles pathos and ethos. In revealing 
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his soul to the audience, lago masterfully conveys the 

dramatic Irony that Shakespeare strove for. 

In his very next words, la^o seems to try to re

build his case before the audience, for ne says that he 

suspects Emilia and Othello of adultery. This accusation 

would seen: to point an accusing ringer toward Othello once 

again. However, upon studying his very words, we find that 

he first says, "I hate the Moor." He then adds, "And it 

is thought abroad, that »twl;:t my sheets / He has done my 

office," as though it were an afterthought because he is 

grasping for a cause, a reason to support his hate. If 

he can act with "motiveless malignity" toward Roderigo, 

then it is quite possible that he acts so toward Othello. 

Therefore the accusation Is not enough to convince the 

audience and lago is no longer the noble heart with a 

grievance. Instead he is revealed as the beast who preys 

upon the noble and vulnerable hearts of others. 

The next few lines unfold more planning by lago anc 

exemplify the thief, the false physician, and the demon— 

all three—at work. lago plots to steal Cassio's position, 

to poison Othello's thoughts in a style reminiscent of the 

Hamlet tradition, and to call forth the aid of Hell and 

night; 

Cassio's a proper man let me see now: 
To get his place and to plume up my will 
In double knavcry--How, how? Let's see:— 



l46 

after some time, to abuse Othello's ear 
That he Is too familiar with his wife. 

« . . 

The Moor Is of a free and open nature. 
That thinks men honest that but seem to be so. 
And will as tenderly be led by the nose 
As asses are. 
I have It. It Is engendcr'd. Hell and night 
Must bring this monstrous birth to the world's 

light. (I*lllO38-i4l0) 

lago uses thief Imagery to plot against Casslo, 

and he uses his manipulation of appearances and the seeming 

goodness of his character to ensnare Othello. Finally, 

and most profoundly, he has used a double metaphor In link

ing Hell and night and In doing so Implies that death will 

come to life and darkness will come to light or truth, 

Heilman has called this particular metaphor a double-barreled 

metaphor.^ 

The scenes with Roderigo, lago's soliloquies, and his 

asides also hold significance In that they bring relief to 

the audience and to lago. He no longer has to pretend. 

He can be himself, and In doing so he brings evil out Into 

the open where the audience can make no mistakes about his 

character and his Intentions. These scenes bring light to 

the evils of lago's mind. 

In Act II, when lago Is asked to find matter for a 

speech on Desdemona's praise he resorts to logos through 

lbld.> p, 70, 
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processes of Invention. The figures that he uses may not 

be directly related to his manipulations, but they do help 

to Intensify the language. He uses eplzeuxls (repetition 

of words or phrases with none between), brachylogia (omis

sion of conjunctions between words), periphrasis (descrip

tive phrases for a common name, animal Imagery, metaphors, 

a proverb and polyptoton (a repetition of words derived 

from the same root). This last device is related in logi

cal arguments; therefore it serves lago nicely. 

In these lines of Invention (110-159) lago stresses 

unstable reality by presenting verbal pictures of women as 

they may appear, and then he confuses all distinctions be

tween fair and foul, and witty and foolish by making them, 

paradoxical. These lines are quite flowery and very unlike 

phrases used by lago in his soliloquies because these lines 

Illustrate the character lago presents to the public. His 

normal speech Is almost void of imagination and decoration 

because he Is not one to believe In the unrealities of 

dreaming or appearances--or so he thinks. 

lago is a master opportunist who seizes upon an In

cident that may serve his purpose; 

He takes her by the palm; ay, well said, 
whisper: with as little a web as this I will 
ensnare as great a fly as Casslo . . . (and) 
strip you out of your lleutenantry. (II.l.168-171^) 

lago uses the animal and clothing Imagery to belittle 

and discredit Casslo. He will use this Incident to his 
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then are his weapons and in his staterrnt, "Eut I'll set 

down the pecs that make this riislc / Ar, honest as I am." 

lago uses irony and imag*iry of music to drclare that he 

will write and direct a score that will bring discord and 

chaos to Othello's life. 

In lines 220-290 laco convinces Roderigo that 

Desdemona loves Casslo and that he must provoke a quarrel 

with Casslo in order to discredit him in the eyes of 

Desdem.ona. lago masters this deception through disputation 

or a building up of both sides of an argument,and through 

anthypophora, which is a reasoning with self. lago asks 

himself questions aloud and then answers them himself and 

in doing so inflames Roderigo against Casslo. He also dis

plays his mastery of syllogistic reasoning and argumenta

tion by arranging his Ideas In a sequence of ascending 

force, which Is a device called auxcsls. lago intensifies 

his argument by coloring it with body imagery and a dia

cope. His chief theme is: DesdcTona will grow tired of 

Othello's attentions; "her eye must be fed"; and Casslo 

Is the handsome young knave who can "fill them." Here 

lago also sets forth his Idea of the way the world Is run. 

