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An Examination of Hamlet as a Tragic Hero 

Webster’s dictionary defines tragedy as, “a serious drama typically describing a conflict between the protagonist and a superior force (such as destiny) and having a sorrowful or disastrous conclusion that excites pity or terror.”  A tragic hero, therefore, is the character who experiences such a conflict and suffers catastrophically as a result of his choices and related actions.  The character of Hamlet, therefore, is a clear representation of Shakespeare’s tragic hero.  
As the play’s tragic hero, Hamlet exhibits a combination of good and bad traits.  A complex character, he displays a variety of characteristics throughout the play’s development.  When he is first introduced in Act I- Scene 2, one sees Hamlet as a sensitive young prince who is mourning the death of his father, the King.  In addition, his mother’s immediate marriage to his uncle has left him in even greater despair.   Mixed in with this immense sense of grief, are obvious feelings of anger and frustration.  The combination of these emotions leaves one feeling sympathetic to Hamlet; he becomes a very “human” character.  One sees from the very beginning that he is a very complex and conflicted man, and that his tragedy has already begun.
Hamlet’s anger and grief- primarily stemming from his mother’s marriage to Claudius- brings him to thoughts of suicide, which only subside as a result of it being a mortal and religious sin.  The fact that he wants to take his own life demonstrates a weakness in his character; a sense of cowarness, his decision not to kill himself because of religious beliefs shows that this weakness is balanced with some sense of morality.  Such an obvious paradox is only one example of the inner conflict and turmoil that will eventually lead to Hamlet’s downfall.  
In addition to this internal struggle, Hamlet feels it is his duty to dethrone Claudius and become the King of Denmark.  This revenge, he believes, would settle the score for his mother’s incestuous relationship and would reinstate his family’s honor.  These thoughts are solidified in Act I, Scene 5, when his father’s ghost appears and informs Hamlet that is was Claudius who murdered him, and that Claudius deprived him “of life, of crown, and queen” (line 75).  This information leads to Hamlet’s promise to kill Claudius, while not punishing his mother for their incestuous marriage.  His statement, “thy commandment all alone shall live within the book and volume of my brain” (lines 102-103), demonstrates his adamant decision to let nothing stand in the way of his promise for revenge.  This vow can be labeled as Hamlet’s tragic decision, and sets into motion the beginning of his downfall.
Now that Hamlet has made his promise, one begins to see how the events unfolding around him occur as a result of other character’s actions.  The opening of Act III, for example, shows all of the characters linked to Hamlet working against him.  Ophelia meets with him so Claudius and her father can spy on him and observe his mental state; his mother, Gertrude, agrees to talk with him so Claudius can continue his watch; and his friends Rosencrantz and Guildenstern pledge allegiance to Claudius and agree to observe (spy on) Hamlet.  Slowly, everyone Hamlet had been able to trust and rely upon has begun lying and deceiving him.
In contrast to these occurrences, Hamlet’s soliloquy, “To be, or not to be,” shows him contemplating the idea of loyalty, acting upon one’s morals and their relation to fighting against the challenges of evil.  As the tragic hero, one sees Hamlet’s constant dedication to maintaining a set of moral standards (which is in great contrast to the actions of the other characters).  By this point in the play, Hamlet has become well aware of the fact that Rosencrantz and Guildenstern are spying for Claudius.  This knowledge allows him to manipulate the situation and provide Claudius with false information.  He is also suspicious that Ophelia’s interest in him is not genuine.  As for his mother, Hamlet is cautious, but remembers his promise to the Ghost.
As Act III progresses, one sees Claudius’s plot against Hamlet continue, while Hamlet appears to procrastinate about seeking his revenge.  This reinforces Hamlet’s tragic character flaw; his repeated inner conflicts about loyalty, mankind, life and death have usurped his time and kept him from focusing on what he vowed to do early in the opening act. He knows that no one is truly on his side, yet he uses every opportunity to promote his “false” mental illness instead of searching for the fastest way to avenge his father’s murder and his mother’s marriage.  This fact is best illustrated in Act III, Scene 3, when Hamlet sees Claudius contemplating his brother’s murder and whether or not he could ever receive penance.  Instead of taking the opportunity to kill him, Hamlet chooses to wait.   Since his father was murdered without being able to cleanse himself of his sins, he believes that Claudius must die in a state of sin as well.  
As Hamlet alternates between his examinations of morality, pretending to be mentally ill, searching for the “perfect” opportunity to kill Claudius, Claudius has successfully manipulated the other characters onto his side.  The combination of Hamlet’s procrastination and Claudius’s need for power is pushing Hamlet, as well as the play closer and closer to its tragic ending.  
Act III, Scene 4 begins the spiral of tragedy for the play’s main characters.  With Polonius hiding behind a curtain as Hamlet meets with his mother, her fear causes her to cry out for help.  Hamlet reacts by drawing his sword and stabbing it at the curtain.  Hoping it is Claudius, he pulls the curtain back to reveal Polonius.  The first of the King’s supporter’s (and thus Hamlet’s enemies) is dead.  He begins criticizing Gertrude, and is suddenly interrupted by the Ghost’s appearance.  Hamlet, remembering his promise not to hurt his mother, informs her of Claudius’s plan and how he will seek revenge.  This scene exemplifies how Hamlet’s actions are dictated not by his own choices, but by the actions of the other characters.  One almost seems to feel that although Hamlet is acting in a vindictive manner, he remains a constant victim of circumstance.
When Claudius learns of Polonius’s murder, he sets into action his plan to get rid of Hamlet once and for all; he is to be beheaded upon arriving in England.  When Hamlet learns of this plan, he falsifies new instructions ordering that Rosencrantz and Guildenstern be killed instead.  The fates of two more of Hamlet’s enemies are sealed.  Meanwhile Ophelia (a pawn in all of this), is overcome with sadness over her father’s death, and has drowned.  Although it is not stated, one infers that she has committed suicide.  She is the fourth of Hamlet’s adversaries to die.  
When Claudius learns that Hamlet is returning to Denmark, he devises a new plan for killing Hamlet.  Ophelia’s brother, Laertes, will fight him in a fencing match. Hamlet will either die by the unblunted tip on Laertes’s sword, or by the poisoned wine he will be offered following the match.  When Hamlet returns, he accepts the challenge.  During the match however, he and Laertes end up getting stabbed by the sharpened sword.  At the same time, Gertrude sips from the poisoned cup. Just before she dies, she announces that she has been poisoned.  Laertes then announces that both he and Hamlet are near death from the sword stabbing, and that Claudius is the one who instrumented the entire situation.   Hamlet then stabs Claudius, who dies as his sins are announced to all of the onlookers.   After Hamlet and Laertes die, Fortenbras enters from battle and learns of all that has taken place.  Upon hearing the entire story, he makes sure that Hamlet receives full honors in death.  This scene (Act V, Scene2) represents the climax of the play and seals the fates of all remaining characters, including Hamlet, a tragic hero.
Hamlet, although a complex and unique character, clearly represents the tragic hero.  As is the play’s protagonist, he evokes sympathy from the audience/reader from the opening scene.  His tragic flaw was twofold:  (1) he was adamant about avenging his father’s murder and his mother’s incestuous marriage; (2) this desire caused him to became so enveloped in his inner conflicts, he allowed the actions of other characters to dictate his fate.  Also, Hamlet’s suffering seemed very authentic; it became stronger as it mixed with his growing determination to seek revenge upon Claudius.  Finally, as one watches his tragic downfall spiral towards its conclusion, one cannot help but wish that Hamlet could have lived and become King of Denmark.

2-
Analysis of the Theme of Revenge in Hamlet 

Shakespeare’s Hamlet is a complex play where many themes are intertwined – themes that are essential to the development of the play. The issue of death and disease, both physical and emotional is very prevalent throughout the duration of the play, as well as fate and divine providence. The play also questions madness and whether it can be feigned, as well as corruption and its moral implications. Of course, who could forget the famous ‘To be or not to be’ soliloquy, where Hamlet not only questions life and death, but many of life’s other uncertainties as well. 

Undoubtedly, the most essential theme in the development of Hamlet is revenge and question ‘Does revenge pay?’ Revenge is a frighteningly bloodthirsty emotion, which causes people to act blindly and without reason. Revenge is a theme that is cleverly built upon throughout the extent of the play; with it being the driving force behind two of the main characters in the play. 

The play is introduced by the appearance of the ghost of Hamlet’s father in the first scene, which automatically gives the impression that something is amiss. This is later clarified by the statement that “Something is rotten in the state of Denmark” (Act1 Scene 4 Line 90). The ghost emerges before Hamlet and insinuates that his death was not as innocent as it may seem. The ghost urges Hamlet to “Revenge his foul and most unnatural murder” (Act1 Scene 5 Line25) and informs him that “The serpent that did sting thy father’s life now wears his crown “(Act1 Scene5 Line 38). This appears to indicate that Hamlet’s father’s death was actually murder, and that the deed was committed by King Hamlet’s brother, Claudius, who had now taken over as King of Denmark. The Ghost taunts Hamlet, telling him that it is part of every man’s honor to avenge his death. Hamlet then becomes a part of Denmark’s foulness and wretchedness when he agrees to avenge his father’s death. This is the beginning of a vicious cycle of hatred, death and revenge that destroys many lives. 

Soon after Claudius marries Hamlet’s mother, Gertrude, Hamlet feigns madness as a ploy to cover up his attempts to avenge his father’s death and to bring him closer to Claudius. One of the first things Hamlet does in his attempt to prove Claudius’ guilt is to have ‘The Mousetrap’ performed in court. ‘The Mousetrap recreates a similar scenario as the one that had occurred when Hamlet’s father was murdered. Hamlet was waiting for a reaction from Claudius that would prove the ghost’s message. 

Following the King’s outburst after watching the performance, Hamlet confronted his mother and began to insult her infidelity to her dead husband. Meanwhile, Polonius, a faithful member of the King’s council, was hiding behind a decorate rug that was adorning the wall in Gertrude’s room. Hamlet sensed his presence and thinking that it was Claudius, plunged his dagger through the rug. 

This causes much grief and sadness for many people. During this period, Hamlet treats his ‘girlfriend’ Ophelia (Polonius’ daughter) in a shocking manner, calling her a whore and denying her his love. This, coupled with her father’s death causes her to go mad and eventually commit suicide. This was a particularly sad death because Ophelia was just an innocent bystander in a cruel plot for revenge. Also hurt was Laertes (Polonius’ son). Laertes believes that it was the king that killed his father, but the king quickly puts Laertes on Hamlets trail and pushes him to avenge his father's murder. From this point on, Hamlet and Laertes become the main characters in the play - two characters driven by revenge. 

Meanwhile, Hamlet is still talking about all his plans for revenge. During act 2, Hamlet realizes his acts of revenge so far have been through word rather than deed. 

“O, vengeance! 
Why, what an ass am I! This is most brave, 
That I, the son of a dear father murder’d, 
Prompted to my revenge by heaven and hell, 
Must, like a whore, unpack my heart with words, 
And fall a-cursing, like a very drab, 
A stallion! Fie upon’t! foh!” (Act 2 Scene 2 Line 581) 

Despite this, Hamlet continues only to speak about his plans for revenge, and never puts any of his ideas in to practice until the last scene. At one stage Hamlet had a perfect chance to kill Claudius whilst he was praying but chose not to because doing so would have meant that Claudius would be sent to heaven, rather than hell. Hamlet ponders that idea, saying that “Now he is praying…a villain kills my father and for that, I, his sole son, do this same villain send to heaven”. (Act 3 Scene 3 Line 76). Perhaps Hamlet thinks that patience will pay off for him in the long run, but unfortunately this is not so. 

It is not until act five that revenge brings that play together. In scene 2, Hamlet is explaining to his best friend Horatio how he had been sent to his death in England. Two trusted advisers to the King, Rosencrantz and Guildenstern had traveled with Hamlet to England, carrying instructions from the King for Hamlet’s execution. In a moment of ‘brilliance’, Hamlet substitutes the letter from one demanding the execution of Rosencrantz and Guildenstem. Hamlet sees no immorality in this action, he simply sees it as part of his revenge on Claudius. 

Upon arriving back in Denmark, Hamlet is challenged to a duel with Laertes, who is still powered by the need to avenge his father’s death. Hamlet accepts, but prior to the duel he attempts to apologize to Laertes and blames the murder on his madness. Laertes, who is still partly blinded by rage and anger, accepts Hamlet’s apology, but says he must retain his honor. He tells Hamlet that “I am satisfied in nature, whose motives in this case should stir me most to my revenge; but in terms of honor I stand aloof … I do receive your offered love like love and will not wrong it.” (Act 5 Scene 2 Line 244) The pair prepare for their duel, and Laertes selected a sword or ‘foil’ with a poisoned tip. This shows that Laertes was still not thinking straight because he would have realized that choosing such a sword could proved dangerous for him as well. 

Meanwhile, the King Claudius is announcing that he will toast each of Hamlet’s hits. He accepts a flagon of wine for Hamlet and poisons it at the same time, although no one is aware of it. He also places a valuable pearl in the wine, as an extra incentive for Hamlet to drink from it. The duel began, with Hamlet gaining a hit against Laertes. The King attempted to get Hamlet to drink from the poisoned cup, but Hamlet denied the wine and Queen Gertrude was the first to drink from the poisoned cup. She falters away and the fencing bout continued. 

