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Prof. Norman Prinsky

Humn. 2001 - World Humanities I

Augusta State University

Questions on William Shakespeare’s Tragedy Hamlet (Edition in the Norton Anthology of World Literature,

Shorter Second Edition)

Abbreviations are by act, scene, and line number or line numbers; thus 2.2.33-35 would mean Act 2, Scene 2,

lines 33-35 of the text in the NAWLS).

Act 1, Scene 1

01. How does the very first question of the play, uttered by Bernardo (1.1.1), tie into a main point that

differentiates the Renaissance from the Middle Ages (as explained in Prinsky’s Notes and Questions on

Shakespeare’s Hamlet)?

02. (a) How is Francisco’s answer to Bernardo (1.1.2) a cue about how the characters should be costumed, given

what Francisco remarks about the climate and its effects (1.1.8-10)? (b) How does the requested action by

Francisco symbolically relate to any of the play’s main subjects or themes?

03. How does what Francisco remark about the climate and its effects (1.1.8-10) relate in imagery or symbolism

to how the new King, Claudius, has gained his throne and his wife?

04. (a) How does the opening dialogue between Bernardo and Francisco (1.1.1-13) reveal that the latter is the

sentry and that Bernardo has come to relieve him? (b) How does the very first exchange between Bernardo and

Francisco (1.1.1-2) reveal a topsy turvy inversion? (c) How does the topsy-turvy inversion symbolically relate to

how the new King, Claudius, has gained his throne and his wife?

05. How is the self-identification given by Bernardo in answer to Francisco’s challenge (1.1.2-3) unwittingly ironic,

in relation to how the new King, Claudius, has gained his throne and his wife?

06. (a) Plays in the public theaters in Renaissance England usually began at 2 p.m., as established from references

in the plays and other contemporaneous documents. What time is 1.1 supposed to be taking place, according to

Bernardo, who is relieving Francisco (1.1.7)? (b) Why couldn’t Shakespeare’s company adjust the playhouse lights

to reflect the supposed time of the scene? (c) How, using the “language of props” (see the Prinsky Notes and

Questions on Hamlet or Oedipus the King), would the acting company continually remind the audience of what

time the scene was supposedly taking place? (d) How would the “language of props” relate to any of the play’s

main subjects or themes?

07. (a) What is the figure of speech used by Marcellus when he identifies himself in answer to Francisco’s

challenge (1.1.15)? (b) How does the figure of speech relate to a main point differentiating the Renaissance from

the Middle Ages (as explained in Prinsky’s Notes and Questions on Shakespeare’s Hamlet)? (c) How does the

figure of speech relate with unwitting irony by Marcellus to how the new King has gained his throne and queen?

08. A number of incidental remarks by Horatio in 1.1 help differentiate him from Hamlet and the tragic hero in

general, the tragic hero in some sense jumping into action wholeheartedly and without reservation. How does

what Horatio answers to Francisco (1.1.15), Bernardo (1.1.19), and later to Marcellus (1.1.165) help contrast him to Hamlet -- especially in such remarks as the one Hamlet makes in response to the Ghost’s revelation and instructions (1.5.188-189)?

09. (a) What “language of action” (see the Prinsky Notes and Questions on Oedipus and Hamlet) does

Shakespeare assume that his actors will understand they should make because of the text associated with

Bernardo’s and Marcellus’ report of the event witnessed (1.1.30, 1.1.33, 1.1.70), even though no stage direction is specified? (b) How does the physical action involve extra difficulty for the actors, given how they are costumed as sentries (cf. “cross” in question 17, as well as how Marcellus, Horatio, and Bernardo attempt to stop the ghost [1.1.140-146; cf. the cartoon in the Prinsky general Notes and Questions on the play of how this action would be staged])?  (c) How does the physical action make the entrance of the ghost even more psychologically striking to Horatio, Bernardo, and Marcellus -- as well as to the audience, psychologically identifying with the characters?

10. (a) What “language of action” (see the Prinsky Notes and Questions on Oedipus and Hamlet) does the text

require -- even though not given a specific stage direction -- of the actor playing Bernardo in the beginning of

repeating his story to Horatio (“Last night of all . . . it burns” [1.1.35-39]? (b) How does this “language of action”

connect to the prop demanded in “language of props” for the scene (see question 6 above)? (c) How is the

imagery of light versus darkness related to the Renaissance era in general or any of the play’s subjects or

themes?

