CCR199: Fatal Attraction - SEMINAR EXAM REVIEW
Identify the quote (which book it is from, the speaker, context) and explain the significance.

PARADISE LOST – John Milton
Book I, line 106 (p.5) 
“All is not lost.” – he will continue the war.

The horrible sight of the dungeon and the miserable state of

the fallen angels are fully described in the First Book of the poem (i.59-74). But the more

horrible the dungeon is and the more miserable Satan feels, the greater his wrath and desire

for revenge grow, it seems. It is to Beelzebub, next to himself in power and in wickedness, that

Satan expresses his resolution to wage eternal war on their ‘grand foe’ who ‘Sole reigning holds

the tyranny of heaven’ (i.121-4): Satan’s unwavering intention and his undaunted and aggressive will to fight to the last against

the tyrant ruling the heavenly empire, these are indeed what Shelley had in mind when he

mentioned ‘the energy and magnificence of the character of Satan as expressed in “Paradise

Lost”’, or ‘One who perseveres in some purpose which he has conceived to be excellent in spite

of adversity and torture’.
- When he realizes that he is in Hell, Satan begins complaining about his "injur'd merit." For Satan, life is not fair since God the Father loved and preferred His Son more than him. Even though Heaven was lost, Satan states that "All is not lost." According to Satan, "the unconquerable Will," the "study of revenge," and "immortal hate" remained. However, everything worthwhile is lost. Satan is in Hell because he rebelled against God and God cast him with the rebel angels out of Heaven.

- Satan is convincing in his first speech to Beelzebub, his chief partner in crime, as he declares: What though the field be lost? All is not lost; the unconquerable will, And study of revenge, immortal hate, And courage never to submit or yield: And what is else not to be overcome? That glory never shall his wrath or might Extort from me. (I. 105-111) The language here is particularly powerful and the lines are extremely weighted, underlining Satan’s resolution. He similarly instills renewed resolve in his followers to challenge God and hope of regaining their former state, claiming that they are now better placed to contend because there is not fear of division in their own ranks 

- The audience, however, does find someplace to invest its sympathy, and that place is in the character of Satan. The audience first sees Satan waking in Hell where he and the other fallen angels despair. Through his despair, however, Satan claims, "All is not lost -- the unconquerable will,// And study of revenge, immortal hate,// And courage never to submit or yield -- . . . That glory never shall his wrath or might// Extort from me" (I.104- 111). Initially this is perhaps a questionable statement but later qualified by God's seeming injustice. Satan now seems to have a cause, the cause of democracy, which he is willing to go through great personal danger to support. The audience's sympathy is accentuated by Satan's human emotions, his demagogic character, his desire for revenge, his hostility towards injustice, and his latent desire for glory.

Book I, line 158 (p.7)

“To do aught good never will be our task.”

Believing that in the recent battle they were ‘In arms not worse, in foresight much advanced’

(i.119), but were only defeated by thunder (cf.i.258), Satan now thinks he had better not rely on

arms but on some other strategy, and the above-quoted lines suggest he does not need recovery

of his former place in heaven. And as early as when he was still in the fiery waves his bold

defiance is thus shown:
Satan sounds a bit like a sullen little boy who has been caught doing something wrong and whose privileges have been taken away. He isn't precisely saying that the goal of the demons will be to oppose everything that the divine power does; rather, every deed of Satan and his foes will be a resisting one. Total resistance, all the time. 
Satan quickly crushes any hope that he has decided to change his ways upon the dreadful loss of his rebellion, saying, ‘To do aught good never will be our task,/But ever to do ill our sole d delight,/As being contrary to his high will/Whom we resist.’ He quickly affirms his continuing hate of God, and with this sentence says nothing has changed, he still has the same spirit – despite the smashing of his rebellion, the burning and twisting of his body, his spirit and mind are still intact. He says they must go about ‘reassembling our afflicted powers.

Here Satan does seem to make a positive proposal, telling Beelzebub that they will find their “sole delight” in “being contrary” to God’s will, suggesting that the happiness Bloom alludes to will be found in this resistance; yet the content of this proposal is negative. 

Book I, line 254 (p.9)

“The mind is its own place, and in itself

Can make a Heav’n of Hell, a Hell of Heav’n.”