Laertes struck a blow against Hamlet with the tip of his poisoned sword, but the duel continued and the swords got swapped. The next hit was made by Hamlet, who had the poisoned sword at that point in time. Just then the Queen collapses and the King attempts to cover it up by announcing that she doesn’t like the sight of blood. The Queen denies this and tells the court that it was “…the drink! O my dear Hamlet! The drink, the drink. I am poisoned.”(Act 5 Scene 2 Line 319). At that point Laertes realizes that he has been used by the King and tells Hamlet that he will soon die, because his sword was poisoned too, and that the King was to blame. 

Finally, Hamlet has set the scene for the revenge that he has been craving. He attacks the King, pushing him over, and picks up the poisoned wine. He forces it down the King’s throat, yelling “Here, thou incestuous, murd’rous, damned Dane, Drink off this potion. Is thy union here? Follow my mother.” Laertes dies, content that justice has been served and Hamlet himself dies soon after, his father’s death finally avenged. 

The obsession and need for revenge displayed by our two main characters eventually led them both to their downfall. Not only did it hurt themselves, but many others close to them. Ophelia’s death, for example could be blamed on Hamlet’s desire for revenge, whilst Hamlets death occurred as a result of Laertes quest to avenge his father’s death. 

Hopefully, it is easy to see why I believe that revenge is the core theme in Shakespeare’s Hamlet. Revenge shapes the entire plot of the play and could be blamed for corrupting Hamlet and Laertes, making them almost evil in their final intentions. Shakespeare highlights the moral implications of revenge, and how a person can be corrupted by their need for revenge. The age-old saying ‘An eye for an eye, a tooth for a tooth’ is outlined perfectly in Hamlet. You cannot receive a punch, return a punch and then all sit down together for a lovely dinner. The second that you retaliate, it starts a horrible chain that is almost impossible to break.

3-
- 3 humanists Philosophers who effected William Shakespeare ? 

1- Sir Frances Bacon : 

One should suspect the given result then performs one's own experiment to reach truth . So, skepticism became a virtue not a vice . Scientists keep Questioning masters and take nothing for granted . 

Bacon scientist to avoid the 4 idols of the : love , tribe , market , theatre .

Sir Frances Bacon affected in Horatio's Character . Horatio -  Hamlet’s close friend, who studied with the prince at the university in Wittenberg. Horatio is loyal and helpful to Hamlet throughout the play. After Hamlet’s death, Horatio remains alive to tell Hamlet’s story. 
When Hamlet listening to ghost of his father Horatio told him to stop and not to follow this , because this may lead him to death .

Horatio is Hamlet's most trusted friend, to whom Hamlet reveals all his plans. Several times Hamlet swears his affection to Horatio in a way he does for no other character.[4] Horatio swears himself to secrecy about the ghost and Hamlet's pretense of madness,[5] and conspires with Hamlet to prove Claudius's guilt in the mousetrap play.[6] He is the first to know of Hamlet's return from England, and is with him when he learns of Ophelia's death.

Not only is Horatio loyal and supportive, but he is also rational. The guards in the opening scene call upon Horatio to bear witness to the presence of the ghost, trusting in his unbiased opinion. Without proof, Horatio is skeptical of the ghost: "Horatio says 'tis but our fantasy,/ And will not let belief take hold of him."[8] The fact that Horatio sees the ghost has been used to refute the theory that the ghost is a figment of Hamlet's imagination.

At the end of the play, Horatio proposes to finish off the poisoned drink which was intended for Hamlet, saying that he is 'more an antique Roman than a Dane', but the dying prince wrestles the cup away from him and bids Horatio to live, help put things right in Denmark; "If thou didst ever hold me in thy heart, / Absent thee from felicity a while, / And in this harsh world draw thy breath in pain / To tell my story." It's interesting to note that Hamlet, speaking of death as "felicity", commands Horatio to wait "a while" to tell the story; perhaps Hamlet dies expecting his friend to follow as soon as the complete story has been told. Hamlet's last request creates an interesting parallel between the name Horatio and the Latin orator, meaning "speaker".

Horatio is present through most of the major scenes of the play, but Hamlet is usually the only person to acknowledge that he is present; when other characters address him, they are almost always telling him to leave. He is often in scenes that are usually remembered as soliloquies, such as Hamlet's famous scene with the skull of Yorick. Horatio is also present during the mousetrap play, the discovery of Ophelia's madness (though the role of an anonymous gentleman-courtier has been substituted in this scene), Hamlet's display at Ophelia's grave, and the all-important final scene. He is the only major main character to survive all the way to the end of the play.

In performance, the part of Horatio is the only major part that can't be doubled, i.e. that can't be played by an actor who also plays another character, since he is present in scenes involving nearly every character.

Sir Frances Bacon also affected in
When Laertes asked Hamlet to a match , Horatio ask Hamlet not to accept this challenge . Horatio has a progressive way of thinking that man has free well . 

The second Philosopher that affected in Hamlet is Desiderious Erqsmces , He made some reformation , he called people to adopted a liberal thought and believe in power and has free well , and not believe in fate , this appeared in Hamlet's character when he killed Polonius without see his face , when he hide himself in curtain in Queen's Room . also when Hamlet leads to Ophilia's madness and death . although he love her but he by mistake kill her father and escape from responsibility . moreover he change a massage which Cladius send to the king of England and this lead to the death of  two friends ( Rosencrantz , Guildenstern ). Rosencrantz and Guildenstern -  Two slightly bumbling courtiers, former friends of Hamlet from Wittenberg, who are summoned by Claudius and Gertrude to discover the cause of Hamlet’s strange behavior.     
The third Philosopher is Nicolo Machiavelli ; the Italian who write " The prince " to advice an Italian Prince " Morally its evil " to gain power and wealth by his people , and working secretly , he continuous the prince that  " need justify the means " . this appear when Hamlet change the letter and send his unfaithful friends to death .
 4-
Modern elements in Hamlet
Unity of time , metatheatre , Hamlet as psycho-patient : 
Unity of time ×

  Aristotle ignored the concept that a play could take place in many different settings and still retain meaning. In his elements of tragedy Aristotle mentions "Plot, character, diction, thought, spectacle and song.(Aristotle 39)." He does not include setting as a separate entity. It is implicit, however, in his conception of "Unities" that more than one setting was not acceptable. One example may be found in Oedipus the King, where all of the action takes place in one setting, and where the geographical setting of the play, in terms of a historical context, does not in itself add any meaning. Aristotle did, however, believe in "Unity of Time", where each action follows the previous action, and builds to form a single "thread" of action. We would include the time in play as part of the setting. Another axiom of Unity of time is that one stage minute equals on real minute. It is only by ignoring Aristotelian convention in setting, specifically unity of time, that Shakespeare can properly tell his story. Hamlet takes place entirely in Castle Elsinore and on its grounds. The first scene takes place at approximately midnight as does Act 1, Scene 4. Shakespeare completely ignores the Aristotelian convention of "Unity of Time". It is only by ignoring this convention that Shakespeare can allow Hamlet to have the scene with the ghost, a twenty minute scene, that Shakespeare elongates from midnight to dawn. By the same token it is this elongation that allows Hamlet to talk with the ghost and gives the ghost a dramatic reason, the dawn, to leave the stage. This allows Shakespeare to develop his plot and therefore to develop his theme. These temporal manipulations do not end here. Hamlet leaves for England by boat, is waylaid by pirates and returns to Elsinore between Act 4 Scene 3 and Act 5 Scene 1. This allows Laertes to return and demand revenge, Ophelia to go mad and kill herself and Hamlet to return just in time for the funeral. Without this compression of time, Shakespeare could not have fitted in the plot points he needs to build the theme of revenge. Laertes leaves Denmark in the second scene of the first act, and returns in the fourth act and demands revenge for the death of his father, Polonius. Shakespeare has, again ignored the time frame of the play in order to facilitate the plot. It by ignoring the temporal aspect of setting that Shakespeare has the room he needs to develop the plot , and therefore the theme of Hamlet.

          Shakespeare uses Castle Elsinore and environs to depict a sordid and depressing place where incest and murder are a part of normal life, where revenge is commonplace motivation, and where the feigning of madness is a normal strategy to dissemble ones feelings. This is the setting for Hamlet. Shakespeare created this setting to tell us a story of revenge gone wrong. He also created a mood of disgust. When at the end of the play, things are brought to their right order and Fortinbras becomes king, we look back and see the depraved way of life that existed at Castle Elsinore and its logical conclusion, a room littered with bodies and Fortinbras taking his lawful place as king, we feel disgust and its purgation.

Freud produced a physiological-sexual theory of anxiety within the 
frame of the psychoanalytic theory. But in his old age, he claimed 
that anxiety was a danger signal, a special type of fear, that served 
to make the person ready to perceive, and cope with, dangers of 
unknown origin and type, whereas fear did the same thing in relation 
to well known dangers. He also explained that when a guilty person 
represses his/her guilt, his/her fear of punishment turns to anxiety, 
because the type and the origin of the danger is then consciously 
ignored. He called this response FREE-FLOATING ANXIETY, which attaches 
itself to every possible source of danger and makes it look real. It 
is shown below that Shakespeare and Hitchcock knew about this 
phenomenon and made it the basis of their dramatic technique. 
Hitchcock learned its theory from Freud and its practice from 
Shakespeare. Freud himself never understood that Shakespeare 
consciously used this phenomenon. He claimed that the plays of 
Shakespeare were created by his unconscious. 

HAMLET begins with a scene on a platform of Ellsinore Castle. It is a 
very quiet night, and a sentinel, Francisco, is pacing up and down. 
The spectator wishes and expects to see something unusual to happen, 
such as a struggle for example, because of his/her so-called 
PROBLEM-SEEKING INSTINCT and MASTERY INSTINCT. The quietness of the 
scene frustrates him/her but also gives him/her hope by suggesting the 
idea of the quiet before the storm. Then something stirs in darkness 
at one side of the scene, and a man appears and shouts. <Who is 
there?> This is odd of course, because normally the sentinel should be 
asking this question. Critics say that Shakespeare used this oddity to 
make the scene interesting. 
His plays, and especially his four great tragedies, are full of 
obscure lines of which critics have been discussing the meanings for 
four hundred years. In reality, all those obscure lines are addressed 
to the unconscious of the spectator and are designed to make him/her 
feel guilty and repress his/her guilt. The oddity in the first line of 
HAMLET makes the spectator think that there may be something wrong
the situation, and that maybe the sentinel should not be there, maybe
the castle is under occupation, etc. The spectator likes these 
possibilities, which were in fact expected by him/her and were also 
suggested by the idea of the quiet before the storm. But the newcomer 
turns out to be another sentinel, Bernardino, a friend of Francisco. 
Thus, the spectator has made a wrong guess and his/her wish of 
witnessing a struggle is frustrated. He/she does not like this and 
wishes to see a struggle even more intensely than before. This makes 
the spectator feel guilty because he/she wished and expected to 
witness hostility but found friendship and did not like it. The 
spectator represses his/her guilt and begins to experience 
free-floating anxiety. His/her wish and expectation of witnessing 
hostility and struggle are further frustrated when Francisco explains 
at length how quiet the night is, but again hope arises in the mind of 
the spectator because of the idea of the quiet before the storm. The 
spectator then learns that two officers, Horacio and Marcellus, are 
expected. Then again activity is observed and heared on one side of 
the scene. This time Bernardino shouts: <Stand, ho! Who is there?> The 
spectator is thus offered a clear choice: Should the newcomers be the 
expected officers or some enemies as suggested by Bernardino’s 
reaction. The spectator chooses of course the second possibility not 
only because of his/her problem-seeking instinct but also because this 
instinct has been frustrated and strengthened by the previous event 
and made him/her experience free-floating anxiety. Also, having made a 
wrong guess generates the wish of seeing it to be correct in relation 
to the subsequent events, which is again a guilt-causing wish. 
Moreover, the repressed guilt of the spectator and his/her 
free-floating anxiety enable him/her to project his/her guilt onto any 
newcomer and consciously brand him as a dangerous bad man. But the 
spectator is once more frustrated, because the expected officers have 
arrived, not enemies. This second incident is more effective than the 
first one in causing guilt because it began by offering a clear choice 
to the spectator, and he/she chose the guilty alternative. This 
strengthens his/her repressed judgment of being guilty and his/her 
free-floating anxiety. He/she is thus hooked definitively. 