11. (a) What kind of imagery does Bernardo use in repeating his story to Horatio (1.1.31-32)? (b) How does this

imagery connect to what the ghost is wearing? (c) How does Bernardo’s initial imagery (1.1.31-32) relate to

Marcellus’ question and Horatio’s answer about the strange activities taking place in Denmark (1.1.70-107)?

12. In the beginning of repeating his report to Horatio, Bernardo initiates the motif in the play of the reference to

“ear” or “ears” (1.1.31), which occurs about fifteen times in the play. (a) How does the motif relate to how

Hamlet Senior was murdered? (b) How does the motif relate to the subjects of perception and public relations

(PR) -- the latter, in what today might be called “image,” dealt with by Machiavelli in The Prince (including in Chs.

15-18, reprinted in NAWLS)?

13. Why would the particular category identified by Marcellus to Horatio be necessary to converse with a ghost

or the supernatural (1.1.42)? Remember the education of the time and authority as represented by the Church.

14. (a) How is the word “usurps’t” (1.1.46) used by Horatio unwittingly ironic, given what the ghost reveals to

Hamlet Junior in 1.5? (b) How could doubtfulness about whether the ghost might be a “ringer” from hell to

tempt Hamlet Junior into damnation be suggested by what Horatio charges and the ghost’s action (1.1.49-50)? (c)

How could doubt about the ghost’s true identity (heavenly or hellish) also be suggested by the cock crowing and

the ghost’s action (1.1.139-164)?

15. How does Horatio’s initial reference to Norway (1.1.60-61) establish the motif of doubles in the play? (a) How

is there a doubling of “Hamlet”? (b) How is there a doubling of “Fortinbras”? (c) How is Laertes a sort of double

of the younger Hamlet?

16. (a) How is the topsy-turviness of the society (see question 4) established by what days the war work is done in

Denmark (1.1.76)? (b) How is a religious dimension suggested in this topsy-turviness?

17. One of the most frequent figures of speech in the play is the pun -- a play on two or more meanings of the

same word or of two words that sound alike. (a) What puns occur in “metal” (1.1.96), “stomach” (1.1.100), and

“cross” (1.1.127; one meaning refers to a use of one of Horatio’s weapons)? (b) How is a figure of speech related

to doubleness or duplicity so appropriate to this particular play?

18. (a) How is the Classical -- Greco-Roman -- culture incorporated in Horatio’s response to what Bernardo

guesses the appearing of the ghost means (1.112-125)? (b) How is Bernardo’s guess about the meaning of the

ghost (1.1.108-111) wrong, given what the ghost says to Hamlet in 1.5?

19. An editor’s footnote to “gracious” (1.1.164) points to an added dimension not only to this word but also the

word “grace” (e.g., 1.1.131; cf. -- line numbers approximate -- 1.2.124; 1.3.53; 1.4.33; 1.4.39; 1.5.180; 2.2.53;

3.4.41; 3.4.55; 3.4.144; 4.5.133; 4.5.182). How does the motif impart a religious dimension or facet to the play?
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Act 1, Scene 2

20. (a) How is the musical portion of the Humanities course embodied in the stage direction “flourish” (e.g.,

before 1.2.1 and just after 1.2.128)? (b) Which culture is most clearly recalled in the instrumentation and its use -

- ancient India, ancient Greece, or ancient Rome?

21. How does the initial speech of King Claudius (1.2.1-39) show him to be a competent manager?

22. (a) How is the figure of speech oxymoron repeated in the first part of King Claudius’ speech (1.2.1-17)? (b)

How do the oxymorons in King Claudius’ speech suggest a topsy-turviness in the society (see questions 4 and 16,

above)? (c) How does this topsy-turviness stem from King Claudius himself (as revealed in 1.5 of the play)? (d)

Although “sister” means “sister-in-law,” how is a perversion or topsy-turviness unwittingly hinted in the first part

of King Claudius’ speech?

