y "

. L *’ » . -
"CANADIAN THESES, ON MICROFICHE
a . - "
L 1.S.B.N
« “ A ‘ N N ! Al . g ’ ¢ ¥
'[HESES CANADIENNES SUR MICROFICHE . ‘ .
. . ", o 5 0 - ’
- . B - - S
o ¥
l * National Library of Canada - Btbéothéque nationale du Canada . N
Collections Development Branch Duection du développement des collections
v ‘J . - - z
o Ca¥dian“Theses on - .« Service des théses canadiennés
~ Microfiche Service ~ sur microfiche . ,
Ottawa, Canada . : . v
« KTA ON4 S 3 -
4 * 5 3 1‘ .
-y ) ~ .
NOTICE . - -w AVIS

The quality -of this microfiche is heavily dependent®

upon the quality.of the original thesis submitted for

\ microfil'_ming. Every effort Has been made to ensure

the highest quality of reproduction possible.

If pages are mlssmg, contact the unlversmy which
granted the degree, ’

Some pages may have indistinct print especially
" if the original pages were typed with a poor typewriter
ribbon or if the university sent us a poor photocopy

Previously copyrighted materials {journal articles,

published tests, etc.) are not filmed. :

-
s

Reproduction in full or in part of this film is gov-

erned by the Canadian Copyright Act, R.S.C. 1970,
¢. C-30. Piease read the authorization forms which
accompany this thess.

*"THIS DISSERTATION
HAS BEEN MICROFILMED
*  EXACTLY AS RECEIVED
' , . 3

4

NL-339 (r. 87/qé)

]

La qualité de cette microfiche #épend grandement de
“la qualité de’ la thése sourhjse au microfilmage. Nous
avons tout fait pour assurer une qualité super/eure

de reproduction.

S'il manque des pages, veuillez commumquer‘
avec l'université qui a conféré le grade,

La qualité d'impression de certaines pages peut
faisser & désirer, surtout si les pages originales ont été
dactylographiées & laide d'un’ruban usé ou si I'uni
sité nous a fait parveniriune photocopie de mauva|se
qualité. -

*Les documents qui’ font déja I‘objet d’un droit

- d’auteur (articles de revue, examens publiés, etc.) ne

sont pas microfilmés‘

La reproduction méme partielle de ce microfilm
est soumise & la Loi canadienne suf /le droit d’auteur,
SRC 1970 c. C-30. Veuillez prendre conithissance des.

~ formules d’autorisation qui accompagnent cette thése.

4 s

o
i

. LA THESE A ETE ' - g
MICROFILMEE TELLE QUE
NOUS L'’AVONS RECUE

-

° Canadi



o

s

] ' -
. . L
4 s .
*
L]
: \
s
¥ ¥ - »
. . .
A A - L]
L] ) - '!
1 -
“ J ° ’ - N
° - - .
< - : . OO
«
o ’ . o 77
1 ’ s ° & -
° . / . £ A
- : of N L]
. .
L) v
. CL - .
. . A N
A “
¢ . . T
1 s o~ IS ~
-
A € .
1 . .
b4 . o .
) ! " i
¢ *
7 s, ¢
- Faces of Death on the Renaissanée Stage
. -
- hl
“ v ] BY *
¢ ‘ -
' . ©Rick Bowers N
- ' ‘\l .
.
L ! v &n
H . .
o . g L2
q ¢ -
. . . .
o - v
. »*
.
» .
» * o
* 103 B
. , .
z . ~ N .
L)
. ; .
A4
{1 i .
.f

Submitted in partial Ffulfillment of ,the réqu;rements

for the Degree of Doctor of Philosophy

L
-
.

at Dalhousie University,

) ~ ,
Au?ust 10, 1984

D ~ o

ae



A

»

-

Abstract ., .

* Abbreviations

*

Chapter I.

. - .
.

«

. Chapter II,

P

4

Chapte} IIE.,

gChapt‘:er Iv.

4

Chapter V. e
] -

B

Chapter VI. -*

Chapter VII-
L1

- - -

¥
P |

. -
~

"Goddys Masangere":
Tradjitions of Drama .