It Is a world full of disappointments and disasters guided 

by appearances, and he sees to It that his idea holds true. 

This speech Is a masterpiece In dialectical reasoning. 
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for lago's reasoning Is smooth and convincing, lago knows 

his victim well and he knows how to work upoii his weak 

points. 

Again lago confuses appearances: "Didst thou not 

sec her paddle with the palm of his hand?" The innocent 

Incident takes on a colored appearance and helps to cloud 

Roderigo's thoughts, as do his exclamations and imagery 

of body. 

lago uses false physician imagery in the following 

lines: 

Make the Moor thank me, love me and reward me. 
For making him cgrcgiously an ass 
And practising upon his peace and quiet 
Even to madness, 'Tls here, but yet confused; 
Knavery's plain face is never seen till used. 

(II*1017-321) 

He enjoys thinking about the reward he will receive 

and in doing so reveals his true reason for plotting against 

Othello. This revelation completely discredits once again 

his intimations that Othello has had an affair with Emilia. 

In these lines lago plans to practice upon Othello's peace 

of mind and heal It by bringing him torture and m»adncss. 

In the opening of Scene III lago uses metaphors and 

insinuations or inferences In alluding to Desdemona's 

character. Here again he makes the spiritual reality of 

love seem to be mere physical or animal love. 

In the following lines lago uses sea Imagery and an 

allegory to expand the Implications of appearance and 
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reality. The dream is appearance and the consequence Is 

the real# If the appearances are passed off for real, 

Xago will then be free to work his machinations: 

Three lads of Cyprus, noble swelling spirits. 
That hold their honours in a wary distance. 
The very elements of this warlike isle. 
Have 1 to-night fluster'd with flowing cups. 
And they watch too. Now, 'mongst this flock 

of drunkards. 
Am I to put our Casslo In some action 
That may offend the isle.—Btft here they come: 
If consequence do but approve my dream. 
My boat sails freely, both with wind and stream. 

(II-ill-57-65) 

lago's little "drinking" song seems to be light 

and care free, but In reality It Is a jibe at Cassio's 

reputation and his fidelity to his Job. lago here uses 

the clothing Imagery. He continues to seduce the community, 

for in lines 12l4«I26 lago colors Montano's opinion of 

Casslo through false interpretation and insinuation using 

the key word "see." 

You see this fellow that is gone before; 
He is a soldier fit to stand by Caesar 
And 9ive dlractiont and do but see his vice; 

Within the next one hundred ten lines lago stage-

manages the first of two night brawls* In the first brawl 

lago plans to work on Cassio's malady««»bttt for his own 

benefit* Ha uses the night to cover the truth and his 

play comes off well, for Othello believes lago completely 

when he tails him what has happened. 

Othello. Honest lago, that look'st dead with 
grTevlng, 



51 

Speak, who began this? On thy love, I charge thee* 
lago* I do not knowt friends all but now, even now. 
In quarter, and in terms like bride and groom 
Devesting them for bed; and then, and now--
As If some planet had unwlttcd men--(II-lll»177-l82) 

In these lines we sec that Othello has sealed his 

fate, for he thinks lago honest and trustworthy* lago then 

uses insinuations and Innuendo with clothing Imagery and 

negative terms and irony and a simile. lago contrasts the 

revelation of love and friendship at the same time that 

he is covering up the reality of his evil works. 

The rhetorical dlscopc, anastrophe (unusual word 

order), and proverb aid lago In his manipulation of the 

accusation against Casslo In lines 2I4O through 2I46. 

In the following lines lago unmasks his original 

doctrine of "who steals my purse steals trash," for here 

one seas that to lago reputation is as fluid as appearance 

and reality and it can fit into any guise; yet ironically 

he still clings to the honesty theme for outward appearance 

of his own reputation* The devices he uses are diacope, 

antithesis, and parallelism, which all aid In intensifying 

his point! 