Here the second stage of Satan’s rebellion begins. His revenge is based firmly on his

unchanging mind, which can make a paradise even out of hell. When he has made up his mind

to live in the infernal world he defiantly proclaims his intention:

Milton explains that his goal in the poem involves justifying the ways of God to men. He explains that God threw rebel angels out of heaven into hell, a scene which will be discussed in detail later on in the poem. The poem's action shifts to hell, where Satan and his confidante Beelzebub have just been thrown. Lying in a fiery lake, Satan and Beelzebub debate whether they should try to get revenge on God by force or guile. Beelzebub feels that God cannot be overcome, but Satan is confident that he can defeat God. Satan tells Beelzebub that "the mind is its own place, and in itself can make a heav'n of hell, a hell of heav'n."

This quote is from Milton's Paradise Lost. Satan is speaking. Milton portrays hell as a place both physical and emotional (internal); therefore, Satan carries it with him wherever he goes as a result of the sin he has committed. The Mind has become a very powerful thing. 

Book I, line 264 (p.9) 
“Better to reign in Hell, than serve in Heav’n.”

Readers admire Satan’s independent attitude, that he feels he would rather be free and reign in Hell, than be under someone else’s authority in Heaven. This speech elevates Satan in the minds of readers to hero status, willing to defend what he believes in, even if it means suffering. His advocacy of freedom gains him reader support, which serves useful later in the poem when Milton uses this perception to highlight Satan’s destructive attitude. Milton is able to do this because it is always worse, and more shocking to see a liked individual reveal himself to be bad, than to always know a bad individual to be bad. Thus, the initial support that Satan gains from readers is designed to alienate him further when his evil side prevails.

In those books, Satan rises off the lake of fire and delivers his heroic speech still challenging God. Satan tells the other rebels that they can make "a Heav'n of Hell, a Hell of Heav'n" (I, 255) and adds, "Better to reign in Hell than serve in Heav'n" (I, 263). Satan also calls for and leads the grand council. Finally, he goes forth on his own to cross Chaos and find Earth. Without question, this picture of Satan makes him heroic in his initial introduction to the reader.

Book IV, line 19 (p.74)

“… and from the bottom stir

The Hell within him, for within his Hell

He brings…”

Sent out of his kingdom with highest respect and awe, like a god, Satan finally alights on top

of Mount Niphates, close to Eden, after a long adventurous journey. With the Garden of Eden in

view, and just before embarking on his bold mission to tempt mankind,

. . . horror and doubt distract
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His troubled thoughts, and from the bottom stir

The hell within him, for within him hell

He brings, and round about him, nor from hell

One step no more than from himself can fly

By change of place.

(iv.18-23)

The ‘full-blazing sun’ (iv.29) above, looking down ‘like the God / Of this new world’(iv.33-4) wakes

his slumbering conscience and despair, and makes him repent of his rebellion, drawing him

back to wonder why he did not praise God and thank him for his mercy. Before making his final

decision to take revenge for the second time he is now in the depths of agony, torn between his

conscience and his pretended glory. His conscience suggests submission as the only way to get

out of his own hell, which, however, ‘Disdain forbids me, and my dread of shame / Among the

spirits beneath, whom I seduced’(iv.82-3) ‘boasting I could subdue / The omnipotent’ (iv.85-6). He

groans:

The repetition of “Hell”, its placement at the beginning, middle and the end of that claustrophobic description of how solidly he is within his dark nature’s grasp, and the description itself of Hell both at “the bottom…within…and round about him” are more effective at conveying how anaemic any regretful postures of his would be. Milton re-emphasizes this right before Satan considers what repentance would require.

Book IV, line 183 (p.78) 

“…As when a prowling wolf…”

The way in which he gets into Eden is worthy of note. He does not go in through the proper

entrance on the east side but ‘At one slight bound high over leaped all bound’ (iv.181) of steep

hill or ‘highest wall’ (iv.182), like a prowling wolf or like a thief:

As when a prowling wolf,

Whom hunger drives to seek new haunt for prey,

Watching where shepherds pen their flocks at eve

In hurdled cotes amid the field secure,

Leaps o’er the fence with ease into the fold:

Or as a thief bent to unhoard the cash

Of some rich burgher, whose substantial doors,

Cross-barred and bolted fast, fear no assault,

In at the window climbs, or o’er the tiles;

So clomb this first grand thief into God’s fold:

So since into his church lewd hirelings climb.