PSYCHO begins with a long shot of a city over roof tops. There are 
busy streets down below and a construction site in the distance. This 
looks like a boring everyday scene. But then a title flashes on this 
image, giving the date, day, and the exact time. This creates the hope 
that something very unusual and exciting may have happened or is about 
to happen. The camera turns right and tilts down to focus on a nearby 
large building that looks like a hotel. The building is light colored, 
almost white, and the windows too look white because the jalousies are 
down. This is a monotonous image and is again boring. But then one 
window is noticed on the ground floor, which is open, and it is dark 
inside. This creates the hope of witnessing some dark event. The 
camera zooms in toward the dark opening, as hoped for by the 
spectator, but instead of entering the dark room, stops in front of 
it. This frustrates the spectator and makes him/her to wish to enter 
the room more strongly. Then the camera starts traveling to the right. 
This means more frustration for the spectator and a stronger wish of 
entering the dark world. The camera stops for a very short time, 
giving again hope to the spectator, and then travels back toward the 
open window and starts entering the dark room. The spectator likes 
this, but then he/she experiences a surge of fear, because a police 
officer seems to be hiding by the side of the window, with his jacket 
buttons shining in darkness. The spectator is about to be caught as an 
intruder. As the camera keeps moving in, the police officer turns out 
to be a dresser. The spectator relaxes but has now to try harder than 
before to repress his/her guilt. Black and white horizontal stripes 
are seen on the wall, caused presumably by the light entering through 
the jalousie and suggesting the uniform of convicts. The spectator 
hopes to witness a criminal act. The camera turns right and shows a 
man in black clothes standing in front of the camera, his back turned 
to the camera. In front of him there is a bed, on which a half-naked 
woman in black underwear is lying motionless. Her face is not seen, 
and they are not speaking. It looks like he has murdered her. The 
spectator is finally witnessing a very unusual and exciting event. But 
the spectator is once more frustrated when the couple start talking, 
because he/she learns that this is not a crime scene. His/her wish of 
witnessing a crime is strengthened. He/she then understands that this 
is a love scene and hopes to witness lovemaking. He/she is once more 
frustrated when he/she learns that lovemaking is over, and that the 
couple is about to leave the hotel. The unacceptable wishes that the 
spectator secretly produces in this and later scenes make him/her feel 
responsible for the murder of the leading female character, who is the 
woman in the first scene, very early in the film. 

It is obvious that PSYCHO is an adaptation of HAMLET to the cinema. I 
have also shown that THE BIRDS is an adaptation of KING LEAR. I have 
analyzed shot by shot a few Hitchcock films in my book FILM AND 
SUSPENSE, about which he wrote to me: <I find it extremely clever in 
the analysis of the filmmaker and the audience.> This means that he 
obtained his results as I explained in that book, the following 
abstract of which took place in the February 1977 issue of 
PSYCHOLOGICAL ABSTRACTS published by the American Psychological 
Association: <Presents a theory of audience reaction to film and the 
psychological processes which make screen events look like real 
happenings. Definitions of suspense and views of how it is generated 
[methods of generating it] are also examined.> I have also analyzed 
line by line three great tragedies of Shakespeare, using the same 
principles.
5- 

The language of Hamlet : 
In William Shakespeare's Hamlet, words and language are especially revealing about the real nature of the characters, and the hidden meaning behind their words.

Shakespeare skillfully merged dramatic form and linguistic variety, using words and language to convey the unique qualities of each character. Hamlet more than any other character acts as the true voice of Shakespeare because Hamlet and Shakespeare share many common characteristics. For example, both are full of high enthusiasm and intelligence; both are creative and tortured by the depths of their emotions. These qualities are depicted through both the author's and the character's choice of words. However, the primary difference between them is that Shakespeare is extremely adept at expressing his true emotions on paper, while Hamlet is not so easily able to express himself verbally. For example, he feigns indifference towards Ophelia despite his obvious passionate feelings for her, while, contradictions between what Hamlet says and what he feels are frequent. An illustrative instance is the meeting with Ophelia while his uncle and Polonius are eavesdropping behind a curtain. Hamlet's affection for Ophelia has already been recognized and his complete rejection of her and what has transpired between them is an obvious attempt to use his words as weapons. It is almost as if he has a quiver full of insults which he pulls out as an archer would take out an arrow, firing it with decisive aim and conviction. Yet, because his words are so far off target from his emotions, they essentially die in midair. 

We must also take into consideration that when Shakespeare makes a statement that refers to something we only know by description, the statement he intends to make is usually not in the form involving the description, but about the actual interpretation we make based on those expressions. Specifically, if we view Hamlet as a manifestation of his words rather than his thoughts, we create an entirely different picture of the character in our own minds. We are attempting to make the same supposition that Hamlet alone can make, that is to say, the judgment of which he himself is the key component. For example, when Hamlet yells at Ophelia to "Get thee to a nunnery. Why wouldst thou be a breeder of sinners?" (3.1.122) he is using the language of an antagonist as a shroud to his true feelings.. It would likely appear to the observer that there is great hatred in Hamlet for Ophelia, however he is using the power of words to circumvent the power of his emotions. So in a way, it's what he doesn't say that tells us the most about his character.
· 6

· Medieval in Hamlet : 

Theory of Humor : 

One of the most outstanding characteristics of Hamlet is his subtle and persistent humor. It crops out at every turn, and indicates the essential soundness of his mind. Madness does not lie this way. Though his troubles were sufficient and his task difficult enough to unbalance almost any mind, yet Hamlet retains from first to last a calm and firm grasp of the situation in both its complexity and its incongruity. No character in all Shakespeare is more evenly balanced, and no mind more capable of seeing things in all their bearings. 

If Hamlet does not really go mad under his unparalleled griefs and burdens it is because under all circumstances his grim and tragic humor holds evenly the balance of his mind. In some of the most tragic moments of his career he has the sanity to play with his tormentors and with the sad conditions of his life. As Sir Herbert Tree has recently said: "But for humor he should go mad. Sanity is humor." 1
The same eminent critic asserts that, "If the quality of humor is important in comedy, it is, I venture to say, yet more important, in tragedy, whether it be in the tragedy of life or in the tragedy of the theatre." 2 With reference to this element of humor in the play of Hamlet Sir Herbert Tree says: "In Hamlet, for instance, the firmament of tragedy is made blacker by the jewels of humor with which it is bestarred. The first words Hamlet sighs forth are in the nature of a pun: 

"A little more than kin, and less than kind." 

The king proceeds: 'How is it that the clouds still hang on you?' 'Not so, my lord; I am too much in the sun,' says Hamlet, toying with grief. Again, after the ghost leaves, Hamlet in a tornado of passionate verbiage, gives way to humor. Then he proceeds to think too precisely on the event. But for his humor Hamlet would have killed the king in the first act." 3 

In nearly all his references to the condition of affairs in Denmark, Hamlet indulges in a grim, satirical humor. His first meeting with Horatio furnishes opportunity. Directly after the warm greetings between the friends the following conversation takes place: 

Hamlet. But what is your affair in Elsinore? ...
Horatio. My lord, I came to see your father's funeral. 
Hamlet. I pray thee, do not mock me, fellow-student; 
I think it was to see my mother's wedding. 
Horatio. Indeed, my lord, it follow'd hard upon. 
Hamlet. Thrift, thrift, Horatio! the funeral baked-meats
Did coldly furnish forth the marriage tables. 
(I. ii. 174-180.) 

Again, when Hamlet is swearing his friends to secrecy concerning the ghost, they hear the voice of the ghost beneath, saying, "Swear," and Hamlet remarks: 

"Ah, ha, boy! say'st thou so? art there, true-penny—
Come on; you hear this fellow in the cellarage; 
Consent to swear." 

When, after shifting their ground, the ghost's voice is again heard, saying, "Swear," Hamlet says: 

"Well said, old mole! canst work i' the earth so fast? A worthy pioner!" 
(I. V. 148-163) 

After his play, The Mouse-trap, Hamlet feels so elated at the turn of events and his success in getting evidence of the king's guilt that he playfully suggests to Horatio that if all else failed him he might make a success of playing and get a share in a company: 

Hamlet. Would not this, sir, and a forest of feathers, — if the 
rest of my fortunes turn Turk with me, — with two Provincial 
roses on my razed shoes, get me a fellowship in a cry of players, 
sir? 
Horatio. Half a share.
Hamlet. A whole one, I. 
For thou dost know, O Damon dear.
This realm dismantled was 
Of Jove himself; and now reigns here
A very, very — pajock. 
Horatio. You might have rhymed. 
(III. ii. 263-373). 

Even in his conversation with Ophelia there is a touch of Hamlet's ironical humor. He slanders himself, saying: "I could accuse me of such things that it were better my mother had not borne me." Then, after Ophelia's false declaration that her father is "at home, my lord," he falls to railing on women and marriage, and says to her: 

"I heard of your paintings, too, well enough; God has given you one face, and you make yourselves another; you jig, you amble, and you lisp, and nickname God's creatures, and make your wantonness your ignorance. Go to, I'll no more marriages; those that are married already, all but one, shall live; the rest shall keep as they are. To a nunnery, go." 
(III. i. 142-9.) 

In talking with the various spies that the king sends to catch him, Hamlet indulges in much humor and banter. He seems to take particular delight in plaguing old Polonius with his sarcasm and nonsense. When Polonius comes to him, asking, "Do you know me, my lord?" Hamlet quickly retorts: "Excellent well; you are a fishmonger." Then, after further satirical banter of the same sort, in reply to Polonius's inquiry what he is reading, he answers: "Slanders, sir; for the satirical rogue says here that old men have grey beards, that their faces are wrinkled . . . and that they have a plentiful lack of wit, together with most weak hams. . . ." (II. ii. 173-199). 

Again, on the occasion when Polonius comes to summon him to the queen's presence, Hamlet pokes fun at the old fellow, making him say that "yonder cloud," first, is "like a camel," then, "like a weasel," and, finally, "like a whale." (III. ii. 359-365.) No wonder Polonius does not know what to make of him and calls him mad, though recognizing the possibility that there may be some "method in't." 

Another aspect of Hamlet's humor glints forth in his dealings with his old school-fellows, Rosencrantz and Guildenstern. When these unconscionable spies come to him to inquire what he had done with the dead body of Polonius, he first answers: "Compounded it with dust, whereto 't is kin." Then he suggests that Rosencrantz is only "a sponge . . . that soaks up the king's countenance, his rewards, his authorities. . . . When he needs what you have gleaned, it is but squeezing you, and, sponge, you shall be dry again." 

With Osric he gives way to a bantering and jeering humor very similar to that with Polonius. He first calls him a "water-fly," then "a chough . . . spacious in the possession of dirt." When Osric says, as an excuse for not keeping his hat on his head, that "'tis very hot," Hamlet makes him say that on the contrary, "It is indifferent cold, my lord, indeed," and the next moment again that "it is very sultry and hot." (V. ii. 83-99.) 

In the graveyard scene with the clowns Hamlet indulges freely in a grim and melancholy humor. On the first skull he says: "It might be the pate of a politician . . . one that would circumvent God, might it not?" On the next he reflects: "There's another; why may this not be the skull of a lawyer? Where be his quiddits now, his quillets, his cases, his tenures, and his tricks? Why does he suffer this rude knave now to knock him about the sconce with a dirty shovel, and will not tell him of his action of battery?" Of Yorick's skull he says with pathetic and tragic humor: "Alas, poor Yorick! — I knew him, Horatio; a fellow of infinite jest, of most excellent fancy." Then to the skull he says: "Where be your gibes now? your gambols? your songs? your flashes of merriment, that were wont to set the table on a roar? Not one now, to mock your grinning? quite chop-fallen?" (V. i.) 

"Even in dying," as Sir Herbert Tree says, "he breaks into a sweet irony of humor, in meeting the 'fell serjeant death.' 'The rest is silence.' Hamlet ends as he began, in humor's minor key. Here is the humor of tragedy with a vengeance. Poor Hamlet, too much humor had'st thou for this harsh world!" 4
It is this exuberant humor that reveals beyond doubt Hamlet's fundamental sanity. Shakespeare was too good a judge of character and of human nature to mingle such humor with madness. He has given Hamlet nearly all varieties of humor, from the playful to the sardonic. Speaking of the king, Hamlet's humor is caustic and satirical. To Polonius and the other spies he is playful and contemptuous. In the graveyard over the skulls he is sardonic and pathetic, and over Yorick's he is melancholy. In all alike he is sane and thoughtful. This unfailing humor that toys with life's comedies and tragedies alike does not come from madness, but from sanity and self-possession. This should make certain the real soundness as well as the great fertility of Hamlet's mind. Humor and madness do not travel the same road.

Fencing Match :
Enter Hamlet and Horatio:
As the scene opens, Hamlet and Horatio are in the middle of a conversation. Hamlet has already told Horatio something about what happened to him and is now coming to the crucial part. He asks Horatio if he remembers the "all the circumstance," which probably means the events that happened just before Hamlet was sent to England. To show that he certainly does remember, Horatio replies, "Remember it, my lord?" The one part of that "circumstance" that we should keep in mind is that the King said the trip was for Hamlet's own safety. Now we are about to see how Hamlet discovered the King's true intentions.

Hamlet tells Horatio that when he was on the ship, "in my heart there was a kind of fighting, / That would not let me sleep" (5.5.4-5). Hamlet begins the next sentence with the word "rashly," but pauses in his story to praise rashness, and to say that "Our indiscretion sometimes serves us well" because "There's a divinity that shapes our ends, / Rough-hew them how we will" (5.5.10-11). Our "ends" are our purposes or goals, and to "shape" means to give final form to something. Hamlet's general point is that the goals we set for ourselves are really only rough outlines; it's "a divinity" that gives them final form. Specifically, Hamlet formed his counter-plot to the King's plot only by chance, because of his rashness.