As I am an honest man, I thought you had 
received some bodily wound; there is more sense 
in that than in reputation* Reputation is an 
Idle and most false imposition; oft got without 
merit, and lost without deservingt you have lost 
no reputation at all, unless you repute yourself 
such a loser* (11*111*226.271) 

lago displays his smooth mastery of syllogistic 
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reasoning through disputation once again in lines 318 

through 338 in which he convinces Casslo that he Is right 

to ask Desdemona to Intercede for him with Othello. He Is 

the master diatectlclon using logic for the power of per

suasion and metaphors of healing the split. lago Is the 

false physician for he Is the destroyer posing as the healer 

when he refers to '̂thls broken Joint between you and her 

husband entreat her to splinter." Here again his diabolic

al dialectic Is successful for when Casslo leaves he says, 

**0ood night, honest lago." 

lago shows his cruel villainy by saying very light

ly and yet ruthlessly that his advice is given free and 

so it is not worth much. He then launches once more Into 

disputation In order to unfold his evil plot. In doing 

so, he again calls forth the dark powers of Hell and suggests 

that with "heavenly shows" he will manipulate appearance 

and reality and create a paradoxical situation. In line 

360 lago again echoes Hamlet; "I'll pour this pestilence 

into his ear*" lago's poisoned medicine changes peace 

into chaos and thereby brings disorder to the order of 

Othello's macrocosm. 

lago continues to use physician imagery upon 

Roderigo in lines 378 and 379 in order to keep Roderigo 

a little longer* He will seemingly try to heal Roderigo's 

ill in order to serve his own purpose, and then he will 
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hand his patient or victim back to death* 

lago hails the morning with shocking irony: "By 

the mass, 'tis morning*" The night has covered a success

ful night's work of evil; therefore he is ready to retire 

his deliberations for a time. 

lago has enmashed all of his victims in his web of 

confusion and false Interpretation* They all call upon him 

as their trustworthy and honest friend. He now holds them 

securely and can work his diabolical destruction very soon. 

Through disputation and thief imagery lago plants 

the seeds of suspicion in Othello's mind In such a way 

that Desdemona's pleading for Casslo takes on a colored 

appearance and Cassio's actions no longer seem to be those 

of a loyal friendt 

lago* Casslo, my lord! Ho, sure, I cannot think It, 
that he would steal away so guilty—like. 
Seeing you coming* (III»iil»38-39) 

The disputation continues through lines I4O through 

175. During this disputation Othello unwittingly predicts 

what is to coma: "But i do love theet and when I love 

thee not, chaos is come again." (III*lll»91-92). Chaos 

does, in fact, come to Othello's macrocosm and the hier

archy is crumbled to destruction, for the noble appearance 

of Othello will be stripped to reveal a beastical reality* 

lago uses reiteration and anadiplosis, or echo qual

ity, in strengthening his syllogistic reasonings. 
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Othello. What dost thou think? 
lago. ^Thlnk, my lord I 
Othello. Think, my lordl 
By heaven, he echoes me. 
As if there were some monster in his thought 

Toohidcous to be shown, (III. iii •103-108) 

lago then continues his reiteration and adds para

llpsls, in which he pretends to pass over the matter and 

in so doing tells it very effectively. His insinuations 

trap Othello's mind and heart. lago then turns the word 

"honest" into a paradox of destruction, for each time he 

applies the word to Casslo and Lesdcmona he actually in

sinuates dishonesty. This is evidenced in the following 

lines: 
lago. For Michael Casslo, 
I dare be sworn I think that he is honest, 
Othello, I think so too. 
lago. Men should be what they seem; 
Or those that be not, would they miight seem noncl 
Othello. Certain, men should be what they seem, 
la go. Why, then, I think Cassio's an honest man, 

TlII*iil*123-129) 

Othello. I do not think but Desdemona's honest. 
lago. Long live she so! and long live you to 
nTTnk sot (III.iii»227-228) 

lago skillfully manipulates the dark-light imagery 

with insinuation In the following: 

As Where's that palace wherclnto foul things 
Sometimes Intrude not? Who has a breast so pure. 
But some uncleanly apprehensions 
Keep lects and law-days and In session sit. 

(Hl-lll^l37-ll40) 

lago Implies that perhaps even the pure white breast 

of Casslo could cover up some dark unclean ideas that might 
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slip in* He continues to Imply that the good may not be 

all good but may simply appear good by the use of key words 

such as "spy" and "observance." 

He then plays with logos through the use of antece

dent and consequent or hypothetical proposition. lago pre

tends to hold Information from Othello fearing the conse

quence for both of them. This Is also Ironical, for lago 

has Just beseeched Othello to open his eyes—to see more 

than he has seen and now lago seemingly hesitates to give 

the Information. 

It were not for your quiet nor your good. 
Nor for my manhood, honesty, or wisdom. 