(iv.183-93)

Just as it is stated in the Holy Scriptures (John x.1-5), a faithful shepherd, or a minister

entering church, comes through the gate, but the one who climbs ‘some other way’ is ‘a thief

and a robber’. And the sheep can distinguish a true shepherd from a thief. The image of Satan

seen above as the ‘first grand thief’ (iv.192) that sat on the highest tree in the garden ‘like a

cormorant’ (iv.196) implies ‘the first degraded Pope’. So ever since, even in the Church of

England, greedy ‘lewd hirelings climb’ (iv.193). Like the degraded and greedy Pope, who sits on

the highest throne situated in the centre of the Christian world, Satan ‘on the tree of life / The

middle tree and highest there that grew, / Sat like a cormorant,’(iv.194-6) using that tree ‘For

prospect’, that is, as a place from which to look over Eden. He abused the sacred tree by using it

as a tool to seduce man for his own profit.
For example, the entrance of Satan into the world is portrayed as such:

 

                                                                                                        “As when a prowling Wolf,

                                                                        Whom hunger drives to seek new haunt for prey,

                                                                        Watching where Shepherds pen thir Flocks at eve

                                                                        In hurdl’d Cotes amid the field secure,

                                                                        Leaps o’er the fence with ease into the Fold:

                                                                        ‘So clomb this first grand Thief into God’s Fold”
 

Here Milton compares the arch-fiend, Satan, to a wolf that is thirsting for the blood of a helpless victim.  The reader knows the ultimate result of Satan’s encounter with Adam and Eve in the Garden of Eden, but is rendered helpless as he follows along this most tragic of human stories.  Like Homer’s Achaeans mauling the Trojans, Milton’s Satan waits for the moment at which his prey is most unassuming, whereupon he easily enters the fold to destroy man’s innocence and virtue.

Book IV, line 800 (p.94)

“Squat like a toad.” ..close at the ear of Eve

Satan sits “squat like a toad, close by the ear of Eve,” tempting “the Organs of her Fancie” by trying to “taint/ Th’ animal spirits that from pure blood arise.” 
The amount of spirit expended in sex was clear to Roman writer Tertullian: 
The devil, "squat like a toad," is beside Eve, whispering in her ear, trying to produce nightmares. 
Milton at least seems to have used this passage to suggest Satan’s hardening

heart and corporeal debasement: Satan’s backwards shield initiates

a string of gradually ossifying animal imagery that charts his ontological

descent. Beginning with this subtle allusion, Milton then turns to more

direct animal metaphors—Satan enters Eden, for example, like a cormorant

and wolf (IV, 183–96)—until with the image of Satan, “Squat like a

toad, close at the ear of Eve” (IV, 800), readers are unsure: has he metaphorically

or literally changed? Certainly, Satan’s later transformations

are literal; he approaches Adam and Eve first as a lion, then tiger, then as

a serpent (IV, 402–08), until ultimately in book X, Satan and the rebels

are imprisoned in the shape of monstrous snakes (511–45). These animal

comparisons seem to calcify just as Satan’s matter continues to harden the

further he moves away from God, although the overarching metamorphosis,

from tortoise to the closely-related serpent, would fit within the

epic’s larger recoiling motif. For all Satan’s apparent motions, in other

words, he ends where he began, forced backwards into a semblance of

his former shape.
Book IX line 465 (p. 197) 
“Stupidly good”

Book IX, line 727 (p.204)

“What can your knowledge hurt him, or this tree 

Impart against his will if all be his?”

As if her life was good enough already, the serpent has succeeded in manipulating Eve’s mind into thinking that her current situation had room for improvement. To cite another quote that shows Eve’s greed is when the serpent said, “And wherein lies Th’offense, that man should thus attain to know? What can your knowledge hurt him, or this tree Impart against his will if all be his?” Satan is trying to suggest to Eve that she can be as smart as god by knowing everything, and since Eve fell for his ideology, this proves that Eve had a moment of greed.

OTHELLO - Shakespeare
1.1. 63 (p. 120) “I am not what I am.”

Speaker: Iago 

To: Roderigo 
In this early speech, Iago explains his tactics to Roderigo. He follows Othello not out of “love” or “duty,” but because he feels he can exploit and dupe his master, thereby revenging himself upon the man he suspects of having slept with his wife. Iago finds that people who are what they seem are foolish. The day he decides to demonstrate outwardly what he feels inwardly, Iago explains, will be the day he makes himself most vulnerable: “I will wear my heart upon my sleeve / For daws to peck at.” His implication, of course, is that such a day will never come.