Returning to his story, Hamlet says he stole the "commission," King Claudius' message to the King of England, from Rosencrantz and Guildenstern's diplomatic pouch. Opening it, he found that the King of England was supposed to behead Hamlet as soon as he saw him. Horatio is astounded, and asks "Is't possible?" Hamlet answers, "Here's the commission: read it at more leisure" (5.2.26). This isn't a particularly memorable line, but it's worth remembering the fact that at this moment Hamlet has in his hand the King's order for his death. Now, it would seem that Hamlet must take action, because if he doesn't kill the King, the King will kill him.

However, right now Hamlet wants Horatio to hear the rest of his story. He asks Horatio, "But wilt thou hear me how I did proceed?" Of course Horatio wants to hear it, and Hamlet seems to be asking only because he's feeling pretty proud of himself. He had planned to make a plot of his own, but his finding of the commission showed that the game had already begun, and taught him what to do next. He wrote out a new commission, with a lot official-sounding drivel about the love and friendship between Denmark and England. Only, this commission says that it is Rosencrantz and Guildenstern who are to be executed on sight.

Horatio asks how the commission was sealed, because without the proper seal, made in the sealing wax, it wouldn't look official. Hamlet replies that heaven took care of that, too, saying, "Why, even in that was heaven ordinant" (5.2.48). It so happened that he had his father's signet with him, and he used it to put the official Danish impression on the seal of the new commission.

Horatio remarks, "So Guildenstern and Rosencrantz go to't," meaning that they're going to die, and Hamlet replies "Why, man, they did make love to this employment; / They are not near my conscience" (5.5.57-58). He's not saying that they knew that they were carrying an order for Hamlet's death, only that it was their own fault that they got themselves in above their heads, because "'Tis dangerous when the baser nature comes / Between the pass and fell incensed points / Of mighty opposites" (5.5.60-62). He and the King are the mighty opposites, Rosencrantz and Guildenstern are those of "baser natures," or, in current parlance, punks. (Question: Even if Rosencrantz and Guildentern are punks, do we admire Hamlet for sending them to their deaths?)

Horatio exclaims, "Why, what a king is this!" Hamlet's reaction is ambiguous. At first, he sounds like the Hamlet we heard in the second and fourth soliloquies, the one who beat himself up for not taking revenge against King Claudius. Hamlet asks Horatio "is't not perfect conscience, / To quit him with this arm? and is't not to be damn'd, / To let this canker [cancer] of our nature [i.e., human nature] come / In further evil?" (5.2.67-70). But Hamlet does not make a plan to move against the King. Horatio remarks that the King will soon know what happened to Rosencrantz and Guildenstern. Horatio is tactfully pointing out that Hamlet hasn't got much time, because once the King knows what happened in England, he will also know that Hamlet has reason to kill him. Hamlet understands perfectly well what Horatio means, but all he says is "the interim is mine; / And a man's life's no more than to say "One" (5.5.73-74). Then he changes the subject, and says that he is sorry that he lost his temper at Laertes. As a matter of fact, he sympathizes with Laertes, because they both have the same "cause," the loss of a father. He resolves to try to make it up to Laertes. This feeling for Laertes may be understandable, but it seems off the point. As Horatio tried to point out, Hamlet could be letting his chance to kill the King slip by, because once the King finds out what happened in England, there will be no chance of catching him off-guard.

Enter Osric:
As Hamlet is talking of his feelings about Laertes, in comes Osric, whose mission is to invite Hamlet to the fencing match with Laertes.

Osric is a coxcomb, a fop, a dandy. If he were played in modern costume, he'd probably have long blonde hair, an open shirt, and a gaudy gold chain. He believes that he is all that is charming, and loves to show his appreciation for the charm of others. When Hamlet sees Osric coming, he asks Horatio "Dost know this water-fly?" (5.5.82). A "water-fly" in Shakespeare's time was the same as in our time: a tiny little creature that flits aimlessly over the surface of the water. In short, Osric is one of Shakespeare's great comic creations. The only question we might have is "Why"? Why is it Osric who invites Hamlet to his death?

Hamlet hardly gives Osric a chance to deliver his message. Osric calls Hamlet "Sweet lord" (5.2.89), and gives him a flourish of his hat. Hamlet urges him to put his "bonnet" back on his head. Osric is just smart enough to realize that he might have gone a bit overboard with the hat business, but he doesn't want to admit that, so he says it's hot, and that's why he took his hat off. Hamlet contradicts him, saying that it's cold and the wind is northerly (which is almost always true in Denmark). Osric doesn't want to argue with the sweet prince, but he's gotten himself into somewhat of a corner, and so he tries to straddle the fence, saying "It is indifferent cold, my lord, indeed" (5.2.97). "Indifferent" means "so-so" or "somewhat," and "indifferent" doesn't cut it, because Hamelt now switches sides and says that it's too hot. Osric tries to agree with that, too, but doesn't quite make it. Meanwhile, he's waving the hat around, because he can't quite decide what to do with it. Finally, he stumbles forward to the announcement that the King has laid a wager on Hamlet's head, and the fact that "here is newly come to court Laertes; believe me, an absolute gentleman" (5.5.106-107). 

Hamlet lets Osric prattle on about what a fine gentleman Laertes is, then beats Osric at his own game. He praises Laertes, too, but where Osric used two words for every one that was needed, Hamlet uses three or four, and longer ones, too. Osric doesn't really follow, but says that Hamlet "speaks most infallibly of him." Hamlet then asks Osric "Why do we wrap the gentleman in our more rawer breath?" (5.2.122-123), which is almost as hard to understand as it is to say. Thoroughly bewildered, Osric can only say, "Sir?" Horatio then comments, "Is't not possible to understand in another tongue? You will do't, sir, really (5.2.125-126). This comment is explained different ways by different editors of Shakespeare. One explanation is that Horatio is speaking to Osric, asking him if he can't possibly communicate without all the fancy words, and telling him that he can do it, "really." Another explanation is that Horatio is speaking to Hamlet, asking him if he truly needs to mimic Osric's jargon, and warning him that if he keeps it up, he's "really" going to get a lot more of the same from Osric. Whatever way you take Horatio's remark, it's clear that Hamlet has made his friend laugh at Osric, because a moment later Horatio says to Hamlet, "His purse is empty already; all's golden words are spent" (5.5.130-131).
After this, Hamlet continues to harass Osric, but Osric manages to get the message out. The King has a bet with Laertes--a fairly large bet, six horses against six rapiers and all their gear--that in a dozen bouts, Laertes won't win by more than twelve to nine. (That makes twenty-one bouts, not a dozen, but either way, the King gets those six rapiers if Hamlet just beats the spread.) Hamlet agrees to do it, saying "'tis the breathing time of day with me" (5.5.174). In other words, time for a bit of exercise. Thus, ever so casually, does Hamlet agree to the fencing match in which he will die.

As Osric runs to tell the King, he finally puts his very large hat back on his head, so Horatio remarks, "This lapwing runs away with the shell on his head" (5.5.185). Hamlet comments that there are many people like Osric, who have caught the tune of the time, and are admired, but who are as fragile as bubbles. Within a minute or so of Osric's departure, a "Lord" comes to make sure that Hamlet is ready to begin the fencing match. Hamlet says he is, and is informed that the "King and Queen and all" are already coming down to the hall where Hamlet is. Also, Hamlet is told that his mother wants him to be nice to Laertes before the match begins. Hamlet replies, "She well instructs me" (5.5.208), and the Lord leaves.

Now Hamlet has a minute or two alone with Horatio before the arrival of the King, Queen, Laertes, and a great crowd of courtiers and servants. Horatio thinks that Hamlet will lose, but Hamlet replies that he's in practice and pretty sure he can beat the odds. Then, suddenly, out of nowhere, he says "But thou wouldst not think how ill all's here about my heart" (5.5.212-213). 

He's not talking about chest pains, but about misgivings, second thoughts. Of course he has good reason to have second thoughts about this fencing match. He knows that Laertes blames him for the deaths of both Polonius and Opehlia. Not only that, but Hamlet certainly hasn't expressed any regret to Laertes. The last time they saw each other was at Ophelia's grave, where Hamlet called Laertes a "dog." But if any of that is on Hamlet's mind, we don't hear about it, because Hamlet quickly has second thoughts about his second thoughts. He says "It is but foolery; but it is such a kind of gain-giving, as would perhaps trouble a woman." Horatio is thoroughly alarmed and offers to go tell everyone Hamlet is sick. Hamlet replies,

Not a whit, we defy augury: there's a special
providence in the fall of a sparrow. If it be now,
'tis not to come; if it be not to come, it will be
now; if it be not now, yet it will come: the
readiness is all: since no man has aught of what he
leaves, what is't to leave betimes? Let be. (5.2.219-224)
Basically, Hamlet is telling Horatio to do nothing, to "let be." But the speech raises questions. The sparrow apparently comes from Matthew 10:29, where Jesus, encouraging the disciples to go out and preach, tells them to have no fear because the very hairs on their heads are numbered, and a sparrow "shall not fall on the ground without your Father." But Hamlet's sparrow isn't quite so comforting. Hamlet says in three different ways that the sparrow will either die now, or it will die later. And because he says it in three different ways, in sounds a bit comical, and more fatalistic than Christian. Then Hamlet says, that "the readiness is all." Does that mean that he is ready for whatever comes to him? If he is, why? How and when did he get ready? Finally, Hamlet asks, "since no man has aught of what he leaves, what is't to leave betimes?" In other words, since we can't take anything with us when we leave this world, what does it matter if we leave right away? The answer could be that there are a few things we'd like to do before we leave this world. We might, for instance, like to take revenge on the villain who murdered our father.

(Textual Note: F1 is the source of the phrase, "since no man has aught of what he leaves." Most editors favor the phrase from Q2: "since no man of aught he leaves knows," which they punctuate in different ways, trying to make it make sense.)

Enter King, Queen, Laertes, others:
As Hamlet is ascending towards the heights of philosophical calm, the real world comes noisily into the hall. Here come the King, the Queen, and Laertes. Here come servants with cushions, and others with the rapiers, and still others with wine, and a table to set the wine on. And here's Osric, ready to officiate in the fencing match. And here are more servants, with trumpets and drums, to make appropriate fencing-match music. Everybody's ready, and Hamlet proceeds with the fencing match.

The King has Hamlet and Laertes shake hands, and Hamlet makes a half-baked apology. He begins well enough, saying to Laertes,"Give me your pardon, sir: I've done you wrong; / But pardon't, as you are a gentleman" (5.5.226-227). However, what he says next makes it hard to admire him. He says that whatever wrong he had done Laertes is the result of his madness. Hamlet even goes so far as claim to be the victim of his own madness, saying "Hamlet is of the faction that is wrong'd; / His madness is poor Hamlet's enemy" (5.5.238-239). Even if we think that Hamlet is a bit mad at moments, there is much evidence that Hamlet never considers himself mad, so he must be lying when he says that his madness made him do it. Perhaps Hamlet is just trying to be nice. It wouldn't be too nice to tell Laertes that his father was a damn fool who deserved what he got. Still, it's disappointing that Hamlet lies at all.

In the next breath Hamlet says that he did no "purposed [intentional] evil." That may be somewhat closer to the truth, but he isn't exactly innocent of Polonius' death, either. Laertes says that he accepts the apology on a personal level, although he reserves the right to take further action in defense of his honor. Meanwhile, he says "I do receive your offer'd love like love, / And will not wrong it" (5.5.251-252). Of course Laertes is lying through his teeth. His whole plan at this fencing match is to do wrong to Hamlet with a poisoned rapier.

This exchange of lies is not Hamlet's finest moment, but he seems wholly admirable in what follows--the fencing match itself. As the King predicted, Hamlet shows himself to be a noble man who wouldn't think of examining the rapiers carefully. While Laertes is making sure he gets the right rapier, Hamlet modestly says that his lack of skill will make Laertes look good. As for the rapiers, Hamlet chooses his quickly, merely asking Osric if the rapiers are all the same length. At the same time, the King sets the backup plot in motion. He orders wine set on the table and proclaims that if Hamlet wins the first or second bout, he'll drink to Hamlet's health and throw a rich pearl (the "union" or "onion") in Hamlet's cup. This pearl, we know, has been dipped in poison, so that it will poison the wine. So, although he doesn't know it, Hamlet is trapped. If Laertes' rapier doesn't get him, the King's poisoned wine will. 

To start things off, the King now drinks to Hamlet, and makes a big show of it. He says that the kettle drums will speak to the trumpets, the trumpets to the cannon, the cannon to the heavens, and the heavens--echoing all that noise back to earth--will shout "'Now the king drinks to Hamlet'" (5.5.278). All of this is done, so that the fatal fencing match is preceded by the grand thunder of the King's hypocritical joy.

The fencing match is often performed with a great deal of swashbucking flash and dash, with twirls and leaps and other moves that would get you killed in actual combat. Without the protective button, a fencing foil is a rapier, and two inches of it can make you dead within two minutes. This fencing match should be a time of high tension. Maybe if Hamlet and Horatio were playing catch with hand gernades, and we knew that one pin had been pulled, we'd get the idea.