To let you know my thoughts. (III«lli-l52-l5i4) 

In the next well-known passage lago is worthy of 

some praise, for he flirts with the danger of discovery; 

yet he seems to enjoy his dangerous game. He uses money 

and thief imagery to describe the value of a reputation. 

This is a superb example of ironical dramatic ethos. The 

audience cannot resist enjoying this passage, for they know 

the double meaning of the imagery and therefore they must 

play the dangerous game right along with lago* The audience 

becomes an aceomplicet 
Oood name in man and woman, dear my lord. 
Is the Immediate Jewel of their souls: 
Who steals my purse steals trash; 'tls 

something, nothing; 
>Xwas mine, 'tis his, and has been slave 

to thousands; 
But he that filches from me my good name 
Robs me of that which not enriches him 
And makes me poor indeed. (III«iiltl56.l6l) 
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lago, the master opportunist, seizes upon Othello's 

state of mind and through innuendo, animal imagery, metaphor, 

and implication ensnares Othello In his web with the aid of 

the "green-eyed monster," jealousy, (Ill-ill'165-170). As 

a result Othello directs lago to give him proof: "I'll 

sec before I doubt; when I doubt, prove," lago has been 

waiting for Just this and he does begin, openly, to direct 

Othello's attentions on that which will seem evil: "Look 

to your wife; observe her well with Casslo; wear your eye 

thus, not Jealous nor secure;" lago echoes the words of 

Brabantlo that Desdemona did deceive her father In marry

ing Cthello; therefore she might deceive Othello. If she 

could seal her father's eyes, why would It not be possible 

for her to seal her husband's eyes? He also uses apodlxls, 

which Is an argument based on the experience of many, 

while warning Othello against ocular proof, lago Is plann

ing just how to present ocular proof that will seem evil, 

lago has succeeded In convincing Othello that men 

are not what they seem and that the appearances of evil 

may be trusted while the appearances of good are actually 

evil unless they profess hostility toward that which seems 

evil. Thus at the conclusion of this deception scene lago 

has established quite firmly the acme of disorder through 

logic and psychology and Is ready to present ocular proof 

to Othello of the darkness of Desdemona's virtue. 
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In the scene between Desdemona and Othello there Is 

a stark contrast between the healing of Desdemona and the 

healing of lago* She intends her medicine which Is her 

handkerchief to be used for good and for healing, when 

she loses the handkerchief, it becomes an Instrument of 

evil once It Is placed in the hands of the evil lago. This, 

of course, symbolizes the idea that a good situation may 

ba used for evil. 

As the handkerchief symbolizes ocular proof of 

Desdemona's virtue, Othello can no longer trust Desdemona 

or be comforted by her when she cannot produce the token. 

Her perception of goodness Is far superior to Othello's, for 

she is able to look beyond the dark of Othello's skin to 

see his "visage in his mind." 

In the lines 322 through 329 lago uses similes and 

physician imagery to point out that the Moor Is changing 

with the "poison" and that lago knows Just what he Is do

ing. In lines 330 through 332 lago continues the false 

physician imagery and adds anthimcra and plant imager> tc 

mock the true physician* He also includes burning imagery 

which will be picked up by Cthello. 

Othello's speech In lines ^3''3kk contains irony, 

for he is the one who has been robbed; yet he does not 

know who has robbed him or how he has been robbedt This 

pathetic statement ties in with his fateful wish to be 
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shown proof. He, in effect, says that "seeing is believ

ing." This move exemplifies the "tragic fact" of Tan's 

existence, for a spiritual value such as love cannot be 

Judged with material proof. It is an intangible whl::h 

cannot be pinned down with facts. Spiritual love such as 

Desdemona's transcends the material world. If this be 

true, then whatever proof there may seem to be must only 

be an appearance of the real. 

Again we have an example of Othello's "intolerable 

mental suffering" in lines 3Qk through 391 for through 

confusion of contrary and contradictory Judgments Othello 

cannot tell the light from the dark or the good from, the 

evil. This is a device called a dramatic foil. lago 

helps Othello confuse the contraries through epanorthosls 

or correction, lago pretends to wish that he had not 

said any thing and In doing so makes the statement even 

stronger, 

lago. I see, sir, ybu are eaten up with passion; 
I do repent me that I put it to you. 
You would be satisfied? 