23. (a) What “language of props” and “language of action” is required of the actors playing King Claudius,

Cornelius, and Voltimand in 1.2.32-40? (See the Prinsky Notes and Questions on Oedipus and Hamlet about

“languages” of action, props, and setting.) (b) How does the particular prop required help symbolize how and

why King Claudius is a good manager?

24. (a) Besides Hamlet, one of the characters most fond of the pun (see question 17, above) is Polonius. What

puns does Polonius make on “will” and “sealed” in 1.2.60? (b) How does Polonius go wild with puns in his speech

to Ophelia about her relation with Hamlet (1.3.100-132)? (c) How does Polonius engage in doubleness or

duplicity by what he wants to use Ophelia for later (2.2) and where Polonius positions himself in listening to

Gertrude’s and Hamlet’s conversation later (3.4)?

25. (a) What puns (see question 17, above) does Hamlet make in 1.2.65, 1.2.67, and 1.2.129 (“sullied,” “solid,”

and “sallied” -- all have meanings that apply)? (b) How is Hamlet caught up in the doubleness and duplicity of the

play (e.g., 1.5.166-180)?

26. Melancholia or black bile was considered a symptom of mental disorder from the Middle Ages through the

Renaissance; how does Hamlet’s clothing (as noted in 1.2.68, 1.2.77-78) as well as some of what he has been

thinking about (1.2.129-137) indicate that Hamlet is (as with Don Quixote) not 100 percent sane? What would

be the clinical term used today for such a person manifesting such symptoms?

27. (a) How do Queen Gertrude and King Claudius use religious arguments (1.2.70-73, 1.2.87-108) to persuade

Hamlet to change his behavior? (b) What is the irony in Claudius using such arguments?

28. How does the extended metaphor that Hamlet uses about the word “seems” (1.2.76-86) relate to the editors’

discussion of the Renaissance in general (pp. 1589-1590) as well as the general points made about the

Renaissance period (including the book by Erving Goffman) in the Prinsky Notes and Questions on Hamlet, as well

as the relevance of these points to modern Americans, and especially students at Augusta State University?

29. Poetry may be divided into blank verse, rhymed verse, and free verse. (a) What kind of verse is used in 1.2.85-

86, 1.2.255-256, 1.5.188-189)? (b) How does this kind of verse function structurally in a scene? What might be the

significance of which particular character is given this kind of verse in these places?

30. (a) What might account for why King Claudius is so different about how he treats the wishes of Laertes and

Hamlet about going back to school (1.2)? How does King Claudius show himself to be a clever or intelligent

manager in this difference? (b) How does Claudius show himself to be partly right in his assessment by Hamlet’s

answer to the request for staying (1.2.120)? (c) How does King Claudius show himself to be an intelligent
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manager by putting the best face on things, in response to Hamlet’s statement (1.2.121)?

31. (a) What Biblical symbolism occurs in Hamlet’s description of the world at the beginning of his monologue

(1.2.129-137)? (b) How is this Biblical symbolism reinforced by the location of the murder, as revealed by the

ghost (1.5) and by the drama (The Murder of Gonzago -- or The Mousetrap) that Hamlet asks the traveling actors

to stage (3.2)?

32. (a) How is the “language of action” evoked for the actor playing Hamlet by the word “this” in “that was, to

this, / Hyperion to a satyr” (1.2.139-140)? How does the grammatical part of speech help evoke the language of

action, as explained by the Prinsky Notes and Questions on drama in general at the beginning of the Notes and

Questions on Oedipus and on Hamlet (b) What physical action should the actor playing Hamlet perform, and how

would the action help differentiate who is the Hyperion and who is the satyr? (c) What culture or cultures in the

course are drawn on for the references to Hyperion, satyr, Niobe, and Hercules?