This speech exemplifies Iago’s cryptic and elliptical manner of speaking. Phrases such as “Were I the Moor I would not be Iago” and “I am not what I am” hide as much as, if not more than, they reveal. Iago is continually playing a game of deception, even with Roderigo and the audience. The paradox or riddle that the speech creates is emblematic of Iago’s power throughout the play: his smallest sentences (“Think, my lord?” in III.iii.109) or gestures (beckoning Othello closer in Act IV, scene i) open up whole worlds of interpretation.

Iago says (I.1, 65) "I am not what I am," which can be interpreted as "I am not what I seem." But it is also reminiscent of a quotation from the Bible which Shakespeare would have known: In Exodus, God gives his laws to Moses on Mt. Sinai, and Moses asks God his name. God replies: "I am that I am" (Exodus,iii,14). If "I am that I am" stands for God, then Iago's self-description, "I am not what I am" is the direct opposite. Iago is the opposite of God, that is, he is the Devil. Iago in this play, has the qualities of the Devil in medieval and Renaissance morality plays: He is a liar, he makes promises he has no intention of keeping, he tells fancy stories in order to trap people and lead them to their destruction, and he sees other's greatest vulnerabilities and uses these to destroy them. Iago does all this not for any good reason, but for love of evil.
What is so interesting about this slip in speech is that after Iago has spent so much of the play listening to people calling him honest Iago and even calling himself honest, he unknowingly reveals what he really is. Irony – “honest Iago” and I am not what I am. 

1.2. 58 (p.132) “Keep up your bright swords, for the dew will rust them.”
Iago is trying to instigate a brawl, but it doesn't happen because Othello says, "Keep up your bright swords, for the dew will rust them. / Good signior, you shall more command with years / Than with your weapons." (1.2.59-61). This is the kind of thing that many men fantasize about; with a few well-chosen words, the hero calms an angry crowd. "Keep up your bright swords" means "put your bright swords back in their sheaths," and "the dew will rust them" is a bit of gentle sarcasm. Othello is reminding the men he's facing that their swords will be quite useless. He and his men are soldiers. Brabantio's men are policemen and civilians. Also, Othello subtly tells Brabantio that he should remember that he's old; Othello respects his "years," not his "weapons."

After having been prepared for a passionate and possibly violent personage in Othello, the quiet calm of Othello’s character—his dismissal of Roderigo’s alleged insult and his skillful avoidance of conflict—is surprising. In fact, far from presenting Othello as a savage barbarian, Shakespeare implicitly compares him to Christ. The moment when Brabanzio and his men arrive with swords and torches, tipped off to Othello’s whereabouts by Othello’s disloyal friend, vividly echoes John18:1–11. In that Gospel, Christ and his followers are met by officers carrying swords and torches. The officers were informed of Christ’s whereabouts by Judas, who pretends to side with Christ in the ensuing confrontation. When Othello averts the violence that seems imminent with a single sentence, “Keep up your bright swords, for the dew will rust ’em” (I.ii.60), he echoes Christ’s command to Peter, “Put up thy sword into the sheath” (John 18:11). However, whereas Christ’s calm restraint is due to his resigned acceptance of his fate, Othello’s is due to his sense of his own authority.

1.3.293 (p.154) “She has deceived her father, and may thee.”

Speaker: Brabantio 

Equally, Othello seems have an innocence about love. It becomes clear that the relationship between Othello and Desdemona is a bit of a whirlwind romance and whereas he attracted her by telling stories of his adventures, she shared very little of herself. What he does know for sure, is that she betrayed her father to be with him. And as Brabantio says “Look to her, Moor, if thou has eyes to see:/She has deceived her father, and may thee”(I.iii)

This innocence is coupled with an overwhelming passion, which he has possibly never experienced before. Elsewhere in the play, Othello is a man of great restraint and control. However, as a man in love, he has no control and this provides Iago with a perfect opportunity to abuse his position of trust.