Othello. Wouldt Nay, I will. (Ill^iil-391-3914) 

Up to this point lago has depended upon insinua

tion and deceit in working his evil machinations. Here

after he will resort to lying, prevarications with the 

aid of pragmatographia, in which he calls forth vivid 

descriptions In order to inflame Othello with rage, in 

order to give Othello the proof he wants—as he does la 
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lines I4l0«l480* The lie so enrages Othello that he cannot 

aomprahend the significance and double meaning of his ex

clamation: "Arise, black vengence, from thy hollow cellt / 

Yield up, 0 love, thy crown and hearted throne / To tyr

annous hatet Swell, bosom, with thy fraught, / For 'tls 

of aspics' tongues." Othello has unknowingly called lago 

Just what he 1st 

Ironically, lago then calls forth witness from the 

heavenly beingsi "Witness, you ever*burning lights above," 

and in so doing he mocks them* This scene of lago's Is 

contrasted with the scene In which Desdemona kneels before 

the "light of heaven*" She represents truth and reality 

as she asks for the light to shine upon the darkness which 

has been brought on by lago who represents the unreal and 

appearances• 

lago continues his diabolical trapping In the follow. 

Ing lines: 

lago* Or to be naked with her friend In bed 
An hour or more, not meaning any harm? 
Qthallo* Naked in bed, lago, and not mean harmt 
TTirUypocrlsy against the devili 
They that mean virtuously, and yet do so, 
The devil their virtue tempts, and they tempt 

heaven* 
laflo* So they do nothing, 'tis a venial slip: 
But to give ay wife a handkerchief.--(IV^iO-lO) 

lago uses clothing imagery to strip Desdemona of 

her virtue; ha uses innuendo to Insinuate evil doings 

through reference to the devil; and ends his speech with 
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aposlopesls, which yields dramatic effect to make his men

tion of the handkerchief conspiclous. 

lago uses the same device of emotion again In the 

next lines. He also uses logic, for the handkerchief Is 

a circumstantial sign which Is a form of testimony. 

lago* Her honour Is an essence that's not seen; 
They have It very oft that have It not: 
But, for the handkerchief,— 
Othello. By heaven, I would most gladly have 

forgot it. 
Thou said'St—O, It comes o'er my memory. 
As doth the raven o'er the Infected house. 
Boding to all—he had my handkerchief, (IV*I'16-22) 

lago has stated an ultimate truth concerning 

Desdemona's virtue and he admits that it cannot be proved 

by "seeing"; yet he dares to mention this because he covers 

it over quickly, as If by slight of hand, with the mention 

of the handkerchief again and then breaks off abruptly 

using, aposlopesls. Othello Includes animal Imagery with 

the mention of the raven which symbolizes death. The 

raven here could symbolize the death which comes to truth. 

As Othello becomes more and more enraged, he re

duces himself to an animal, thus lowering himself to the 

level of lago* lago notes the change in Othello, and 

using diacope and hunter-physician Imagery he says glee-

fttllyt "Work on, / My medicine, workt Thus credulous 

fools are caught*" {V*i«l47*l*8) with the fusing of the 

hunter and physician imagery, the dramatic foils of lago 

are Intensified and compounded* lago continues to use 

the false physician imagery with parallpsls and masterfully 
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brings the scene to a tragic highlight. 

With syllogism lago argues further. He clinches the 

double meaning of his reasoning In the last line of the 

following passage using diacope: 

Good sir, be a man; 
Think every bearded fellow that's but yoked 
May draw with you; there's millions now alive 
That nightly H e In those unproper beds 
Which they dare swear peculiar; your case Is 

better* 
0, 'tis the spite of hell, the fiend's arch^mock. 
To lip a wanton in a secure couch. 
And to suppose her chastel No, let me know; 
And knowing what I am, I know what she shall be. 

(IV •i •66-71*) 

In lines 95 through IOI4 lago plots the use of 

Casslo* With a proverb, similes of paradox or comparison 

and contrast, antithesis and negative words lago sums up 

the potential evil In false appearances. He then raps up 

the curtains for his second little play within a play, 

lago is now quite sure of his position and docs not 

hesitate to call Desdemona foul to Othello's face. The 

words trigger action In Othello, who Immediately calls 

for poisonl—the very thing that lago has been giving 

him from the beginning: '^et me some poison, lagp; this 

night; I'll not expostulate with her." 

lago continues to stage manage and manipulate the 

remainder of the scene keeping himself free of Implication 

in any of the disorder. He, of course, uses syllogism 

along with a paradox and proverb to hold the community In 

a state of confusion and disorder; 



62 

He's that he Is; I may not breathe my censure 
What he might be: If what he might he Is not, 
I would to heaven he wercl (IV»i'281-283) 