4

*

A

Marlowe and the”Ugly Monstex Death .

~

The Skeletal Grin in Marston and Tourneur, .

-

Death s, Heads and Flowerpots' Mortallty in
John Webster .

Beauty Hates Death: Mlddleton and

¢

-

Domestic Tragedy .-

» .
. -

Ed

x

-

@

.

ﬁeanh and the Medieval

»

.

»

Death, Disorder, and Hallucination iq Macbeth .

3

John Ford and the Sleep of Death .

-

-«

Conclusion: The Many Faces of Death

Nptes . . .

-

-

.

%

e

170 «

227

270

316

324

359

N



. to be made along the way: domestic tragedy retaiﬁs the homiletic aim of

. . Abstract . ~

- 1
-
« -

»  Bodies lltt;r the stage in Renaissance tragedy. Bué, mnre_than'
luraid sensaf;onallsm-—éhe textbook "tragedy of blogd" appellation-- o
deaths, on the Renaigsance stage, enhance moral awareness, force
philosophical questions about Fhe nature of existence, and refine
crltlcal,atfltugeéf ¢The ¢bject of this thesis ig to study the
significance of de;th~1n selected plays by the best tragic dramatists
of “the Elizabethan/Jacobean age. T ) ‘

. The only full-length study of the subject remains Theodoré Spencer's

2 . .
pDeath” and Elizabethan Tragedy: A Study of Convention and Opinion in the-

Elizabethan Drama (1936; rpt. New York: Pageant, 1960). As might be

. M »
expected in 1936, Spencer's approach depended on realistic expectations
. ;

about Renaissance drama and the standard assumptions of literary history.

. In ths near half century since, such intellectual challenges as the

Theatre of the Absu?d and the New Criticism bave changed the way ¢ritics
think and write %bout drama. My approach, supported where ne?essary by
literary and theatrigal scholarship, is primarily apalytical. My.
concern throughout is the éexture of death in Renaissance tragedy, and
the moral enigmaé presented there.

The opening chapter of Phe dissertation sets out the medieval’ )
tMgditions of paraliturgicgf éséhatqloéy and_egriy moral pkays. DBeath ‘a
itself provides the matrix for &ritical readiﬁbé of some fifteen

Eragedies including Doctor Faustus, The ReVenger's Trégédy, The Duchess

of Malfi, and The Broken Heart. , The 1ahgyage, atmosphere, and drama of
death grow into the powerful monétrosft; of ﬁariowe, the'grotesqﬁe .
irony of Margton and Tourneur, .the cryptic awareness of Webster, the
sensuailpathos of Ford. As well, there are man§ q;itical comparisoﬁz .
the earlier moralities; the soul, devalue§ in Middletonfs'dramaturgy,
dies before our eyes in Macbeth. The tragic dramatists know thaé death
touches at the very heart oé man's definitiog, and use it as’the .

deepest symbol of human inevitability.
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» [} Chapter I
"Goddys Masangere!: *Deatlr &ndffgé

- Medieval Tfadltions.of Drama

. . . . ’ . ) N 4 ® .
- N
Man's encounter with death is ah inherently dramatic evént.' We
<
ritualize it, mythologize'iﬁ, held it up as penitential example and, yes,

.

o dramatize it with loving seriousness. Death is a universal provoker of

truth--and has been, ever since man could form the existential question:

given the inevitability of death, how am I to act? And how man acts in

the face of death seemed to pose a real problem'to the éarly religious -

- N LY
drama, in which death made frequent allegorical appearances:

v -
-

I am deth gpddys masangere
All myghty god hath sent me here .
yon lordeyn to Sle with-owtyn dwere t
#or his wykkyd werkynge.
, s . {"The Death of Herod,"

- Coventry, 11. 177-80) S

‘

L .
. I am Dethe.that no man dredeth--

For every man I reste-—and no man. spareth. 7
i TN (Everynian, 11. 115-116)

RN

- et ©
Such first-person announcements would have been problematic for the

/ secular Renaissance stage in England, and seem quaintly extraneous to

// modern‘man's heightened self-consciousness. It is difficult to feax the

overt. But it is in death; and in the attendant feeling of doomed -
o

reality, that tragedy begins. In this oﬁening chapter, I intend to set

]
out some Christian perspectives on death through scripture, penitential

“ .