Hamlet escapes death for a while only because, contrary to everyone's expectations, he's a much better fencer than Laertes. When Hamlet gets the first hit, Laertes can't believe it until Osric makes the official call: "A hit, a very palpable hit" (5.5.281). Laertes wants to start the next bout right away, but the King has already seen enough. He makes a big show of congratulating Hamlet, then drops the pearl in Hamlet's cup, as though doing him a great honor. The pearl poisons the wine, but Hamlet doesn't drink. He plays the second bout with Laertes, and wins again, so decisively that Laertes admits it. Now the Queen comes forward to congratulate Hamlet. In a motherly way, she gives Hamlet her handkerchief, to wipe his sweaty brows, and then takes up his cup, saying "The queen carouses to thy fortune, Hamlet" (5.5.289).
At this moment the King's love for the Queen is tested and found wanting. He asks Gertrude not to drink, but she says she will, and he does nothing more. He tells himself it's "too late," but it's not too late for him to jump up and take the cup from Gertrude as Hamlet later does for Horatio. It's "too late" only if the King is willing to sacrifice his wife to his plot.

She drinks to Hamlet and offers him the cup. He refuses the drink, but she insists on wiping his face for him. While she is doing this, Laertes says to the King "My lord, I'll hit him now" (5.2.295). To stab Hamlet while his mother is wiping his brow would be a despicable, cowardly act, and it would cancel any possibility that Hamlet's death could be explained away as a fencing accident. Besides, Laertes realizes that "'tis almost 'gainst my conscience." Then Hamlet steps forward for the third bout, and Laertes' opportunity to be a coward is gone for now.

Hamlet, with apparent joviality, says that Laertes surely has just been fooling with him, and now it's time for Laertes to show what he can really do. This bout is the best so far, and the two of them seem very evenly matched. They play to a tie, but when Osric announces "Nothing, neither way," and Hamlet turns away, the frustrated Laertes rushes Hamlet, shouting "Have at you now!" (5.5.302). He nicks Hamlet in the shoulder or back. The stage direction here, "in scuffling they change rapiers," lacks color. This is an exciting action sequence. It turns out that Hamlet is so much better with his rapier that he his able to use it, even though it is practically harmless, to beat Laertes' rapier out of his hand. He then picks up Laertes' rapier, sees the sharp point that made him bleed, and says "Nay, come again." This is extremely funny in a sardonic way. Laertes, who no longer has the sharp rapier, isn't very eager for another bout, but Hamlet thinks it would be a fine time for Laertes to "come again."

There's a very brief battle, in which Hamlet wounds Laertes, and then everyone starts to go down. Laertes falls, and the Queen collapses from the effect of the poison. The King tries to cover his tracks by saying "She swoons to see them bleed," but the Queen knows the truth: "No, no, the drink, the drink,--O my dear Hamlet,-- / The drink, the drink! I am poison'd" (5.5.309-310). Following the Queen's example, Laertes also tells the truth in his dying moments. Hamlet has not a half hour to live, says Laertes, and "the king, the king's to blame" (5.5.320). Then there's a wonderful moment for those of us who like the sort of action sequences in which the evil-doer is beaten at his own game. Hamlet stabs the King with the poisoned rapier, and forces the cup into his face, making him drink the poisoned wine, right down to the poisoned pearl.

Once the King is dead, Hamlet feels the hand of death close about his throat, and he wants one thing above all--to have his story told. Laertes has just enough life to say that the King deserved his death, and to make a request: "Exchange forgiveness with me, noble Hamlet: / Mine and my father's death come not upon thee, / Nor thine on me" (5.5.329-331). Hamlet replies, "Heaven make thee free of it," and says "adieu" to his mother, but that's all he has to say to the dead. To the living he says that if he had time he could "tell" them something, but he doesn't have enough life left to tell what he could tell, and he asks Horatio to "Report me and my cause aright" (5.5.339). Horatio, out of love for Hamlet, reaches for the cup of poisoned wine, so that he can follow Hamlet in death. With his last strength, Hamlet wrests the cup away from Horatio and exclaims, "O good Horatio, what a wounded name, / Things standing thus unknown, shall live behind me!" (5.2.344-345). Presumably, Hamlet doesn't want to be thought of as a murderer and traitor, but perhaps there is more that he could say if he had time.

Enter Fortinbras with the English Ambassadors:
Before Horatio has a chance to respond to Hamlet's dying request, we hear cannons and the music of a march. Hamlet asks what the "warlike noise" is, and Osric says that Fortinbras, returning from his victory over Poland, has just saluted the English ambassadors, who are also approaching Elsinore. At this news, Hamlet predicts that Fortinbras will be king, and gives him his "dying voice." Hamlet's last words are, "So tell him, with the occurrents, more and less, / Which have solicited. The rest is silence" (5.5.357-358). That is, Horatio is to tell Fortinbras that Hamlet wanted him to be king, along with every one ("more and less") of the occurences ("occurrents") that have "solicited," or instigated -- something. We never learn exactly what the something is, but we can guess that it is the scene of blood, poison, and death which Fortinbras will see in a moment.

Naturally Hamlet wouldn't want to be remembered as a murderer or traitor, but his desire to have his story told seems oddly urgent, especially considering that he has not appeared to be a man who has particularly cared about the opinion of the world. Whatever the opinion of the world, Hamlet's reputation is secure with his one steadfast friend. Horatio's farewell is justly famous: "Now cracks a noble heart. Good night sweet prince: / And flights of angels sing thee to thy rest!" (5.2.359-60).
The rest of the scene wraps things up in ways that seem ironical. One of the English Ambassadors says that Rosencrantz and Guildenstern are dead, but so is the King, and so the ambassadors are left wondering "Where should we have our thanks?" (5.5.372). Horatio tells them that even if the King were alive, he wouldn't thank them. And we know that Hamlet, who sent Rosencrantz and Guildenstern to their deaths, might well have laughed at the news. Nobody cares about Rosencrantz and Guildenstern now, if anyone ever did.

Horatio tells both Fortinbras and the English Ambassadors what should be done. The bodies should be displayed "high on a stage" while he explains what happened to the "yet unknowing world":

                          So shall you hear
Of carnal, bloody, and unnatural acts,
Of accidental judgments, casual slaughters,
Of deaths put on by cunning and forced cause,
And, in this upshot, purposes mistook
Fall'n on the inventors' heads. . . . (5.2.380-385).
Of course, Horatio loved Hamlet, but he doesn't propose to tell a story in which Hamlet--or anyone else--is the hero. Horatio's story will be one of the world as it was described in Hamlet's first soliloquy: "Fie on't! ah fie! 'tis an unweeded garden, / That grows to seed; things rank and gross in nature / Possess it merely" (1.1.134-136).
Fortinbras agrees to Horatio's plan for the speech, but he also has something to say, which is that he, Fortinbras, is going to be the new King of Denmark. He has "some rights of memory," that is, some political claim, probably derived from a time when someone in the Norwegian royal family married someone in the Danish royal family. More importantly, he has "vantage," which is simply to say that both the King and Prince of Denmark are dead, and he, Fortinbras, is on the scene with an army. So Fortinbras says, "with sorrow I embrace my fortune" (5.5.388), which is reminiscent of Claudius' words about his brother's death: "we with wisest sorrow think on him, / Together with remembrance of ourselves" (1.1.6-7).
Horatio reassures Fortinbras that the speech he will give will both strengthen Fortinbras' claim to the throne, and put a stop to wild rumors. Then Fortinbras has the final words in the play. He orders that the bodies be taken to the stage where Horatio will make his speech. And, to do honor to Hamlet, "soldiers' music" is to be played, and cannon is to be shot off. The last words we hear are, "Go, bid the soldiers shoot" (5.5.403), and the last sounds we hear are the booming cannon shots that so irritated Hamlet when King Claudius used them as drinking-music

Free Will and Fate in Hamlet and Oedipus Rex 

The Classical tragedians appreciated the conflict between fate and free will. At the heart of every great tragedy lies the universal struggle between the human inclination to accept fate absolutely and the natural desire to control destiny. Both Sophocles and Shakespeare would agree that the forces of destiny and choice continually vie for control of human life. Yet, each of these great playwrights espouses a perspective on the struggle born of his specific time and culture. For the Greek Sophocles, fate far overpowers human will; the harder a man works to avoid his fate, the more surely he catapults forth into that very fate. Sophocles' characters ultimately surrender, after resistance, recognition, and reversal, to their destinies; Sophocles' plays warn against the pride that deceives us into believing we can alter fate through human intervention. For Shakespeare — a Christian — the choice between good and evil represents man's basic dilemma; for him, the human will is indomitable. Though fate may ultimately win, a man must fight to the death, if necessary, in order to remain the master of his own choices — choices that ultimately decide if and how his fate defeats him. The contrast between the two points of view is a note-worthy feature of any comparison between Sophocles' Oedipus Rex and Shakespeare's Hamlet, Prince of Denmark.
In his book The Poetics, Aristotle based the definition of tragedy on Oedipus Rex, making Sophocles' play the archetype of the genre. The notion that a hero must be a man of stature who is undone by some flaw in himself entirely governs Oedipus, the play's protagonist. While Oedipus only nominally controls his life, Hamlet's choices direct and ultimately destroy him. Oedipus, the prototypical Greek tragic hero, can see nothing until he blinds himself, thereby breaking free of the human compulsion to understand forces that one should simply obey. Introspection is only possible for Oedipus when his blindness forces him to stop examining the world around him. Sophocles' hero is stoic, strong, and stubborn; he seeks to bully fate and then gives in to self-destruction. Only then can he recognize his shortcomings and failures.

By contrast, Hamlet remains painfully aware of himself, his shortcomings, and his powerlessness to right what he perceives to be great wrongs. Poetic, thoughtful, and philosophical, he seeks to thwart his fate through intellectual maneuvering. Hamlet sees all too clearly the varying shades of gray that muddy his vision and blur his choices. He resembles the modern tragic hero — the common man tossed in a turbulent sea of social ills who loses his battle to correct them. He is bound inside himself, imprisoned by the words in his head that allow him no sleep, and no rest. " . . . There is nothing either good or bad but thinking makes it so," he says, surrendering to his obsessive thoughts. Hamlet is the quintessential Shakespearean hero, born of stature but not necessarily powerful, and undone by external forces as much as by internal ones. The struggle to live between opposing expectations and to assuage a throbbing conscience constitutes the battle Hamlet cannot win. No one force determines the outcome for Hamlet. God asks of him one thing, and man demands another.

Oedipus, however, remains at the singular mercy of the gods. Having learned from the oracle that he would kill his father and marry his mother, Oedipus has blundered into his own fate. Despite his best efforts to thwart the prophecy, dramatic irony prevails. Liberating Thebes from the tyranny of the Sphinx, Oedipus completes the first part of the dreaded prophecy. Flattered that the people choose him to be their king, Oedipus blindly accepts their offer of Jocasta's hand in marriage. Thus he completes the second phase of the prophecy by marrying his natural mother. Oedipus finalizes his destruction by attempting to escape it. By exerting his free will, he submits himself to the whim of destiny.

Oedipus eventually resigns himself to his failure by saying, "Oh G-d! It has come true. Light let this be the last time I see you." Having accepted his powerlessness, the only recourse left to him is to blind himself so that he may symbolically escape his failure. Unlike the Christian tragic hero, nothing motivates Oedipus to change the course of his life or make amends. He has disobeyed the gods by exhibiting too much pride, and he must now acquiesce to the will of the gods and accept his punishment. He travels to Colonnus and dies in exile, satisfied that he deserves such an end. In Oedipus Rex, man loses the battle for control of life and must surrender to the inescapable whims of fortune. The gods sit on Mount Olympus and manipulate humanity as though they were clay dolls to be moved about, discarded, and broken — like chess pieces. After Oedipus willingly acknowledges his insignificance, he attains the freedom to live beyond his pain and to die in peace.

For Hamlet, the consummate Christian tragic hero, fate exists, but human choices may cancel its power. Hamlet never stops choosing the paths he will take. Furthermore, his reluctance to succumb to his fate stems as much from his religious morality as from his intellectual meandering. He is aware that his father's Ghost expects him to commit murder, that the Bible dictates that murder is wrong, even when executing an evil man, and that fate desires him to violate his God's Ten Commandments.

In Hamlet, King Hamlet's Ghost, who appears to Hamlet and directs him to punish Claudius, personifies fate. The Ghost reveals that Claudius, by killing his own brother, has committed a "murder most foul" and deserves to die. Hamlet can choose to obey his fate or ignore it and then face the consequences. Hamlet consistently avoids making this choice by refusing to act. However, his need for self-determination, driven by his psychological conflicts, finally forces him to take vengeance into his own hands. He finds that the forces of the primal world (which value "an eye for an eye") and the enlightened world (which legislate "Thou shalt not kill") equally compel him. The Ghost has ordered Hamlet to act against his conscience, and the diametrically opposed commands paralyze him.

In Oedipus, the king's corruption has bred an illness among his subjects. A plague has descended upon Thebes, and only Oedipus' punishment and removal will rectify the ills that are killing the people. Oedipus knows that he can right all only by excising the enemy of the gods from the body of the city-state. He is that enemy, having had the arrogance to assume that he could choose his own path.