Through scenes three and four lago Is conspicuous 

by his relative silence. He can afford to be silent, though, 

because he has thoroughly Infected the other characters 

with his poison and can now sit back to wait for the climax 

of his self-manipulated play. He has enraged and confused 

Othello to the extent that he believes the murder of 

Desdemona will be a good deed to stamp out the evil of 

Desdemona's deeds. This conclusion that Desdemona shall 

die has been resolved through syllogistic reasoning. That 

an unfaithful wife should be punished by death Is Othello's 

major premise. The ocular proof that lago has presented 

is the premise that brings Othello to the conclusion that 

Desdemona must die. Indirectly, lago has rehearsed 

Desdemona for her part in the tragedy. She does not under

stand what is happening between Othello and her but she 

does sense death as evidenced In her lines; 

If I do die before thee prithee, shroud me 
In one of those same sheets* (IV* 111*214-25) 

Her mournful expression to Emilia symbolizes the 

spiritual value of her love. This value is the one thing 

that lago has recognized as a potential enemy—an ultimate 

truth that must be destroyed or at least contaminated* He 

does not seem to realize, however, that an abiding truth 

may be tampered with by mortals but It cannot be destroyed. 
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The Imagery in Desdemona^s words creates a scene In which 

her wedding sheets symbolize her love—a transcending value 

that cannot be accepted in life, but can break through the 

veil of darkness and suspicion upon Desdemona's death. 

Emilia Is the one character who does not let emotion 

completely control her reasoning* she come to the very 

brink of discovering lago several times, and yet she can

not seem to apply her deductions to a logical conclusion 

until it is too late. She attributes each evil and mis

leading incident to a person or being Instead of blaming 

fate as the others seem to do. To this extent, she uses 

true reasoning; yet she does not go any further than naming 

the villain a "knave," a "slanderer," a "slave," or a 

"scurvy fellow." She cannot detect the sophistry and de-

celt of lago as the evil element which bears false witness 

to all innocent actions. 

Emilia needs only a sign, a syllogismus, to unlock 

the whole meaning of her accusations and she gets just 

that when she calls upon lago to tell the truth If he Is 

a man* {V*ii'172). This Is an ironical statement for if 

lago does tell the truth he will become less than a man 

in the eyes of all—he will have to shed the appearance 

of manhood to show the horrible reality of his being. 

Emilia discovers the truth and In doing so discovers 

herself and her own part in the tragic play. 
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-mi Before the whole truth may be discoverer!, laoo must 

fit all the pieces of his little puppet show t0'?ether. He 

begins the process in scene one of Act Five. In lines 12 

through 23 lag© .xakes full use of logic5.1 argumentation to 

further develop the conflict. He sends Roderigo to kill 

Casslo and remarks with satisfaction; 

Now, whether he kill Casslo, 
Or Casslo him, or each do kill the other. 
Every way makes sy gain: live Roderigo, 
He calls me to a restitution large 
Of gold and jewels that I bobb'd from him. 
As gifts to Desdemona; 
It must not be: If Casslo do remain. 
He hath a daily beauty in his life 
That makes me ugly; and besides, the Moor 
May unfold me to him; there stand I In much peril: 
No, he must die. 

vith the device, prosapodsls lago accepts the al

ternative before him and supports each with a reason. His 

conclusion is that both Casslo and Roderigo must die because 

as long as they live they can make things perilous for 

lago. He arrives at his conclusion antithetically. From 

his reasoning lago begins to fear and to envy Casslo and 

in so doing displays a little humanity and conscience* 

At this point he may be described as a very weak mortal 

who is suspicious of any .uan or woman who displays exemp

lary virtues and values. He cannot compete with such 

persons or such values and so he Is driven to attempting 

the destruction of everyone or everything that symbolises 

goodness* He continues his destruction by manipulating 

his second night brawl. Under cover of night he tries 
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again to cover the real and the truth; 

Hlicn Casslo Is stabbed, he calls for a surgeon and 

light* Ironically and in true lago style, the false prac

titioner appears bringing lightl lago, who has been using 

th« dark to quinch the liglt now uses the light to flood 

the darkness. In the light lago sees that his plan is not 

complete. He must kill Rodcriog. As he does so, he mocks 

his fate by voicing a definition of himself; "Kill men I' 

the dark! vt»ere be these bloody thieves?" (V«l»6l4-65) , 

in the first act the light of the torches and the truth 

stave off lago's darkness and evil; now the light and tlie 

truth arc used and then dlsspclled by lago. He uses a 

physical weapon tc destroy a potential truth when he stabs 

Roderigo. In this scene Heilman notes that lago's style 

Is "turning virtue into pitch; matching the darkness of 

ignorance and of evil action with the darkness of night; 

and for all this, adopting the style of the light-brlnger."5 

lago maintains his disguise as the honest friend 

and noble "brother" of Casslo and continues to practice his 

evil medicine: 

lajo* How Is It, brother! 
^ssio. My leg Is cut In two. 
laoo* Marry, heaven forbid! 
Light, gentlemen: I'll bind It with my shirt. 