3 1

o B Sa
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Jliterature, and the evolving religioys drama of the Midhlg Ages. The

. .

Sy [}

ritual known,éf the Dance of*beath grg@s}but of this extra-ecclesiastical
. L a AL

context and, with its cryp;;f erses and pattetned action, demonstrates

effects that are well on the w - toward fully realized tragic drama. ‘

In the medieval world, death inspires the imagination with fear and

@

“

remembrance. As a preaching tool, it can affeot an audience in the R

deepest ﬁe;sonal manner. Looking into the darkness of his‘mortqrity,

L]

man finds a hapless truth about himself that both ennobles and disgusts;

Pope Innocent III used death for just'thls effect in his enormously

’

: .
influential treatise De Contemptu Mundi. The argument Maintains

-

St.vAugustine“s ascetic rejection of life in the flesh in favor of

spiritual glorification. This mor¥ified scholasticism was of extreme
2 :

«

importance to the medieval mind which, in an age of faith, saw death as

- .-

the last consequence of a lifé 6f defining sin. As a result, dedth was

. [ EY - . o M

lin@é@-direétly to judgment, wher? men and their doings would appear in
their %rue light and earthly -deception would be impossible.
Meditation.on‘the four "last things"—-éeath, judgment, heaven, hgii
--was the proper attitude of piety for the human mind. Contemplation of
death helped elevate‘the spirii[ By cbmparison, this tr?nsito;y world of
flesh was only fit for scorn, and the chasteﬁing symbol éf death proved
the uselessness of yorldly impulse. JIndeed, early English ecc;esigstical

tracts with expressive titles like Ayenbite of Inwit, The Pricke of

" . s
" Ed

Conscience, and The Craft of Deyiﬁg passed into popular undeistanding

as the Middle Ages registered its cry of "memento mori!" t& posterity.
The resultant possibilities were as extreme as medieval reality:itself:

the black terror of hell on the one hand, the golden apotheosis of

heaven on the other, aﬁd the nebulous area of murgatory as academic

>

. t ™
P N ’
’ "

=
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. process between §lory and dammation. .

' .
The ritual surrounding death refine4 emotion and understan%ing in a
. -t O ) X
truly striking manner: there is fntense,seriousness, truth, realization.

.

gPrama grows out of such ritual, as ‘in{the burial of William Marshal--

] .
“

Regent of England in the‘time of Henry III and secret member of the-

.

Knights Templar——wha gave express (and somewhat hereticél) directions to

be wrapped in his Templar's robes on his deathbed. Similarly John Donne,

four hundred years later, would pose in his burial shroud for thé.
preliminary sketches of ‘a death effigy. Both men saw themselves as

.performing final truths, as settling accounts before making that final

N [y

anﬁ ultimate change of ro]_e.3 And what could be.more }%ikly truthful

ox unabashedly theatrical than the ﬁbiquitous medieval ic nography of

A
death? Where the decay of degath is not actually, celebrated, the fame of ™

{ife is prominently remgmbered. In the tomb of Williaﬁ Longespée
(c. 1230-40) at Salf%bury Cathedral, the conventional figuféigf the
eternally résting knight is laid amidst.martial finery, its head gently
inclined to one sid;. At Dorchester in Oxfordshire, an unknown knight

. .

of the later thirteenth Gentury is remembered by an effigy that depicts -
him forever in The act of drawing his sword. The most cursory view of

medieval tomb effigies reveéals a plethora of contemplative and allegorical

A
postures: -praying hands (in England usually lopped off because of later

ethical aversion to drama in the period 1642:60), genuflections, and ";