On the other hand, a corrupt society that threatens to compromise his integrity confronts Hamlet. The King and his cohorts drink too much, and gamble too frequently. King Claudius casts on all of Denmark the reputation of an indolent wastrel. Hamlet knows that the duty to correct the depravity that holds his country captive falls to him, but he also knows that, in order to right this wrong, he must commit the worst of all crimes. He is torn between doing God's work and doing God's bidding, and the lines of distinction are not clearly recognizable. Were he able to simply reverse his will and submit to fate, he would find peace more swiftly; but constantly exercising his human will is Hamlet's cross to bear, and he only finds peace in death. Even making no choice exercises his free will, because inaction is as much a choice as action. Hamlet cannot ask God to absolve him of choice because the Christian God requires freely chosen submission. Where Oedipus must relinquish his will and allow the gods to manipulate him, Hamlet must exercise his will and follow as his God guides him.

Hamlet is an intellectual. He rationalizes his life and all its events and accepts nothing without careful analysis. The powers of Mount Olympus, however, entirely manipulate Oedipus. Hamlet can blame neither God nor fate. No unseen hand directs Hamlet's life and death; his own free will determines the results. As Oedipus exemplifies the Greeks' religious conviction that man is a pawn to the gods, Hamlet illustrates the Christians' fervent belief that man's mind is the master of self and chooses to follow God.

Neither Hamlet nor Oedipus has the last word in the argument between free will and fate. So long as humans have the power of thought, this concern will dominate literature. The preoccupation with the way in which the two vie for control of the human psyche promises to keep philosophy and art alive with myriad possibilities.

The theme of Order versus disorder :  

Hamlet' is one of Shakespeare's best known tragedies. Shakespeare's tragedies typically begin with social order until disorder comes into power, disorder highlights the good and evil qualities of people; Shakespeare encouraging audiences to look at the complexity of humans. The characters in Hamlet' explore complex themes including appearance vs. reality, madness or method, friendship and faithfulness, corruption and disease, pain and suffering, death and disorder in nature and the theme of sin and salvation, which will be discussed in agreement with one of literatures most distinguished soliloquies and perhaps the most famous speech in the English language.
Chaos and disorder occur from the very beginning of the play. Denmark has lost its king and Fortinbras of Norway is threatening to invade. Horatio remarks on this as he watches for the ghost in Act I and Claudius sends an envoy to the king of Norway asking him to stop his nephew from invading. Disorder also occurs in the ruling family. Hamlet discovers that his father, the late king of Denmark, was murdered by his uncle and spends the entire play either researching the truth or plotting revenge. The house of Claudius is never put into order because of the threats from both Hamlet and Fortinbras. Hamlet is also acting as if he were insane, adding to the chaos that already exists in Claudius' administration. All of this comes to a climax at the end of the play when Fortinbras enters and finds all of the royal family dead. In their search for power and revenge, they have caused the disorder that eventually destroys them. Fortinbras is then able to restore order by taking control of Denmark.
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Classical Feature in Hamlet : 

The Structure in Hamlet 

  
    William Shakespeare’s tragic drama Hamlet invites various interpretations of the structure because of the play’s complexity. Let us in this essay analyze various interpretations of structure  
Hamlet and Lear are the only two of Shakespeare’s tragedies with double plots. [. . .] The story of Polonius’s family works analogously in Hamlet. Each member of the family is a fairly ordinary person who serves as a foil to some aspect of Hamlet’s extraordinary cunning and discipline. Polonius imagines himself a regular Machiavel, an expert at using indirections to find directions out, but compared to Hamlet he is what the prince calls him, a great baby. Ophelia, unable to control her grief, lapses into madness and a muddy death, reminding us that it is one of Hamlet’s achievements that he does not go mad but only plays at insanity to disguise his true strength. And Laertes, of course, goes mad in a different fashion and becomes the model of the kind of revenger that Hamlet so disdains. (125)  
As a Shakespearean tragedy represents a conflict which terminates in a catastrophe, any such tragedy may roughly be divided into three parts. The first of these sets forth or expounds the situation, or state of affairs, out of which the conflict arises; and it may, therefore, be called the Exposition. The second deals with the definite beginning, the growth and the vicissitudes of the conflict. It forms accordingly the bulk of the play, comprising the Second, Third and Fourth Acts, and usually a part of the First and a part of the Fifth. The final section of the tragedy shows the issue of the conflict in a catastrophe. (52)   
Thus the first step of the structure of Hamlet involves the presentation of a conflict-generating situation. Marchette Chute in “The Story Told in Hamlet” describes the beginning of the Exposition of the drama: 
The story opens in the cold and dark of a winter night in Denmark, while the guard is being changed on the battlements of the royal castle of Elsinore. For two nights in succession, just as the bell strikes the hour of one, a ghost has appeared on the battlements, a figure dressed in complete armor and with a face like that of the dead king of Denmark, Hamlet’s father. A young man named Horatio, who is a school friend of Hamlet, has been told of the apparition and cannot believe it, and one of the officers has brought him there in the night so that he can see it for himself. (35) 
Horatio and Marcellus exit the ramparts of Elsinore intending to enlist the aid of Hamlet, who is home from school, dejected by the “o’erhasty marriage” of his mother to his uncle less than two months after the funeral of Hamlet’s father (Gordon 128). There is a post-coronation social gathering of the court, where Claudius insincerely pays tribute to the memory of his deceased brother, the former king, and then conducts some items of business, for example dispatching Cornelius and Voltemand to Norway to settle the Fortinbras affair. Hamlet is present, dressed in black, the color of mourning, for his deceased father. His first words say that Claudius is "A little more than kin and less than kind," indicating a dissimilarity in values between the new king and himself. This dissimilarity is not adequate grounds for a serious conflict between the protagonist and Claudius. 

  

The reader sees stronger negative emotions build up within the prince during his first speech spoken alone after the royalty vacates the court. Hamlet’s first soliloquy emphasizes the frailty of women – an obvious reference to his mother’s hasty and incestuous marriage to her husband’s brother:     
Soon Horatio, the hero’s closest friend (“Horatio, thou art e'en as just a man / As e'er my conversation coped withal.”), and Marcellus make contact with Hamlet and escort him to the ramparts of Elsinore. At one a.m. the Ghost, ironically a sinner suffering in the afterlife (West 110), reveals to the protagonist the extent of the evil within Elsinore, “the human truth” (Abrams 467). The Ghost says that King Hamlet I was murdered by Claudius, who had a relationship with Gertrude prior to the murder; the ghost requests a “restorative” revenge (Gooch 1) by Hamlet: “Revenge his foul and most unnatural murder.”  
Hamlet swears to carry out vengeance on King Claudius for the murder of his father. The Exposition is complete at this point because the reader now has sufficient grounds for the long conflict between Hamlet and Claudius through the rest of the play.  
The reader now enters the second phase of the structure of the play, wherein the conflict between the protagonist and antagonist grows and develops. This second part will take us to Act V of Hamlet. Philip Edwards’ in “The Ghost: Messenger from a Higher Court of Values?” says that the prince is “galvanized into activity” (66). Maynard Mack in “The World of Hamlet” states that Hamlet is “not to be allowed simply to endure a rotten world, he must also act in it” (258) as a result of the ghost’s visit. The hero resolves to put on an “antic disposition” to disguise his intentions while he seriously works on avenging his murdered father. R.A. Foakes in “The Play’s Courtly Setting” explains that “where there is no legal punishment for his father’s death, he must stoop, driven by the universal wrong, and ‘being thus be-netted round with villainies,’ to revenge” (53). Hamlet’s girlfriend, Ophelia, who is unfortunately aligned with Claudius through her father, is the first to experience the hero’s new “madness.” Louis B. Wright and Virginia A. LaMar in “Hamlet: A Man Who Thinks Before He Acts” considers the hero pretending and not needing psychoanalysis. (61) 
Polonius diagnoses Hamlet’s condition as madness resulting from unrequited love. Rosencrantz and Guildenstern interrogate the prince on behalf of Claudius and “kindly, slow witted” (Pitt 47) Gertrude, thus aligning themselves more closely with the antagonist, with the consequent loss of the prince’s friendship and respect. One episode at a time, the play experiences the escalation of the conflict. Ophelia agrees to be a decoy to lure the hero so that the king and lord chamberlain can study him. Hamlet’s mood is already very low: 


To be, or not to be: that is the question: 

     Whether 'tis nobler in the mind to suffer 

     The slings and arrows of outrageous fortune, 

     Or to take arms against a sea of troubles, 

     And by opposing end them? To die: to sleep; 

     No more; and by a sleep to say we end 

     The heart-ache and the thousand natural shocks 

     That flesh is heir to, 'tis a consummation 

     Devoutly to be wish'd. (3.1) 

  
And when the hero suspects Ophelia’s collaboration with others as a decoy, he is completely alienated from her: “Get thee to a nunnery: why wouldst thou be a breeder of sinners?” 

Ophelia is now relegated to the same category as Rosencrantz and Guildenstern – former friends who can no longer be trusted during these trying times of revenge-taking. Shortly thereafter, the hero in his “madness” redesigns a standard play, The Murder of Gonzago, into The Mousetrap – a reenactment of Claudius’ murder of King Hamlet. Marvin Rosenberg in “Hamlet as a Player-Fool” says that in so doing, the prince shows that “he is an actor, to theatre born.” (63) 

With Horatio and Hamlet observing the king’s reaction, Claudius shows himself to be guilty of the murder of his brother as presented in The Mousetrap, just as the Ghost has accused him. Consequently Hamlet prepares for revenge. En route to his mother’s room, Hamlet passes Claudius kneeling in prayer in the chapel, but refrains from killing him because, “I, his sole son, do this same villain send to heaven.” In other words, Claudius would not go to the punishing flames of hell (Kliman 155). While conversing with his mother, the very emotionally upset Hamlet detects a spy (Polonius) behind the arras in the room and runs him through with his rapier. The killing of Polonius, plus the suspicion of Claudius that Hamlet knows the king murdered King Hamlet, cause Claudius to send the Prince by ship to England with an unsuspecting escort (Madariaga) -- where the Prince will be put to death. The king, for the first time, is actually threatening the life of the hero. The conflict has grown into an intensity that is sure to precipitate action on the part of the seemingly indecisive prince. It seems that the ghost’s wishes will go unfulfilled as Hamlet laments: “How all occasions do inform against me / And spur my dull revenge!” 

  

In the meantime, Ophelia loses her sanity because of  rejection by Hamlet and the death of Polonius. Laertes, when he learns of his father’s death, returns from France at the head of a rebellious crowd who want him made king. Claudius is sympathetic with Laertes in his grief, “Laertes, I must commune with your grief. . . .” and wins his allegiance, so that when news arrives that Hamlet is returning to Elsinore (fortuitously, because of a kidnapping by pirates), Laertes is moved by the king’s words to “concoct their dastardly plans for the certain death of Hamlet” (Burton) in retaliation for Polonius’ death and Ophelia’s madness. Hamlet’s demise appears imminent as the court at Elsinore await his return. This is the second occasion of Claudius directly threatening the life of the prince. 

  

Ophelia drowns in her madness, and Hamlet returns in Act V to Elsinore at the time of her burial. Briefly chatting with one of the gravediggers, Hamlet observes the unearthed skull of Yorick, a long-dead friend of his, and he considers: 
  

It would seem that the hero is not ready to face death. Soon the courtly family of Ophelia arrives to bury her. Anticipatory of the coming duel, Hamlet grapples with an emotional Laertes in his sister’s grave, her death being acutely painful to the hero. The brief conflict with Laertes is given importance because the reader knows that he is a close ally of Claudius; even grappling between Laertes and Hamlet could spell big trouble for the hero. The conflict could precipitate catastrophe at any time now, so this episode is within the third and final division of the drama. Therefore, the final phase of the structure can be said to begin shortly into Act V. Soon thereafter, Claudius and Laertes implement their plan to kill the prince with poisoned cup and poisoned rapier. But Hamlet has seen a reinvigoration or deepening of his faith, and thus appears to the audience to be ready for whatever outcome: 

This religious attitude prevails in Hamlet’s mind, despite a recent discovery which he shares with Horatio, regarding Claudius’ orders which Rosencrantz and Guildenstern were conveying to England: 

  

In the process of the contest of foils, the reader is fully aware, unlike Hamlet, that this is a deadly game. The reader breathes a sigh of relief as Laertes begins to change his mind away from murder. But then Laertes remains firm in the plan due to Hamlet’s display of pride or superiority (Brown 31): ". . . Laertes. You do but dally. I pray you pass with your best violence."  Both Laertes and Hamlet are stuck with the poisoned rapier, and the queen imbibes the poisoned drink intended for the hero. Laertes, in his dying moments, converts and explains the truth to the prince, and denounces the king: 

Indeed, Hamlet, in putting everything in God’s hands, has seen the fulfillment of his murdered father’s wishes, but at what a price! He is the “righteous avenger” (Frye 42).  The demise of the hero and most of those about him constitute the catastrophe of the play, the last component of the final phase of this three-part drama.

The influence of Seneca : 
The influence of Seneca on Shakespeare used to be a classic dissertation topic in the heavily Germanic scholarship prevalent to about 1930. Then a strong reaction set in, especially in the works of Howard Baker (Induction to Tragedy, 1939) and G. K. Hunter, who argued for the primacy of medieval and Christian traditions, exclusive of Seneca. Miola quotes the strong conclusion of a review article by Hunter: "We are left with a few well-worn anthology passages and a few isolated tricks like stichomythia stich·o·myth·i·a   also sti·chom·y·thy
n.
An ancient Greek arrangement of dialogue in drama, poetry, and disputation in which single lines of verse or parts of lines are spoken by alternate speakers.  (and even that occurs outside tragedy) as relics of the once extensive empire of Seneca's undisputed influence" ("Seneca and the Elizabethans: A Case Study in 'Influence,'" Shakespeare Survey 20 [1967]). Miola's book attempts to refute Hunter's withering attack. 