33. (a) How does Hamlet show the tragic hero’s tendency to overgeneralize or over act in “Frailty, thy name is

woman!” (1.2.146)? (b) How does Hamlet similarly overgeneralize about his mission at the end of act 1 ( 1.5.188-189), going in his formulation well beyond what the ghost has asked him to do?
34. (a) Although not indicated in stage directions – since Shakespeare would know that the actors portraying Horatio, Marcellus, and Bernardo would know what to do , what “language of action” to take with physical gestures and facial expressions – what is expected of the actors portraying Horatio, Marcellus, and Bernardo when Hamlet says “My father! – methinks I see my father” (1.2.183)? (b) What do Horatio, Marcellus, and Bernardo know that Hamlet doesn’t when Hamlet makes this statement?
35. (a) Although not indicated in stage directions, what “language of action” is the actor playing Horatio expected to perform when he says “These hands were not more like” (1.2.211)? (b) How is the language of action in this instance made to point to the issue or theme of identity in the play?

Act 1, Scene 3

36. (a) How does the NAWS2 editors’ introduction to the Renaissance (pp. 1589-92) point to a shift in emphasis from exterior to interior? (b) How can such a movement be seen in the order or progression of settings in 1.1, 1.2 and 1.3? (c) How do the settings in 1.1, 1.2, and 1.3 also (besides what is noted in 36-b) point to comprehensive coverage of all the main levels of the society?

37. (a) Basically in 1.3, how does Laertes do what a big brother does, in relation to his sister? (b) How does Laertes point to differing aspects of Hamlet’s identity? (c) How does almost every human being have such differing components of identity? Give an example or two.
38. (a) Where does the kind of imagery that is found in Laertes’ warning about keeping “in the rear of your affection, / Out of the shot and danger of desire” (1.3.36-37) occur also in scenes 1.1 and 1.2 (e.g., 1.1.30-33)? (b) How does this imagery relate to what is going on in Denmark at the time (as explained in 1.1 and 1.2)? (c) How does this imagery suggest any ideas about the ordinary conduct of social affairs? (d) How does 38-c have any application to routine social affairs in modern America?
39. (a) What vague sexual joke does Laertes make in talking about Ophelia losing her heart (1.3.33-34); how does the joke rely on what today would be called phallic symbolism? (b) How does Ophelia pay her brother back later in the scene (1.3.86-88)?
40. (a) How does the aggregate of the various individual pieces of good advice Polonius gives Laertes (1.3.57-82) in some sense contradict Polonius’ conclusion “This above all: to thine own self be true” (1.3.80)? (b) How does Polonius violate his summary advice in how he wants to use Ophelia later (2.2 and 3.1)?

41. (a) What are all the meanings of the word “tender” that are used in the exchange between Polonius and Ophelia, following her statement to Polonius that Hamlet “hath, my lord, of late made many tenders / Of his affection to me” (1.3.100-110)? (b) What are all the puns that refer to clothing that follow Ophelia’s statement that Hamlet “hath importuned me with love / In honorable fashion” (1.3.111-132)? (c) How does the clothing imagery relate to the recurrent subject of identity in the play?
Act 1, Scene 4

42. (a) How do 1.2 and 1.3 serve the structural function of suggesting the passage of a long period of time? (b) Why is a long period of time necessary as the background preceding 1.4 (e.g., 1.4.1-6)? (c) What supernatural suggestions are conveyed by the clock time mentioned?

43. (a) What two sound effects are required by the stage directions immediately preceding 1.4.7, drawn attention to by Horatio’s question “What doth this mean, my Lord” (1.4.7)? (b) Technically, what special pronoun is “this,” often used in drama, as pointed out by Prinsky’s Notes and Questions on Sophocles’ Oedipus and Shakespeare’s Hamlet? (c) Specifically, what kind of “ordnance” is required, given what King Claudius has said in 1.2.121-128 (“”Why, ‘tis a loving and a fair reply,” etc.)? (d) How would the Renaissance English stage have managed such an effect? (e) What second sound effect is referred to by Hamlet in 1.4.11?

44. (a) How does what Hamlet say about the “revel” (1.4.13 – 38; “Aye, marry, is’t . . . scandal”) relate to the key issue in the play of public image (PR) and perception? (b) How does what Hamlet say about the “revel” (1.4.13 – 38; “Aye, marry, is’t . . . scandal”) relate to the key issue in the play of the conflict between art and nature, nurture and nature, and reason versus impulse? (c) How does what Hamlet say about the “revel” (1.4.13 – 38; “Aye, marry, is’t . . . scandal”) relate to a recurrent imagery going back to the same kind of imagery in Marcellus and Bernardo’s earlier attempt (1.1) to convince Horatio about their story of what they have seen?
45. (a) How does the metaphor at the end of Hamlet’s speech about Danish drinking (“From that particular . . . scandal” [1.4.36-38] relate to the death of King Hamlet Senior (1.5)? (b) How does the metaphor at the end of Hamlet’s speech about Danish drinking (“From that particular . . . scandal” [1.4.36-38] ) relate to how Hamlet dies at the end of the play (5.2)?