- . -

book-readings. Often there is a dramatic foresHortening, as in the two-
tiered tomb of Alice, Duchess of Suffofk, at Ewelme. ' On the upper level
this “granddaughter of Chaucer is cast in lo;}ng detail,, her features
(almost §prely a portrait) cbmposeé in an attitude of pféyér. On the

lower tier, however, a cadaver is carved, graphically depicting the *dead

- » ~

» »
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one's state of‘decomposition.4 an emphasis on physical rot and decay is

conventional for tfis period, but none is‘more dragatic than the effect

struock by,the tomb of R%,é ;f Chalons: a partially éecomposed skeleton

4 »

stands holdlng his heart aloft in an attitude of gddress approprlate to
“x .

.~

Hamlet or Vindice!5 . . s y .

- » s

« A deep sense’ of mortality %ervaded ethical thouglit ,in the Middle
Ages.and it, in turn, informed art and expression. The tradiEiOns‘

. - - - s

expanded themselves put of Christian asceticishi, where meditation on

death was clearly the most widely used ana~intensely éEltivated means to

self-knowledge. Rigorous self-examination'tended to élorify spirituaiity

by personal mortification, and this extreme awareness led man to timeless’

verities  that cut through the vanity gnd mutability of earthly
» ]

existence. The essential truth for mankind lay in the memento ﬁbri of

v

Y

the ascetic orders, and their .meditational method seems to have been

bopularly appropriated to raise a tireless chorus of the comménpféceg'bf
% . - .
mortality: "In the midst of life we are in death," "As I am, so shﬁil

you'be." Johan Huizinga is lucid on this point: - A .

All that the meditations an death of- the monks of yore had
vproduced, was now condensed into a very primitive image. This
-vivid image, continually impressed upon all minds, had hardly
assimilated more than a single element of the gredt complex of
ideas relating to death, namely, the sense of the perishable
nature of all things. It would seem, at times, as if the soul
of the deelining M%ddle Ages only succeeded in seelng death *

under this aspect.

' ~

While it is easy to exaggerate death as a preoccupapion of the Middle
y
Ages, the conception @& man as mere "food for worms" was int?nge; and
1 ! )
" Theodore Spencer saw tMs feeling expressing itself, in past, in

.

heightened realism ih medieval objects of devotion.7 Instead of merely

‘3
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-
, espousing doctrine, 'religious &rt, in its new realism, demanded emotional
I3 v - °
v . response. The medieval mifd responded by relishing thé vivid detail of
. > A :

. (%]

- - s .
, Christ's suffering and death in  a. vicarious manner. Indeed the

] , ’ ‘ Franciscan and Doﬁ%nican orders, which began during this period, saw >
« . imitation Of:Sprisi's deprivation and s%ffering ;s their verydifpetuss : e &
‘} ‘This austerity, CQupi%ﬁghith its emotional basis,:imbued the pé;}od with © - i
. . ; a deeply felt %elfmcbﬁsc;ousngss, and the common mind with a submissive :Q )

. . ) t . 4
acceptance of worldly decay and mufability. Huizinga ascribed a great
L3

t deal of the medieval attitude to a popular ‘notion of .the time which’ held

3

5

. that the bodies Gf somg saints had never Hecayed. By comparisoh; sinful

- 4 -~
. & e
man held his mortal droséness in, contempt, as,"a kind of spasmodic
., ' i . s
2 * . ) 8
\ +, reagtion against an excessive sensuality." ’
r

-

. 4
. 3 4
- The 0Old Testament has plenty of ‘precedents ‘for an Attitude of

. e
- - ~ \ 3

) & .
corruption and decay, though, in the New Testament,” the ancient Hebrew

+ mortalism was eventually replaced by theé Greek céncept of immortality. }
The medieval mind seemed to cherish the religious extremes of each

N -
,

¢ ’ " example. The Hebrew people accepted a death which they believed was

- »

conférred upon them by a God of-ineffable p&wer. As all things in

- v

" -

. nature died, so did they; yet the pébpie as a whole survived, and there

””

waé no que§kioning the divine plan for the tribe. But the collective .
e A 7
good and survival ethic of Jewish theology, where man is a part of i
4 -
‘- . nature's process, was modified by the personal salvation ,0f Christian

*

" teachiﬁb which refined the dust-to-dust formula of Ecclesjastes. While

.
. - .