Shakespeare and Classical Tragedy: The Influence of Seneca is impressive in its scholarship, but it is only partly successful in reviving Seneca as an important influence on Shakespeare, especially in the tragedies. Miola wisely eschews specific verbal influence, as if Shakespeare had his copy of Seneca's tragedies open before him while he wrote, as he did with his Holinshed and his Plutarch. It is obvious that Miola doesn't have small Latin and less Greek, as Jonson insolently in·so·lent  
adj.
1. Presumptuous and insulting in manner or speech; arrogant.

2. Audaciously rude or disrespectful; impertinent.  claimed for Shakespeare, which somewhat skews the argument, since it is hard for Miola even to imagine that Shakespeare was not really fluent in Seneca's Latin text and in the Greek tragedies that lie behind it, especially Euripides. When Miola claims that Seneca's Hercules Furens is an important source for Othello, it is difficult to conceive that Othello's heroic feats as a warrior, with which he woos Desdemona, are like the labors of Hercules, or that the notorious handkerchief is analogous to the poisoned shirt of Nessus shirt of Nessus

Centaur’s bloodied shirt; given to Heracles as gift by unsuspecting wife, it caused his death. [Gk. Myth.: Benét, 708]

See : Luck, Bad 
..... Click the link for more information.. Miola makes no exaggerated claims about Shakespeare's knowledge of the classics, but nevertheless there is an assumption that similarities between Seneca and Shakespeare are of marked significance. Miola himself suggests a way out of this dilemma: since Seneca was so influential on medieval and Renaissance writers, some powerful part of his effect on Shakespeare was indirect and mediated. If Hamlet, for example, was influenced by Kyd's Spanish Tragedy, then Shakespeare took over a great deal of Kyd's Senecanism.
Virgil Aenied :

Shakespeare was greatly influenced by Roman writers, including Ovid, Virgil, and Suetonius. One of the most well known instances of this is the play Hamlet, in which Shakespeare's main character, Hamlet, is better

 understood having read Virgil's Aeneid. Hamlet shares several characteristics with Pyrrhus, the killer of Priam King of Troy, although Pyrrhus serves best as a contrast to Hamlet and an instigator of action.

Hamlet, the young prince of Denmark, is away at his school when his father is murdered by Hamlet's uncle, Claudius. Upon returning home, Hamlet finds himself with a need to avenge his father's death by killing his murderer. The ghost of the dead king shows himself to Hamlet, and tells him of the murder, "If thou has nature in thee, bear it not. Let not the royal bed of Denmark be a couch for luxury and damned incest" (Act I, scene v, lines 88-90)Similarly, Pyrrhus's father, Achilles, was killed by Priam's son, Paris. Pyrrhus has a need to take revenge for his father's death by killing Priam, since Paris is already dead. 

Virgil, on the other hand, described it in a much more bloody way: "As he spoke the word, he was dragging Priam to the very altar, his body trembling as it slithered through pools of his son's blood. Winding


 Priam's hair in his left hand, in his right he raised his sword with a flash of light and buried it to the hilt in Priam's side" (lines 550-552). Both versions tell the same act, though in slightly different ways. Shakespeare's version has less gore and doesn't tell exactly how Priam was killed. We know Pyrrhus attacked him with his sword, but we don't know in where he drove the sword. In contrast, Virgil tells exactly how Priam was killed, drawing a horrible picture of what happened to the old king. However, both versions do show Pyrrhus savagely attacking Priam with little or no remorse. After Priam is dead, both writers make a comparison of Priam's death to Troy's demise. Shakespeare says: "Then senseless Ilium, / Seeming to feel this blow, with flaming top / Stoops to his base, and with a hideous crash / Takes prisoner Pyrrhus' ear" (lines 481-484). Likewise, Virgil describes it as such: "So ended the destiny of Priam. This was the death that fell to his lot. He who had once been the proud ruler over so many lands and peoples of Asia died with Troy ablaze before his eyes and the citadel of Pergamum in ruins. His mighty trunk lay upon the shore, the head hacked from the shoulders, a corpse without a name" (lines 554-558). These two passages illustrate the idea that as fares the king, so fares the city. Troy is burning as Priam is dying.

This speech about Priam and Pyrrhus plays an important role in the play Hamlet. Up until this scene, Hamlet has not yet acted to take revenge. He spends his days wondering the castle, reading, and waxing philosophical. When he hears of brave Pyrrhus who takes his revenge without compunction or hesitation, he becomes very angry at himself for not acting. Later his rage turns to Claudius. Once the speech has ended, Hamlet takes the first player aside and asks him to perform a play into which he had added a dozen or so lines. Once he is alone, Hamlet launches into the second soliloquy, at the end of which he tells the audience of his plan to trap the Claudius by the play. Through this one speech about Pyrrhus and Priam, Hamlet has become a man with a course of action.


The episode of Priam's death in Virgil's Aeneid serves well to help readers and viewers of Shakespeare's Hamlet understand the plot and characters in a more detailed way. By comparing Hamlet to Pyrrhus and Claudius to Priam, these characters gain a new depth. By linking the death of a ruler to the death of a nation, the impact of death is intensified and can be seen on a much greater scale. Such similarities between Hamlet and the Aeneid lead one to guess that Shakespeare was greatly influenced by Virgil and other ancient Roman writers.

Classical Allusion :

Allusions are references to other works of literature or mythology, especially Greek mythology and the Bible. Shakespeare refers to several Greek myths in Hamlet. Hamlet speaks about "Hyperion", in reference to his dead father, who was a greatly esteemed sun god in Greek myths. This deification of his father shows the strong bond that they had as father and son. In the same passage, Hamlet refers to Claudius as a "satyr", which is a perverse and corrupt character who sought out young maids in evil ways. This is a reference to Claudius's and Gertrude's incestuous behavior. Hamlet is abhorred by his mother's remarriage and this allusion displays his disgust and indignance towards them both. This is just one allusion. Shakespeare refers to several others such as "Hecuba".

The Chorus : 
In Greek tragedy the chorus was a group of actors, usually concerned citizens, who were the main commentators on the characters and events; they expressed traditional moral, religious, and social attitudes, and were a kind of voice for the audience on stage. Some individual characters in Shakespeare can be seen as fulfilling the role of the chorus-- Horatio, in Hamlet is one, Kent, in Lear, perhaps another (though Kent does become involved directly in the action).
Aristotle's deductive way of thinking

 One of the foremost Elizabethan tragedies is Hamlet by William Shakespeare and one of the earliest critics of tragedy is Aristotle. One way to measure Shakespeare's work is to appraise it using the methods of classical critics and thereby to see how if it would have retained its meaning. Hamlet is one of the most recognizable and most often quoted tragedies in the all of English literature. Aristotle, is concerned with the proper presentation of tragic plays and poetry. Aristotle defines tragedy as: 

            By proper revenge we refer to the Elizabethan view that revenge must be sought in certain cases, for the world to continue properly. This is the main plot of Hamlet. In Poetics, Aristotle defines for us, the element of plot and shows us how he believes it must be put together. He also believes in various unities which he states are necessary for a proper tragedy. Aristotle believes in what he calls "Unity of plot" (Aristotle 42 - 3). This "Unity" leaves no room for subplots, which are crucial to the theme of Hamlet. Without the subplot of Laertes' revenge and the subplot of Fortinbras' revenge, we are left with a lugubrious play where the ending, although necessary, is pointless. The three sub-plots together as a unit, allow us to understand what Shakespeare thought of revenge. 

Another of the ways Aristotle defines plot in tragedy as "The noble actions and the doings of noble persons"(Aristotle 35). By this definition, Hamlet should be a noble person, who does only noble things. Aristotle would have objected to Hamlet's refusal to kill Claudius during prayer which forms the turning point of Hamlet. This is significant because if he were to have achieved his revenge at that point Claudius' soul may have been clean. Hamlet wishes to get revenge when Claudius' "Soul may be damned and black / As hell, whereto it goes (Shakespeare 3, 3, 94 - 5). By waiting for the right time, Hamlet loses his chance to achieve revenge. This ignoble act does add to the theme of proper revenge, not in the primary plot, but when all three revenge sub-plots are considered together. Aristotle also believed in heros that are "First and foremost good (Aristotle 51)." Although Hamlet spends much time deliberating good and evil, and what the greatest good is, when it comes time, he cannot act. Laertes does act, but he acts rashly, and cannot perform good either. Fortinbras is the type of hero that Aristotle would have preferred, although from Fortinbras' point of view the play is not tragic; instead it is a comedy where all of the other characters run about and in the end through no fault of his own, Fortinbras receives the kingship of Denmark. The plot events with which Aristotle disagrees give meaning to Hamlet's theme. 

            Shakespeare uses the plot to help create the mood of Hamlet by incorporating subplots and by having his tragic hero do things which are particularly unheroic. Hamlet's treatment of Ophelia is particularly barbaric. By the same token Ophelia's unstinting devotion to her father, and by that ,her poor treatment of Hamlet causes us to question which of the two is not the worthier, but the least evil. Both of their actions invoke disgust. Aristotle would have objected to Hamlet's treatment of Ophelia because of his aforementioned belief in the character attributes of the hero. The only characters who act particularly heroic are Horatio, who is devoted to Hamlet, and Fortinbras. These two characters are the only ones who survive. The rest of the characters are left dead and bleeding. As another classical critic, Horace, wrote in Ars Poetica "I shall turn in disgust from anything of this kind that you show me (Horace 85)." When we see the bodies lying on the ground at the end of the play we realize the futility of Hamlet's actions and that evokes disgust. It is the evocation of this emotion that Aristotle would have disagreed with. 

            Shakespeare's character's in Hamlet illustrate the theme of the drama, however Aristotle would have disagreed with Shakespeare's choices. To understand character in terms of theme one must compare the characters. Samuel Johnson calls Hamlet "through the whole piece rather an instrument rather than an agent". This is giving too much credence to the soliloquies, when Hamlet ponders, and gives too little credence to the fact that he sent Rosencrantz and Guildenstern to their deaths without hesitating, and the fact that he was the first on the pirate ship when attacked on the high seas. It is the type of revenge that Hamlet insists on that shapes his character and forces the bloodshed at the end of the play. This contrasts with a play of which Aristotle did approve. In Oedipus the King, Sophocles has created a character who tries to do the greater good, and in doing so find his fate has been damned from the start. Hamlet has the chance to do good, in this case revenge on a murderer and lets passion sway his reason. This "madness" is what leads Hamlet astray, is what leads him to kill Polonius, is what leads Ophelia to commit suicide and is what leads to the carnage of the final scene. Rather than learn from experience, Hamlet follows his own will for Claudius' fate and we learn there is a right way and a wrong way to do things. Aristotle would have disagreed with the amplitude of the actions in this play. These characters have no amplitude, instead they are noble, but they are also pathetic. Aristotle had no room for noble characters with no amplitude and therefore he would have disliked most of the characters in Hamlet, except for Horatio and Fortinbras. In contrasting Fortinbras , Hamlet and Laertes we have three men of noble birth, all of whom have a legitimate reason to seek revenge. The main difference is the way that each seeks his revenge. Laertes seeks revenge in a rash and illicit ways and he dies. Hamlet seeks revenge in an ignoble way and he dies. Fortinbras seeks a Christian revenge and is successful. In this way Shakespeare's characters further the theme of Hamlet in a non-aristotelian way. 

            The characters that Shakespeare has chosen for Hamlet are not the type one would find in a typical Greek tragedy, the kind of tragedy that Aristotle was used to criticizing. Oedipus the King, includes a number of elements that Shakespeare does not use in Hamlet. The chorus is used as a character in Oedipus the King to allow us a sympathetic view of Oedipus, in his time of travail. Oedipus has accepted responsibility for his fate and blinded himself. The audience feels sympathy and therefore feels and pity. No such sympathy is given to Hamlet. It is not the fact that he does not have some sympathetic qualities; rather he has too few sympathetic characteristics for us to wish to empathize. Hamlet wishes to do the right thing, it is the way he does the right thing in a wrong way that makes us dislike him. Hamlet also spends much of his time deliberating rather than doing. Hamlet is dour. Almost every character in the play is dour. The only two characters with any sort of joie de vivre are the clowns who are also grave diggers. The irony is that the characters who most enjoy life are those who face death on a regular basis. This juxtaposition not only foreshadows the conclusion of the play but also adds to the mood of disgust. One of the elements contributing to mood is character, however it is used in a non-aristotelian way. 