It could be said that it is a mixture of naivety, innocence and passion that causes Othello’s downfall. Arguably, it is the innocence of love that makes the tragedy of the play all the more profound


Othello must go immediately to Cyprus to command its defense, and Desdemona requests to go as well. The Duke grants her wish, and Othello, who must leave that night, delegates Iago to follow later in another ship, bringing Desdemona and whatever else is needed. Iago's wife, Emilia, will look after Desdemona as her maid. As Othello leaves. Brabantio warns Othello, "She has deceived her father, and may thee" (289), but Othello is certain of Desdemona's faithfulness.

Thought: Brabantio perpetuates a pretty unfair stereotype of young women in these lines – he suggests that since Desdemona has "deceived her father" by running off to elope with Othello, she'll probably "deceive" her new husband too. The idea is that an unruly daughter will make an unruly and promiscuous wife. 
2.3. 264 (p.198) “Reputation is an idle and most false imposition.”

Filled with what appears to be moral fervor, Iago then proceeds to a glorification of reputation. One might profitably recall Iago's antithetical views on the same subject when he was talking with Cassio earlier. In Act II, Scene 3, Iago told Cassio that "reputation is an idle and most false imposition; oft got without merit, and lost without deserving" (268–270). Here, Iago seemingly holds reputation in the highest esteem; it is the "jewel of [a man's] soul" ("who steals my purse steals trash . . . / But he that filches from me my good name / Robs me of that which not enriches him, / And makes me poor indeed") (156–161).
After Cassio's flaws have been shown to Othello, Cassio mourns the demise of his "reputation" above all else. Reputation is a theme in the book that obviously holds some resonance for Cassio; but Iago also knows the importance of reputation, which is why he makes sure that people see him as "honest" before anything. "Reputation is a most idle and false imposition," Iago says; but this statement is meant as false consolation to Cassio, and is filled with great irony. Reputation is always of concern when individuals are involved, and is no less important in Cyprus than it is in Venice.

Cassio is so grieved that his reputation has been hurt that he sees fit to find a villain in all that has happened; "invisible spirit of wineŠlet us call thee devil," he swears. Ironically, Cassio misses the identity of the real devil in this situation, Iago. "Devil" becomes a key word in this play, as people try to seek out what is poisoning everyone and everything on the island, though they are not able to trace it to the source until the very end of the play. Good vs. evil is a major theme in the play, though there is a great deal of gray area; though Iago is the villain, everyone else has some blemish of their natures which makes them easily corruptible, and not entirely deserving of the label "good".

3.3.106 (p.215) “Think, my lord?”

Alone with Othello, Iago begins his insinuations of an affair between Cassio and Desdemona by reminding Othello that Cassio served as Othello and Desdemona’s intermediate during Othello’s courting of Desdemona “Did Michael Cassio, when you wooed my lady, know of you love?” (Line 96-97 III,iii). This leads Othello to question Cassio integrity “Is he not honest?” in which Iago masterfully creates the illusion on doubt by feigning reluctance to answer. Iago pique Othello’s curiosity with his ambiguity and illusion of deception on the matter and causes Othello to shout “Think, my lord? By heaven, thou echo’st me” convincing Othello that Iago knows more about the matter than he is revealing, allowing Iago to freely lie to Othello about what he knows. Iago cleverly plays the indecisiveness messenger alluring Othello’s honest nature into a web of lies and deception. Othello already arising suspicion about the nature of Cassio’s and Desdemona’s relationship, allow him to be so easily pulled into Iago’s fictitious stories.
3.3.310 (p. 228) “What handkerchief?”
Speaker: Emilia

Emilia sees the handkerchief fall and stays to pick it up. She's glad she's found it because it's precious to Desdemona and because, as she says, "My wayward husband hath a hundred times / Woo'd me to steal it" (3.3.292-293). Emilia knows that the handkerchief was Othello's first gift to Desdemona, and that she always keeps it with her, "To kiss and talk to" (3.3.296). Perhaps this is the reason that Emilia hasn't stolen the handkerchief, and even now she means to give it back to Desdemona. Emilia says she will "have the work ta'en out, / And give't Iago" (3.3.296-297). She means that she will have handkerchief copied and give the copy to Iago, even though she has no idea what he wants with it.

However, Emilia doesn't have a chance to carry out her plan. Iago appears and Emilia hopes to please him by telling him about what she has just found. She says, "I have a thing for you" (3.3.301). Iago replies with a nasty joke, but Emilia still wants to please him, and she tells him that she has found Desdemona's handkerchief. Iago immediately tells her to give it to him, and when she asks what he wants with it, he snatches it from her. She protests, "If it be not for some purpose of import, / Give't me again: poor lady, she'll run mad / When she shall lack it" (3.3.316-318). But Iago doesn't give it back. He tells Emilia to keep her mouth shut about it and he sends her away.