46. (a) How do Hamlet’s opening words in seeing the ghost (1.4.39) relate to religion? (b) What key word that is repeated in the play occurs in Hamlet’s opening words (1.4.39; cf. question 19 of these Notes and Questions)? How does this term relate, exactly, to religious issues? (c) How do Hamlet’s opening words in seeing the ghost (1.4.40-44) relate to a key issue about the ghost that partially relates to why Hamlet delays in doing the killing (cf. question 14 of these Notes and Questions)? (d) How does the adjective used to describe the ghost’s “shape” (1.4.43) relate to the opening words of the play (cf. question 1 of these Notes and Questions) and the play’s general subjects or themes?
47. (a) How do later editors of the play know that “canonized” (1.4.47) should have the pronunciation indicated by the diacritical mark to indicate pronunciation (the mark isn’t in the original printings of the play)? (b) How do later editors of the play know that “hearsed” (1.4.47) should have the pronunciation indicated by the diacritical mark to indicate pronunciation (the mark isn’t in the original printings of the play)? (c) Editors of Shakespeare are faced with dilemmas of archaic spelling versus modern spelling in choices like “murther” (the original Renaissance English spelling) versus “murder,” or “porpentine” versus “porcupine.” What choice do the editors of NAWLS2 make in 1.4.52 (“That thou . . . steel”), and why might they prefer the form or spelling that they do, given the sound effects in the line?

48. (a) What figure of speech does Hamlet use in describing the re-emergence of the ghost (“why the sepulcher . . . thee up again”; 1.4.48-51)? (b) How does the figurative language referred to in 48-a create a perversion or inversion of the typological New Testament symbolism (often used in the Middle Ages) of Jonah?
49. (a) What symptom of melancholia or black bile is hinted in what Hamlet says immediately after “Why, what should be the fear?” (1.4.66); cf. question 26 of these Notes and Questions. (b) The word – and periphrasis – “flood” in “tempt you toward the flood” (1.4.70) means the ocean beneath the cliff on which Elisinore castle is supposed to be placed. In Horatio’s description of the danger of following the ghost (“What if it . . . roar beneath”; 1.4.70-79), how does Sigmund Freud’s concept of the “death wish” apply, and how is the issue of reason versus the irrational posed, one of the play’s recurrent  subjects or motifs? Why would this issue be so important in the Renaissance era?
50. In response to Horatio’s “be ruled; you shall not go,” how do Hamlet’s words (“My fate . . . lets me”; 1.4.83-86), (a) call for a “language of action” by Horatio and Marcellus that is not specified in any stage directions, (b) combine the Classical (Greco-Roman) and Christian cultures , (c) show Hamlet’s wit even in the stressful situation?

51. (a) How does perhaps one of the most celebrated or well-known sayings from the play occur in Marcellus’ next-to-last speech in 1.4? (b) What figure of speech is contained in the statement? (c) How does the statement relate to a recurrent motif of imagery in the play (cf. the NAWLS2 editors’ general introduction to the Renaissance as well as to Shakespeare and Hamlet)?