?ncient Hebrew philosophers were men of nature and tribal lore; the. New 3

v

Testament apostles were optimi%tic proponents of idealié@'and personal
immortality. The Greek philosophers were more conceptual and academic--

men of thé city, in fact--and the New Testament epistles ate written to X

~ *

' - vo. o
#* »F_ ‘ ﬁﬁ ’ .



men in cities. The gentle cynicism of historical experience that

v

prevails in the 01ld Testament yielded to-a faith in the New Testament
that was joyoﬁs in its discovery of salvation. But, while the fFudal-

. ‘ |
bias of the medieval mind most certainly accepted the New Testa#ent-

‘ |
message of faith, it looked back with nostalgia to the ancient purity of

the Hebreq tribes in all their forbidding physicality. Faith Was now a

matter of isolated self-consciousness, and death an intensely grivate

expcerience--as seen in the personal conversion of St. Paul, and in the
- '

.

.

lonely suffering of Jesus. One may be identified as a brother in Christ,

but immortality is strictly dne's own immortality. Such jealoys desire

-

for personal immortality, set against clear 0ld Testament statements of
’f £ )
bodily corruption, combined for horrific effect 'in tHe religious self-

.

.consciousness, dogma, and apprehension of medieval Europe.
® ’ .

As a result, man's attitude ta death undergoes a massive shift in

focus that redefines his very being. Death is no longer accepted as a

L

biological harmony with human life, but en&aged as a mystery of the

°

eternal--and a fearful one at that. For the Christian, death takes on

Y

broad metaphorical connotatigns; and Isloyd Bailey sr. notés, "Mortality,

“within this larger sphere of 'death', is thus not ultimately an
acceéptable manifestation of the Creator's will and wisdom, but an
intrusion into and perversion of his will,” citing St. Paul in support of
his viey: "For he [Christ] must reign, $ill he hath put all enemies
under his feet. / The last enemy that shall be destroyed is death”

(1 Corinthians 15:25-26).9 So death is givén a character nofe, is made
into the great antagoniétj Man is.eépecteé to follow Christ's exampbbe,
because moréality is a ﬁqﬁrbr to be ultimately overcome, gere.is dramafic
conflict allowing tragic possibilities, where b;fore there &ag only‘

"

) . Y

~ \ *
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instinctual acceptance of a ‘teleology beyond man's comprehension. Little

.
v

wonder that, the-Gospels and Epistles emphasize and explicate CBrLsth

’ ‘

déath_to the extent they do. The knowledge of Christ's resurrection

-

empowers the Christian td act, to cﬁaracterize himself, to "walk in

»

a
~q

newness of life" (Romans 6:4). In short, man himself is given a
. ‘ , L8
character note: a participatory identity in the drama of life.

S

tFohan Hulzinga argues that man's cultural existence is fundamentally

-
L)

dramaticlo——and the action of death must clearly be of utmost importagﬁe

'

to that existence. As a personified character, howeyer, Death as sihwle
LA '
enemy became Death as the messenger of God-4the incontrovertible masé%r

B ' -

of reality. Thé Hundred Years' War dragged on in sporadic but often

. i ’
savage combat, infant survival was low; and the ravages of plague swept

.

medieval Europe with"gruesome‘finality. The horrible familiarity with .
~

.

death, both on the battlefield or "safe'. dt home, made prayer fé; %

deliverance the only &nswer. The territorial conflicts of feudal lords

and mona;chs were little more comprehensible than tle medilcal mysteries

\

underlying the ravages of plague.- Man_fgit themselves .to ﬁe‘somehowl
» '. ’ @ N ™\

morally repreliensible; that the pestilence was some form of mysterious

3 . 4

’ [

punishment from above, even though a grotesguely coincidental poem of

; -
. ) * A
. L)

the périod, the di'dactic® Ratis Raving, endeavored to descxibe the seven
N ——!—-—-t—-———-———-p—-—— ’ L]

ES y

,stageé of man's life with deathly lucidity. Robert Henrysoﬁ‘s YAne

o « . I “ 13

Prayer for the Pest" expressed convent}onal remorse in colorful language:

'Haif rewth, lord, of thyn awin similitude, _
Punis with pety and nocht with violens;
We knaw it is for our ingratitude
That we ar punist with this pestillens.
(11. 45-48) 11 y

* Death on such a massive scale made man ani active--if unwilling-~ .