(V-1.73-714) 

3ibid*, p. 71 
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At the end of the scene lago seems to be less sure 

that nothing can go wrong with his plan. The antithesis 

of his reasoning Is: "This is the night / That either 

makes me or fordoes me quite." Here again lago becomes 

less the Inhuman devil and more the weak miscalculating 

human being. His evil is working, but not exactly as he 

has planned, for he Is having to help the process of elim

ination along. 

Sine; lago's mode of ruining men Is to make them 

like himself, he succeeds In ruining Othello when the 

Moor murders Desdemona. The transformation of Othello's 

virtue is recognised by Emilia: 

Othello. She's like a liar, gone to burnlnc 
hell: »Twas I that klU'd her. 
Emilia. 0, the more angel she, 

And you the blacker devllt (V*ll*128-131) 

Emilia's statement contrasts the Duke's statement 

in Act One in which he tells Brabantlo that Othello's 

virtue "Is far more fair than black." (1.11.291). The 

Moor's noble appearance has been stripped to show fair 

virtue turned to pitch* 

Othello tries to Justify the murder to himself and 

to the others by explaining: "I know this act shows horri

ble and grim*" (V.11.203)* Instead his words verify the 

fact that he is still completely under the influence of 

lago, because he believes that the appearance of the murder 

Just looks worse than it really is* His faulty reasoning 
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proves that he is confusing appearance with reality even 

yet. Another clue to the lago Influence is the Moor's use 

of a favorite word of the villain's—"shows." Throughout 

the play lago has used "shows" to misrepresent or to color 

the truth* 

When Emilia asks lago for the truth, the master 

dialectician tries to satisfy her through syllogistic rea

soning* Inevitably though, he must tell her the truth, 

the very truth that traps him. As he Is confronted with 

this truth, lago ceases to be the hunter and becomes the 

hunted! 

gmllla* Disprove this villain, if thou be 'sta 
man: He says thou told'st him that his wife was 

false; 
I know thou didst not, thou 'rt not such a 
villain: 

Speak, for my heart Is full. 
lago. I told him what I thought, and told no 
more 

Than what he found himself was apt and true. 
Emilia* But did you ever tell him she was false? 

..tx IHiT-Idld. (Vll.172-179) 

-,>r lago Is cornered by the truth and he reacts In true 

style by calling Emilia vile false names; "Vlllanous 

Whorel" and "Filth, thou llest!" He then destroys Emilia 

because she hss reduced him to a villain and a dog In the 

eyes of everyone* 

î s the truth begins to unfold, all of the major 

characters beside lago discover that they have been In

strumental In clouding the truth because they have 
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submitted unknowingly to the manipulations of lago. They 

strip lago of his honest physlclan-frlend guise and In so 

doing strip themselves of their false appearances and atti

tudes. Othello voices this process when he says: "Or, 

naked as I am, I will assault thee." (V.11.257). 

Although the other characters realize their part In 

the tragedy, they continue to blame lago for everything 

calling him "viper," "devil," "slave," and "deml-devll," 

They try to Justify their susceptabllity to lago's evil 

plots by Implying that he Is a servant of the devil—a 

superhuman being. 

The black deeds have been done. Everyone, includ

ing lago, has been implicated to some degree in the terri

ble deeds of the play, and all, except lago, feel some 

guilt. The irony of the situation shows that the survi

vors of the tragedy may have some hope—all except one* 

lago, the master puppeteer, has now become less than a 

puppet because the play has been taken out of his hands 

completely. He can no longer play the part of the vic

torious villain; instead he m.ust remain mute while he 

listens to all the vile insults and name callings by those 

who were once his dupes. The great confuser of reality 

has been deceived by his own weapons; and Instead of bow

ing out of the play with dignity and dramatic eloquence 

which was once his style, he stands mute and stubborn as 
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a dumb animal. His last words unveil the confusion, des

pair, and emptiness of his soul. The last t'AO rhetorical 

devices that lago uses ars epaaalepsis and diacope. They 

help to express liis bitter disillusionment: 

lago. Demand me nothing: what you know, 
you know: 

From this time forth I never will speak 
a word. (V* 11002-3014). 