The handkerchief symbolizes different things to different characters. Since the handkerchief was the first gift Desdemona received from Othello, she keeps it about her constantly as a symbol of Othello’s love. Iago manipulates the handkerchief so that Othello comes to see it as a symbol of Desdemona herself—her faith and chastity. By taking possession of it, he is able to convert it into evidence of her infidelity. But the handkerchief’s importance to Iago and Desdemona derives from its importance to Othello himself. He tells Desdemona that it was woven by a 200-year-old sibyl, or female prophet, using silk from sacred worms and dye extracted from the hearts of mummified virgins. Othello claims that his mother used it to keep his father faithful to her, so, to him, the handkerchief represents marital fidelity. The pattern of strawberries (dyed with virgins’ blood) on a white background strongly suggests the bloodstains left on the sheets on a virgin’s wedding night, so the handkerchief implicitly suggests a guarantee of virginity as well as fidelity.
3.4.87 (p.246) “I say it is not lost.”
All of this information, especially the gruesome part about "maidens' hearts," has an ominous tone, and Desdemona understands that she could earn his hate by losing the handkerchief. Alarmed, she blurts out, "Then would to God that I had never seen't!" (3.4.77). Othello jumps on this, with "Ha! Wherefore?" (3.4.78). He is asking why she wishes she had never seen the handkerchief, but in such a way that it's more an accusation than a question. Desdemona asks, "Why do you speak so startingly and rash?" (3.4.79). ("Startingly" is a form of the word "start," in the sense of moving suddenly and involuntarily, as when a person is startled by a loud noise.) Othello has lost almost all of his self-control and barks out his words as he asks her if she has lost the handkerchief, if it's gone, if it's misplaced.

Reacting to the intense pressure Othello is putting on her, Desdemona lies. She says, "It is not lost; but what an if it were?" (3.4.83). It's not a big lie. After all, she had it with her earlier, and she's probably thinking that the handkerchief must be around the house somewhere, but it is a lie. Othello knows it is a lie, and therefore believes that he has the final proof that Desdemona is having an affair with Cassio. After this, their conversation turns into a one-sided shouting match. He demands that she find the handkerchief and show it to him. She tells him that he's just trying to avoid the subject of her request to have Cassio restored to his position. Of course, hearing about Cassio again only further enrages Othello, but Desdemona can't know that, since everything went so well during their previous talk about Cassio.

3.3.161 (p.218) “But he that filches from me my good name/Robs me of that which not enriches him/And makes me poor indeed.”
Irony plays an important role in Othello. For example, Othello, a good man, commits a heinous crime. Iago, an evil man, masquerades as an honorable man. In fact, in one of the better known passages in the play, Iago extols honor, saying:

................Good name in man and woman, dear my lord,  
................Is the immediate jewel of their souls: 
................Who steals my purse steals trash . . . 
................But he that filches from me my good name 
................Robs me of that which not enriches him 
................And makes me poor indeed. (3. 3. 180-185)

Filled with what appears to be moral fervor, Iago then proceeds to a glorification of reputation. One might profitably recall Iago's antithetical views on the same subject when he was talking with Cassio earlier. In Act II, Scene 3, Iago told Cassio that "reputation is an idle and most false imposition; oft got without merit, and lost without deserving" (268–270). Here, Iago seemingly holds reputation in the highest esteem; it is the "jewel of [a man's] soul" ("who steals my purse steals trash . . . / But he that filches from me my good name / Robs me of that which not enriches him, / And makes me poor indeed") (156–161).

4.1. 270 (p.271) “He’s that he is.”

We may think it a pity that the noble Othello has acted in such a disgusting way, but Iago, who is without pity, immediately tries to make things even worse for Othello. Lodovico asks if Othello has lost his wits, and Iago insinuates that it's worse than that. Iago answers Lodovico's question by saying, "He's that he is; I may not breathe my censure [opinion]/ What he might be. If what he might he is not, / I would to heaven he were!" (4.1.272). In other words, Othello is what he is, and Iago doesn't want to say if he's lost his wits, but if he hasn't lost his wits, Iago wishes he had, because that's the only possible excuse for what Lodovico has just seen him do.
5.2.218 (p.321) “Zounds, Hold your peace!”