Act 1, Scene 5

52. Line 2 runs from “Mark me” to “almost come”; (a) what is the technical name for how the line is printed? (b) why is the line printed this way? (c) What other works in the course have had lines printed in this way?
53. (a) As explained by the Ghost (probably played by Shakespeare himself, who was known to play ghosts and old man parts), what state does it exist in, as developed in (Catholic) Christianity of the Middle Ages and into the early Renaissance, in “My hour is . . . List, list, O, list” (1.5.2-22)? (b) In which canticle – canticle, not canto -- of Dante’s Comedy (or Divine Comedy) would the ghost be located? (c) As suggested by the Ghost in “Cut off . . . on my head” (1.5.76-79), what Christian ceremony was or wasn’t performed, which caused the Ghost’s present status?
54. (a) Does Shakespeare draw on ideas of modern astronomy (that is, Copernicus, Galileo, and Kepler) or ancient astronomy in the Ghost’s imagery to describe the effect of revealing all to Hamlet (“Make thy two . . . spheres”; 1.5.17)? (b) What is the modern name for the stars referred to by the Ghost? (c) How does the Ghost’s term “blazon”(1.5.21) contain a pun or imagistic reference to the astronomical imagery and Ghost’s location during the day?
55. (a) What is the name of the figure of speech that Hamlet uses to describe how quickly he would act in revenge to the Ghost’s revelation (“Haste me to . . . my revenge”; 1.5.29-31)? (b) How are the figures of speech that Hamlet uses (1.5.29-31) odd or strange or even inapplicable under the circumstances? (c) How do Hamlet’s actions in the remainder of the play somewhat belie this passage?

56. Why, exactly, does Hamlet exclaim “O my prophetic soul!” (1.5.40) in response to the Ghost’s revelation? What does Hamlet mean by referring to his “prophetic soul”?
57.  How do the sound effects in the description by the Ghost of Claudius (“Aye, that . . . queen”; 1.5.42-46) help convey the Ghost’s bitterness and condemnation? (b) How is a key word in the play used in the adjective the Ghost uses to describe his former wife (“of my most . . . queen”; 1.5.46)? (c) How does this word connect to something Hamlet has said in the first part of 1.2? (d) How does this key word connect to any of the play’s key subjects or themes? 
58.  (a) How does the word “will” in the Ghost’s reference to the queen (“The . . . my most . . . queen”; 1.5.46) have multiple meanings (check the relevant meanings the word could have in Shakespeare’s time by reference to the OED, the Oxford English Dictionary)? (b) Given the surrounding language and imagery in “But virtue . . . garbage” (1.5.53-57), how is a faint pun created on “prey,” and with what meanings?
59.  (a) How is the Ghost’s allusion to Lazarus in describing the effects of the poison (1.5.62-73) partly ironic, under the circumstances? (b) How is there a connection here to what is noted in question 48 of these Notes and Questions?
60. (a) As the murder is described by the Ghost, including some of the Ghost’s specific words (“Aye, that . . . at once dispatched”; 1.5.42-75), which episode in Genesis is evoked? (b) What passages in the Hebrew Bible deal with incest, which might apply here?

61. (a) How are the Ghost’s directions immediately following “But, howsoever thou pursuest this act” (1.5.84-88) disregarded by Hamlet in “The time is . . . it right!” (1.5.188-189), 3.4, and elsewhere? (b) How is this disregard an expected element or facet of the tragic hero?
62. (a) How does some of the imagery in the Ghost’s revelation of the murder (1.5.59-76; “Brief let me . . . of my sin”) connect to imagery in Hamlet’s first soliloquy (“O, that this . . . it merely”; 1.2.129-137)? (b) How is an episode in the book of Genesis evoked, and with what meanings?
63. (a) How does the glow-worm have “uneffectual fire” (1.5.90), to use the Ghost’s figure of speech? (b) How does this figure of speech connect to where the Ghost spends his days, as described in the first part of 1.5?

64. (a) How does the Ghost’s first farewell (something, something, to “remember me”; 1.5.91) contain a hint of a religious reference? (b) How might the religious reference apply to the Ghost’s situation?

65. (a) What does Hamlet mean by telling his “sinews, grow not instant old, / But bear me stiffly up” (1.5.94-95)? (b) What “in” joke does Shakespeare make, through Hamlet, in having Hamlet say that he will remember the Ghost “while memory holds a seat / In this distracted globe” (1.5.96-97)? (c) What “language of action” does the text direct the actor playing Hamlet to perform in 65-b (don’t overlook the footnote in NAWLS2)?