3
»

’ [ o ’

® ’ .

l
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i
. participant, and the most vivid symbol of this deathly interaction is

*
-

the curiously appealing Dance of beath. Xnown in Germany as "Totentanz,"
-

[}

. in Ffance as "La Danse de Morts,'"this strange mqtif gained pobuiarity as

3 “

S ;“:ghe'"Danse Macabre" in England, translated by the fifteenth-century mo@k,

.

3

John Lydgate. Originally, the French vefses accompanied ‘a graphic

5, ' N
/
i ., : depigtion of dancing skeletons and living partners on the cloister wall
. » 8 -
P . : .12 o
~ of»the Church of the Holy Innogents in Paris. But it is a dance of

. $

"Death," rather than of "the dead," as Death, variously represented, bids

K

“ each character to dance away worldly pomp, ambition, and worry with
singular assuredness. Every stratum of society is included, from the
. ~ »
- Pope down to the ignorant poor man, and each character accepts the

s invitation, The dramatfc context. is grimly clear: ubiquitous death comes
" . ‘ » »
dispassionately to all, regardless of situation, persgnal h&story, ox

social class. )

o The motif seems to'be an expansion of the legend of the Three

Living and the Three Dead, where threg (often noble) huntsmen, in the
¢ ' LY .
farthest reaches of the forest, encounter their own future corpses and

N w . 0

. receive a lecture on the vanity of worldly hopeé and amitions. This is
a stock feature of medieval sermons. The &%all to penitence is

/ concomitant with the memento mori, and the Dance of Death enactment is

* ]

a mere extrapolg}ion. Indeed, historical accounts and reconstructions

Q

can 13, : .
: of "choreomania" aSLde,l it seems certain that the para-ectlesiastical

nature of the Dance of Death was peculiarly suited to the death-obsessed

[

spirit of the age. Such a spirit caused Douglas’Gray to wonder if

: N "homilists and moralkists were, or felt, forced to find novel, even

. . . . 14 . .
melodramatic, ways of arousing penitence and emotion.™ Likewise,
Ernst Moritz Manasse states "It is as though the increased interest in
N " .-y, «



. . LI 9

.

the affairs &f the 'world,} which is a characggristic of tHis period,
. {
made people sense more intensely what violgpce tﬁey must suffer from
S, 15 ’ , ‘ .
Death." Certainly one of the most lucid of The Canterbury Tales, the
‘ - ' ’ ‘

Pardgner's Tale, is a clever,reworking of the legend of the 'Three Dead--

S

"For, lewedfﬁeople loven-tales old" (1. -437)--and it very nearly succeeds
1 i ] o

in its fraudulent.attempt to stir the penitential almsgiving of the

4

. -
pilgrims.16 But where death is used as a penitential weapon, there #s.

little room ‘for emotional complexity or compassicnate undexstanding.
+ ’ ’ "(
The Host's unsophisticated and %iteralistic reaction to the Doctor's *
. .

e

tale of Apius and Virginia--

I seye al day that men may see ,

That yiftes of Fortune and of Nature | - o "
Been cause of deeth to many a creature--
. - . (11. 294-96) L

makes him an easy mark for the beguiling Pardoner. There are many
variations on the sermonist's thme, but they all emphasize a basic
. tragic sense: piéy for the death of othe}s, fear for the death of onestlf.
It seems paradoxical that *this periocd, ever conscious of Christ's
symbolic tfiumph over death, should wi;H to enact so vividly death's
triumph over man. Yet the Pance of Death is in conformity with the
macabre imagination that inspired the gruesome burial effigies so common
> to this period. There is ,an element of acquiescence and weird
‘celebration in the Dance of Death: grinning‘skel;ton;, their comic
angular posgs, their ludicrous insistence on dancing. Knowledge'of
physiology had, advanced to the point where ghe skeleton had become the
concrete and\ugiéérsél symbof for déath—;a symbol grotesquely, ‘ttaéped