Now, by her repeated use of the term "whore," Emilia is distancing herself not simply from Othello but from the forms of dependency that have characterized her life. It is tempting to see this exchange as an example of her "switching loyalties" from the men in her life to the woman (Desdemona) to whom she owes allegiance, but I think something else is happening here. She is awakening to her duty and loyalty to the truth.
Thus, when Iago tries to quiet her in the last scene of the play with an imprecation, "Zounds, hold your peace (5.2.219)," Emilia responds with "'Twill out, 'twill out! I peace?/ No, I will speak as liberal as the north:/ Let heaven and men and devils, let them all/ All, all, cry shame against me, yet I'll speak (5.2.219-222)."
5.2.300 (p.327) “Demand me nothing. What you know, you know.”

In an eerie parallel to Othello's role as interrogator in act 3, scene 2, Othello asks a last question of Iago:

   Will you, I pray, demand that demi-devil

   Why he hath thus ensnared my soul and body? (5.2.97-8)

Rather than ask Iago directly, Othello employs an indirect request for information, suggesting iconically the distance that now exists between himself and Iago. This question, of course, carries an assertion, that Iago ensnared Othello's soul and body, which many critics have embraced as a true reading of the play. However, in his response to Othello, Iago both challenges the question and refutes the assertion. Iago counters Othello's request for information with his own directive: "Demand me nothing" (5.2.299). On its own this response would indicate Iago's refusal to talk and in turn to explain himself. However, Iago also adds the comment "What you know, you know" (5.2.299). With this statement, Iago puts off Othello's request with the assertion that Othello already knows the answer or knows something else which makes Othello's question irrelevant. One could say that to the very end Iago refuses to speak plainly--that he cannot stop himself from hinting at dark meanings, albeit not so much dark meanings about himself as dark meanings about Othello.

5.2.341 (p.330) “Then must you speak/Of one that loved not wisely but too well.”

This is Othello's swan song: his attempt, before killing himself, to justify having suffocated his blameless wife Desdemona. The solidity of this speech reveals one side of Othello's personality—calm, cool, and collected. But the fact that Othello seems to have recovered from the jealous passion that drove him to murder his wife doesn't ensure his credibility. Some readers, pitying the Moor's anguish, wish to accept his self-judgment—that he may not have loved in the wisest fashion, but he loved very deeply, and that is the reason he was "Perplex'd in the extreme" by groundless charges against Desdemona.

Others, unable to forgive Othello's rash, brutal, and overconfident act, find his justification just another self-delusion. In fact, Othello has shown himself extremely susceptible to jealousy. And it is difficult to accept that his foolish credulousness is compatible with loving his wife too well—he never gave her the benefit of the doubt or any real chance to defend herself.

With these final words, Othello stabs himself in the chest. In this farewell speech, Othello reaffirms his position as a figure who is simultaneously a part of and excluded from Venetian society. The smooth eloquence of the speech and its references to “Arabian trees,” “Aleppo,” and a “malignant and a turbaned Turk” remind us of Othello’s long speech in Act I, scene iii, lines 127–168, and of the tales of adventure and war with which he wooed Desdemona. No longer inarticulate with grief as he was when he cried, “O fool! fool! fool!,” Othello seems to have calmed himself and regained his dignity and, consequently, our respect (V.ii.332). He reminds us once again of his martial prowess, the quality that made him famous in Venice. At the same time, however, by killing himself as he is describing the killing of a Turk, Othello identifies himself with those who pose a military—and, according to some, a psychological—threat to Venice, acknowledging in the most powerful and awful way the fact that he is and will remain very much an outsider. His suicide is a kind of martyrdom, a last act of service to the state, as he kills the only foe he has left to conquer: himself.

Othello then goes on to describe the circumstances through which he was deceived. He instructs Lodovico, “Then must you speak / Of one that loved not wisely, but too well; / Of one not easily jealous, but being wrought / Perplexed in the extreme.” With these lines, Othello reviews the play’s dramatic arc. At the beginning of the play, he is a hero, proud, dignified and noble in spirit. His fall is engineered by forces outside his control—the machinations of the cunning villain, Iago, who preys on the baser nature common to all people. Othello condemns his own actions as unwise but motivated by a positive force, further reinforcing the archetype of a tragic hero.