66. (a) Hamlet has earlier expressed a desire to return to school and has alluded to Horatio being a schoolmate (1.2); how does this role affect Hamlet’s imagery in “Yet, from the . . . you are” (1.5.97-110)? (b) How are the “language of props” and “language of action” (including in “So, uncle, there you are”) demanded by the text and used expressively in “Yet, from the . . . you are” (1.5.97-110)? [“Fond” in “fond records” = foolish; “saws” = wise sayings; “forms” = shapes, images, customs, set phrases; “pressures” = past impressions ; also a pen or stylus pressing on a “table” or memorandum book, possibly of ivory or wax, which could be erased; “my word” = my watchword]
67. The “Illo” of Marcellus (1.5.115) in calling out to Hamlet is a general call like “hello, is anyone there?” but Hamlet puns on the word, as footnoted in NAWLS2, with the falconer’s call (1.5.115-116). (a) How is Hamlet later treated in the play like a wild falcon that needs to be tamed or “mewed” up, and by what several characters? (b) How does Hamlet during the play become like a falcon, hunting prey?

68. (a) How does Hamlet’s answer to the request to reveal the secret imparted by the ghost -- “There’s ne’er . . . arrant knave” (1.5.123-24) --  exemplify a “tautology”? (b) Why does Hamlet use the tautology to answer? (c) How might there be a pun on “errant” and “arrant,” and with what meanings?
69. St. Patrick, by whom Hamlet utters a mild oath (1.5.136) was thought to be (a) the keeper of Purgatory, (b) the famous ridder of serpents (in Ireland), (c) the patron saint of all mistakes and confusion. How would each of these meanings apply?
70. What several meanings of the word “offend” and “offense” occur in the exchange between Hamlet and Horatio in “I’m sorry they . . . much offense too” (1.5.134-137)?

71. The “language of action” and “language of props” occur vividly at the end of the scene with Hamlet’s insistence (“indeed” = “in deed; physically”) on the swearing on his sword (“Nay, but swear’t . . . Upon my sword . . . Indeed . . . by my sword” [1.5.144-151]). (a) The sword would be held with the hilt up and blade down, making what religious symbol or symbolism? (b) How does this symbolism hark back to the particular terminology Horatio uses when he says that he’ll try to intercept the ghost (see question 17 of these Notes and Questions)?

72. Shakespeare has some fun with – and makes some “in” jokes about – the English Renaissance stage when the Ghost (played by whom, probably? see question 53) gets into the act in insisting on the swearing (1.5.148-181). (a) What technical terms were used for this area under the Renaissance English stage (see the general Prinsky Notes and Questions on Shakespeare’s Hamlet, including pictorial diagrams)? (b) How is one of these terms used in 1.5.148-181? (c) How is another term for this area, from which the Ghost speaks (and explained in the general Prinsky Notes and Questions on Shakespeare’s Hamlet, including pictorial diagrams), appropriate theologically, with reference to what the Ghost has said to Hamlet about the Ghost’s daytime abode?

73. A “pioneer” was a military “sapper” (“A worthy pioneer” [1.5.161]), in Hamlet’s figurative language to describe the Ghost. (a) What recurrent imagery in the play from 1.1 onwards is incorporated in this figure of speech for the Ghost? (See, for example, question 11 of these Notes and Questions.) (b) How is this figure of speech especially relevant to the Ghost, given the costume of the Ghost, as well as what has been revealed about Hamlet Senior and Fortinbras Senior in 1.2?
74. At the end of the scene, how does Hamlet reveal (“How strange or odd . . . disposition on” [1.5.168-170]) that (a) he does know seeming despite his earlier claim (cf. “Why seems it so particular with thee . . . of woe”; 1.2.75-86),  and (b) he is caught up in pretending and role playing like several other characters in the play? (c) What other characters in the play are pretending to be something that they’re not?
75. (a) What general and important terms from Christian religion occur in 1.5? (b) How many times, and where, does each of these terms occur? 
76. (a) How does the word “joint” in “the time is out of joint” (1.5.188) hark back to King Claudius’s reference to his queen at the beginning of 1.2 (“now our queen, . . . this warlike state” [1.2.8-9]) and the work schedule of the shipwrights in 1.1 (“Why such impress . . . from the week”; 1.1.75-76)? (b) What is suggested about the results of how Claudius became king? (c) How is there a parallel with the results of how Oedipus became Oedipus the King, in the play by Sophocles?