CCKCLUSICN 

lago Is aa io:o«pli3hed iial€Ctl-.Ian, ^ superb 

Judge of human nature, and a master of lanuendo. Vis 

keen insight into character helps him to know >>!s vl.-;t!ns 

well enough to work upon their weak or strong .joints* He 

can turn the virtue of one character against the virtue 

or pitch of another character to his own advant^^e and 

make his manipulations seem plausible and reasonable. Hr 

uses a different approach to each of his vlctin:s througt 

rhetorical devices that seem suited to each particular 

character's weakness or virtue* He convinces the ovitr. 

zealous Roderigo that Desdemoria loves v:;as&lo snd that 

ha, Roderigo, must do so:i:ethlng to discredit Casslo. 

lago*s vices of language-—syllogistic reasoning, anthy

pophora, synchoresis, snd scorn--help to keep Roderigo's 

emotions stirred up and his purse open tc lago. 

For Casslo, lago reserves tha devices of false 

physician imsgary, metaphors to prove his friendship and 

honasty, and logic for tha power of persuasion* Through 

thasa devieas, lago succeeds in convincing Casslo that ha 

should ask Desdemona to Intercede for him with Othello* 

lago than turns tha innocent pleadings of Desdemona Into 

colored end sinster words* 

Othallo, tha Innocent snd noble hero, must be dealt 

70 
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with most carefully at first, because hlr cMld-like faith 

and perception might enable him to see through flagrant 

or abrupt accusations against those he loves and trusts. 

He must be thoroughly ensnared in lago's v/cb of evil appear

ances before direct attacks may t^t made upon Desdemona. 

For these reasons, lago uses subtle devices suc^ as In

nuendo, insinuations, parallpsls, and implications to dull 

Othello's reasoning. Once he has succeeded in this first 

step of destruction, he Is free to spread bold lies or 

prevarications about Desdemona and Casslo. 

lago uses noble generalities to convince his vic

tims that he Is an honest and true friend. These ĉ ener-

alities aid him in manipulating appearance and reality to 

a degree that he is the one to whom everyone comes for 

guidance. He takes advantage of this position by readily 

directing his doomed friends toward that which he wishes 

them to see or to do* v/hen Othello calls for proof of 

Desdemona's unfaithfulness, he is given material proof. 

He has been duped by lago to the extent that he will accept 

lago's doctrine of "seeing Is believing." Such a doctrine 

is valid as long as all facts are available; and, unfor

tunately, lago has made Othello believe that he can pro

duce all the facts concerning Desdemona's false character* 

lago's doctrine further implies that all actions worthy 

of consideration must have material or ocular proof. 
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Intangibles such as faithful and abiding love have no 

place in lago's philosophy, because facts dealing with 

Intangibles and feelings arc never readily available. 

At this point lago brings the tragic fact of man's 

position into dramatic focus, because, through his smooth 

and plausible reasoning, he is able to queli the last mur

murings of goodness and faith within Othello. The noble 

innocent no longer relies upon his child-like faith to 

help him perceive the ultimate truth. He has forgotten 

that man's Judgment is faulty and inadequate. He has also 

forgotten that the reason and Justice which man is able 

to establish cannot be applied with much certainty to love. 

lago manages to strip his victims of their seeming 

noble virtues by Inducing them to accept appearances, and 

then ha acts. His manipulations In the use of language 

and actions arc focused upon the Intent of confusing appear

ance and reality. This confusion motivates the actions of 

the play. lago cannot escape the results of his own mani

pulated words and actions once they are put Into effect, 

and is, therefore, eventually trapped In his own philosophy 

and faulty reasoning* He convinces himself that he has 

power over those who believe In him; yet he does not per

ceive that his power will become uncontrollable and will 

bring destruction to all who believe In It. The tragic 

fact is that lago himself is Included in the number who 

believe In his deceiving words and actions. But even more 
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tragic Is the fact that through self-destruction and self-

analysis, all of lago's victims are eventually rewarded 

with self-understanding and peace. laQo is the only one 

who cannot analyze his own shortcomings or comprehend the 

extent of personal destruction. He, therefore, cannot be 

resigned to his fate In order to find i,«ace. 
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Brltannica Ĉ reat Books, 19^2. 

Baldwin, Charles Sears. Medieval Rhetoric and Poetic. New 
York: The Macmillan Company, 1920* 

Boas, Frederick S. Shakespeare and His Predecessors. 
London: John lŷ urray, 1947T" 
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