            Aristotle ignored the concept that a play could take place in many different settings and still retain meaning. In his elements of tragedy Aristotle mentions "Plot, character, diction, thought, spectacle and song.(Aristotle 39)." He does not include setting as a separate entity. It is implicit, however, in his conception of "Unities" that more than one setting was not acceptable. One example may be found in Oedipus the King, where all of the action takes place in one setting, and where the geographical setting of the play, in terms of a historical context, does not in itself add any meaning. Aristotle did, however, believe in "Unity of Time", where each action follows the previous action, and builds to form a single "thread" of action. We would include the time in play as part of the setting. Another axiom of Unity of time is that one stage minute equals on real minute. It is only by ignoring Aristotelian convention in setting, specifically unity of time, that Shakespeare can properly tell his story. Hamlet takes place entirely in Castle Elsinore and on its grounds. The first scene takes place at approximately midnight as does Act 1, Scene 4. Shakespeare completely ignores the Aristotelian convention of "Unity of Time". It is only by ignoring this convention that Shakespeare can allow Hamlet to have the scene with the ghost, a twenty minute scene, that Shakespeare elongates from midnight to dawn. By the same token it is this elongation that allows Hamlet to talk with the ghost and gives the ghost a dramatic reason, the dawn, to leave the stage. This allows Shakespeare to develop his plot and therefore to develop his theme. These temporal manipulations do not end here. Hamlet leaves for England by boat, is waylaid by pirates and returns to Elsinore between Act 4 Scene 3 and Act 5 Scene 1. This allows Laertes to return and demand revenge, Ophelia to go mad and kill herself and Hamlet to return just in time for the funeral. Without this compression of time, Shakespeare could not have fitted in the plot points he needs to build the theme of revenge. Laertes leaves Denmark in the second scene of the first act, and returns in the fourth act and demands revenge for the death of his father, Polonius. Shakespeare has, again ignored the time frame of the play in order to facilitate the plot. It by ignoring the temporal aspect of setting that Shakespeare has the room he needs to develop the plot , and therefore the theme of Hamlet. 

            Shakespeare uses Castle Elsinore and environs to depict a sordid and depressing place where incest and murder are a part of normal life, where revenge is commonplace motivation, and where the feigning of madness is a normal strategy to dissemble ones feelings. This is the setting for Hamlet. Shakespeare created this setting to tell us a story of revenge gone wrong. He also created a mood of disgust. When at the end of the play, things are brought to their right order and Fortinbras becomes king, we look back and see the depraved way of life that existed at Castle Elsinore and its logical conclusion, a room littered with bodies and Fortinbras taking his lawful place as king, we feel disgust and its purgation.

The Quotations :
1. O that this too too solid flesh would melt,
Thaw, and resolve itself into a dew!
This quotation, Hamlet’s first important soliloquy, occurs in Act I, scene ii (129–158). Hamlet speaks these lines after enduring the unpleasant scene at Claudius and Gertrude’s court, then being asked by his mother and stepfather not to return to his studies at Wittenberg but to remain in Denmark, presumably against his wishes. Here, Hamlet thinks for the first time about suicide (desiring his flesh to “melt,” and wishing that God had not made “self-slaughter” a sin), saying that the world is “weary, stale, flat, and unprofitable.” In other words, suicide seems like a desirable alternative to life in a painful world, but Hamlet feels that the option of suicide is closed to him because it is forbidden by religion. Hamlet then goes on to describe the causes of his pain, specifically his intense disgust at his mother’s marriage to Claudius. He describes the haste of their marriage, noting that the shoes his mother wore to his father’s funeral were not worn out before her marriage to Claudius. He compares Claudius to his father (his father was “so excellent a king” while Claudius is a bestial “satyr”). As he runs through his description of their marriage, he touches upon the important motifs of misogyny, crying, “Frailty, thy name is woman”; incest, commenting that his mother moved “[w]ith such dexterity to incestuous sheets”; and the ominous omen the marriage represents for Denmark, that “[i]t is not nor it cannot come to good.” Each of these motifs recurs throughout the play.
To be, or not to be: that is the question:
Whether ’tis nobler in the mind to suffer
The slings and arrows of outrageous fortune
Or to take arms against a sea of troubles
This soliloquy, probably the most famous speech in the English language, is spoken by Hamlet in Act III, scene i (58–90). His most logical and powerful examination of the theme of the moral legitimacy of suicide in an unbearably painful world, it touches on several of the other important themes of the play. Hamlet poses the problem of whether to commit suicide as a logical question: “To be, or not to be,” that is, to live or not to live. He then weighs the moral ramifications of living and dying. Is it nobler to suffer life, “[t]he slings and arrows of outrageous fortune,” passively or to actively seek to end one’s suffering? He compares death to sleep and thinks of the end to suffering, pain, and uncertainty it might bring, “[t]he heartache, and the thousand natural shocks / That flesh is heir to.” Based on this metaphor, he decides that suicide is a desirable course of action, “a consummation / Devoutly to be wished.” But, as the religious word “devoutly” signifies, there is more to the question, namely, what will happen in the afterlife. Hamlet immediately realizes as much, and he reconfigures his metaphor of sleep to include the possibility of dreaming; he says that the dreams that may come in the sleep of death are daunting, that they “must give us pause.”

He then decides that the uncertainty of the afterlife, which is intimately related to the theme of the difficulty of attaining truth in a spiritually ambiguous world, is essentially what prevents all of humanity from committing suicide to end the pain of life. He outlines a long list of the miseries of experience, ranging from lovesickness to hard work to political oppression, and asks who would choose to bear those miseries if he could bring himself peace with a knife, “[w]hen he himself might his quietus make / With a bare bodkin?” He answers himself again, saying no one would choose to live, except that “the dread of something after death” makes people submit to the suffering of their lives rather than go to another state of existence which might be even more miserable. The dread of the afterlife, Hamlet concludes, leads to excessive moral sensitivity that makes action impossible: “conscience does make cowards of us all . . . thus the native hue of resolution / Is sicklied o’er with the pale cast of thought.”

In this way, this speech connects many of the play’s main themes, including the idea of suicide and death, the difficulty of knowing the truth in a spiritually ambiguous universe, and the connection between thought and action. In addition to its crucial thematic content, this speech is important for what it reveals about the quality of Hamlet’s mind. His deeply passionate nature is complemented by a relentlessly logical intellect, which works furiously to find a solution to his misery. He has turned to religion and found it inadequate to help him either kill himself or resolve to kill Claudius. Here, he turns to a logical philosophical inquiry and finds it equally frustrating.

Thus was I sleeping by a brother's hand : 

This quotation taken from act 1 scene 5 , the ghost first speech to Hamlet reveals Claudius's sin of fratricide and old Hamlet's sin of causing disorder in the microcosm and macrocosm . 


In the Shakespearean time period people believed in ghosts and reported them, so it makes sense that Shakespeare would write about a ghost appearing in the play. There is plenty of evidence in the play to prove that the ghost is real. 

In the first act the ghost appears to two soldiers Marcellus, and Barnardo, as well as to Hamlet’s friend Horatio, who is a very credible and intelligent person. The same ghost appeared to Hamlet several times through out the play also. These facts eliminate the chance of this ghost being a figment of people’s imagination because too many people saw the same thing. In act 1 scene 1 it is revealed that the ghost appeared twice wearing the same armor King Hamlet wore when he fought the ambitious old Fortinbras, King of Norway, and also when he defeated the Poles. Young Fortinbras is determined to get back the land his father lost. This fact brings more in depth evidence to the ghost being real. The reason the guards are there on watch is a direct relationship to an attack from Fortinbras and the ghost is wearing the armor of the event that started this whole thing. When the ghost asks Hamlet to avenge his death, he reveals a true fact involving the death of King Hamlet: Ghost. I find thee apt; and duller should thou the fat weed that roots itself in ease on lethe wharf wouldst thou not stir in this. Now, Hamlet, hear. ‘tis given out that, sleeping in my orchard, a serpent stung me. So the whole ear of Denmark in by a forged process of my death rankly abused. But know, thou noble youth, the serpent that did sting thy father’s life now wears his crown.Hamlet. O, my prophetic soul! My uncle! (1.3. 38-48) Later in the play is revealed that Claudius murdered King Hamlet in order to achieve the crown himself. This fact proves the reality of the ghost. Claudius admits to killing King Hamlet in a prayer: "…since I am still possessed of those effects for which I did the murder: My crown, mine own ambition, and my queen…"(3.3 57-59) The ghost told Hamlet about that fact before Claudias ever admits it. 

The sanity of Hamlet comes into question, but is not relevant because there are three other witnesses. However the ghost appeared to Hamlet in the presence of Gertrude, he saw it she didn’t. This doesn’t necessarily mean Hamlet is crazy. Maybe the ghost only appears to whom it wants to appear to. The ghost may not want Gertrude to know about the plan to kill Claudius The evidence in the play shows the fact that the ghost was real. The ghost was not a figment of people’s imagination.
The Ghost -  The specter of Hamlet’s recently deceased father. The ghost, who claims to have been murdered by Claudius, calls upon Hamlet to avenge him. However, it is not entirely certain whether the ghost is what it appears to be, or whether it is something else. Hamlet speculates that the ghost might be a devil sent to deceive him and tempt him into murder, and the question of what the ghost is or where it comes from is never definitively resolved.
Act 2 Scene 2 at the end  : 

" a soliloquy said by Hamlet :

Left alone on stage, Hamlet muses about the strangeness of his situation. He asks himself, “How can this player be so filled with grief and rage over Priam and Hecuba, imaginary figures whom he doesn’t even know, while I, who have every reason to rage and grieve and seek bloody revenge, am weak, uncertain, and incapable of action?” He curses himself and his indecisiveness before cursing his murderous uncle in a rage. Having regained composure, Hamlet announces his plan to make sure that the ghost of his father is genuine – that the apparition was not some evil spirit sent to lure his soul to damnation. He declares his intention to stage a play exactly based on the murder of his father. While it is played he will observe Claudius. If the king is guilty, Hamlet figures, surely he will show this guilt when faced with the scene of the crime.

And this, of course, is the subject of Hamlet’s second soliloquy, which closes the Act. “What’s Hecuba to him or he to her?” he asks of the player who has just wept for his fictional subject. Shakespeare has layered this speech so carefully and so vertiginously that it might be helpful simply to bracket out the several planes of meaning on which it operates. First, Hamlet speaks of the man on stage who has shown such an outpouring of emotion for Hecuba while he, Hamlet, who has every reason to show such grief himself, remains cold and reluctant to act. But on another level, “Hamlet” himself is an actor on stage, and has no more reason to wail and grieve and gnash his teeth than the player who spoke of Hecuba does. While he is philosophizing about the nature of pretend grief versus real grief, all is ultimately pretend. There is no Hamlet. There was no poisoning, not really. On this second level, it seems almost as though Hamlet “knows” that he is in a play. He does not hurry along the revenge because he knows there is nothing really to revenge; nothing really happened; it has all been staged. Of course, he can’t really “know” this, but Shakespeare creates the effect of self-awareness and self-doubt that reaches beyond the limitations of the stage. Somehow he is able to explore these philosophical questions while maintaining a compelling plotline. 

Act 3 at the end of scene 3 :

King Claudius says a soliloquy :
As Claudius is vainly attempting to pray, Hamlet comes up behind him. He reflects that he now has an opportunity to kill his uncle and revenge his father, but pauses, considering that because Claudius is in the act of prayer he would likely go straight to heaven if killed. Hamlet resolves to kill Claudius later, when he is in the middle of some sinful act. He continues on to his mother’s chamber.

After all this, though, the exposure does not actually lead to the satisfaction of vengeance. Just after the play, Hamlet has a chance to kill Claudius and talks himself out of it; two scenes later he is shipped off to England, no questions asked. One can speculate on his reasons. To me, it seems almost as though the exposure, the “catching of the king’s conscience” in the play, is fulfillment enough for Hamlet, who is at home in a realm of contemplation rather than action. He has had his revenge on Claudius’ conscience, which is aptly demonstrated by the king’s moving prayer soliloquy (the only soliloquy in the play that does not come from Hamlet), and this is what counts for him. The body is simply a silly machine for Hamlet; the mind, the spirit, is where the action really is.

Act 3 scene 4 :

Hamlet tell His mother " 

" O' throw away the worsen part of it … " 

Hamlet tells his mother that he is not in fact insane. He reiterates that she should repent her marriage to Claudius and tells her in particular to stay away from their shared bed for the night. After describing the importance of this abstinence in the most colorful terms, Hamlet reminds his mother that he is ordered to England. Hamlet says that although he will go to England, he will not trust Rosencrantz and Guildenstern. He exits his mother’s bedroom, dragging the body of Polonius behind him.

Hamlet’s conduct with his mother is also probably repulsive to most readers. Their encounter in scene four is full of even more ripe and fetid language of corrupt sexuality. Can you imagine saying to your parent, to your mother, “Nay, but to live / In the rank sweat of an enseamed bed, / Stewed in corruption, honeying and making love / Over the nasty sty.” This is ridiculously hurtful language, and seems motivated by something very deep and dark in our protagonist. Sigmund Freud claimed to have discovered the buried, primeval cause of Hamlet’s flare-up in his Oedipal theory, his assertion that all little boys go through an original sexual drama in their childhood, in which they want to murder their fathers and possess their mothers. Ensuing scholars have questioned this theory, but this scene provides continuing fuel for speculation as to the exact nature of Hamlet’s feelings toward his mother. Again, at the very least we can agree that he is here uselessly, excessively cruel. His cruelty toward both Ophelia and Gertrude seems at least as motivated by a deep-seated and virulent hatred of women as by the logic of the revenge plot. Act Three, then, gives us Hamlet as his most sublime, in his meditations on death, and his most inexcusably depraved, in his cruelty toward the women. 
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