A
to man's own living experience instead of the insubstantial agd
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imaginative wraithlike figures -of earlier times. as' symbol, then, it,
*
4
struck the mind of medieval man with a.powerful urgency that bypassed
socilal, économic; and political lines. The Pardon‘chqrchyard of

§t. Paul's Cathedral had a Dance of Death similar to the one in Paris,
and'Lydgate, having visited there, tock it upon himself to supply English a

verses;'“Td'trpﬁslatyn‘al . Qute of tge frensshe /vmachabrgs daunce"

-~ LY
P v » o

(11. 23-24).%8 o R

] : A
In his "translator's" preface, Lydghte sets the didactic ‘tone--"This
]

worlde / i% but a pilerimage"; (1. 37)-~before setting out the responsive

dialogue of His poem. Each character’'speaks for his own social class,
. L -

with the exception of -"Maistir John RiKele / some tyme Tregetour . Of

noble ‘Harry / kynge of Enge 5ﬁé" li. 513-514)" Biograpﬂical thecries

abound, but I think the cur

- 4 .

us _#nclusioh of Henry V's jester cum

*

‘troubadour acts as a timeless reminder of the premature haste'every age

“
4 L]

takes in heaping immortality on its popular performers. Lydgate also
#

deviates from the French original by adding a princess as well as a

N -

’ cryptic concluding character called "Machabre the doctour" who draws the

.-
.
«

D
morals .

Man is not ellis / platly for to thipke -

But as a winde / wicheg, is transitofie,- ’ N

Passinge ay forthe / whither he wake or winke - °

Towarde this daunce / have this in mehorie -

Remembringe ay / ther is no bet victorie -

In this life here / than fle synne at the leste -

Than shul ye regne / in paradys with glorie -

Happy ig he / that maketh in hevene his feste - L
( 'gll. 641-48)

Lydgaﬁe misunderstood "Machabre” to be the name of the poem's original

"

author, and the English word "macabre? (admitted by the O.E.D?\to be of

]

doubtful origin)‘has been connected with the Dance of Death ever since.l9

.
‘\/7 5 R
. ) .
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« “Death in the Middle Ages;wéEJhﬁch more, pubL{;\tﬁan now, something
L : ) Mg .

. # . ; i
more like a daily occurrence than a modern‘medical mistake. Death-carts

\
L4

for plague victims, and continual--often multiple—-burials were a plain
¥ \ © Y M "‘
and public feature of life. The Dance of Death, as a result, secms due
.o &
i part to death's upiversal unpredictability and to the equally

aibitrary survival of life. Joy and terror, pity and relief entwined as
. v H 4 -

harsh obposites with no specifically religious function other than to

.. * : '

announce and enact depth's defining chlaracteristics ¢n an inevitable, if
A

y s -

- s K
somewhat gruesome, dance. This social reaction was legitimized by the

*
-

. . i
belief that pestilence was, God's punishment, and death the messenger'

]

>

° that bruited it abroad. Indeed,.the first stanza of Lyggate's preface
s g ' ’

N ’ 3
to The Dance Macabre is as much a reminder of plague as a deathly call

-

4 ‘ »
b L]

for repentance: o ; <
. -4
0 vee folkes / harde hertid as a stone - | .
‘8 Wich to the worlde / have al your advertence
G Liche as it shulde /:last evere in oone - . .

- Where is your witt / wher is your prudenﬁe
To se aforn / the sodeine violende
Of cruel dethe / that be so wis and sage -* ) )
Whiche sleeth allas / by stroke of pestilence .
Bothe yong and olde /“f lowe & hy parage - '
< ' (11.1-8) '
- .

The medieval éreoccupation with death might equally be seen as a
ot R
“gruesome familiarity impossible to comprehend in a safer and less ascetic

.
* 1

time. Because of this, E.P, Hammond's allegations of "dull sense

' -

» ¥

perceptions" and "low creative power" in the age is an illegitimate reading

of nineteenth-century mores into a cempletely different esthetic.20 Such

.

adverse conceptions steﬁ?from a prejudice that usually sees the Middle

-

Ages as a period of ignorance and barbarism. Yet the intellectual

generosity of a Christian humanist like Sir Thomas More could guité L)

]
-

[l
Vid
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easlily grasp the sober effic§cy of the Dance of Death: |, “ :
» -~ » 1 \ -a ‘ ‘: v °
‘ * to- * - ' . - i
What profit and commodity cometh unto man's soul by the
" meditation of death is not only marked of (i.'e. cbserved in)

the ‘chosen people of God, but also of such™4s werée the best
sort among gentiles and paynims. For some of the“old famotis !
philosophers when ‘they were demanded what Ffaculty philosdphy

,ﬂl was, angwered that it was the meditatien or exercise of death.
For like as death maketh a severance of the body and the soul,
when they by‘course of nature must needs déﬁért asunder, so
(said they) doth the study of philosophy labour to sever the

, . soul from‘(he love and affectionsiof the “Yody whilke they be
of the Dance of Peath pictured in Pauldg,/jas we shall feel
ourselves stirred and altered by the feeling of that )
imagination in'our hearts. And no maryel. For these pictures
express only the figure of dead,, bony bedies, bitten away the

. together. . . . We were never so greatly moved by the beholding

., flesh;which .though it be ugly to behold, yet neither the light

thereof nor the sight of all the dead heads in the charnel

house, nor the apparition of a very -ghost, is half so grisly
..

as the deep conceived fantasy of death jn hiszﬁq;ure, by the
lively imagination graven in thine own heart. ’

el

A + !

Protestant reform slowly eroded the grisly verities of the Catholic,

world, only to introduce conceptﬁalized hogsérs of its own like
predestined damnation and complete personal égfponéibilfty. This neo~

asceticism only helped return man to his deepest impressions about death,

however{ and to the "last things" as the ultimate dramatic tension in an

»

emerging world of material preferment. This is the-grotesque tragic

“
@

irony that comes in for suéh scyupulous treatment in the later drama of

. ]

Webster, Marston, and Tourneur: an enduring milieu of macabre festivity

-

couples with skeletal iconography in ghastly plots of murder that
register tragic effect. The gravediggers, along with Yorick's

insparational skull, maintain this intense irony in Hamlet. Here,

however, G.R. Owst noté!lan eariy‘sense of doom and, genuine tragic

feeling in the sermons o

. 2

[

he celebrated Dominican preacher John Bromyard:

)]

-
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Bromyard . . . contrasts the staté of him who once "was strong
as a boxér, who Wwas wont to fight, td Smlte, to leap, to raise
the hand in dances and sing ‘loudly dilties of lnordlnaté love"
s w1th that of the same’ man, now scarcely able to move his feet
at the call of nature, lift hands tO‘fEEd himself, drive away

» -
. “ the flies' from his mouthé or eveh turn from slde to side in’
v . his own Bed of weakness. ) < . . . *
& «y
- - - :' . X' - ' - ) ' = .

- -, ‘i‘ . ’ ~ rin
The striking contraft needs no comment other than reiteration of the
2

* ¢ .
. - * medieval concept of death as a reléase foom a life of sinful dross, as a
1 L ¥ ‘4
heroic desire for expiation. Such graphic sermonizing, with its” attendant, -

- . »

~ , promise of reward, r®inforted the early devotional drama and }ts majorr
4 . l‘ [ >
v penitential truth~-inexorable death. . : . ».t v
L] . 3 X - s s
[y - L o
vt ' M .n ' 1)
. L ‘ ’ : . ; "
The earliest church drama had a specifically religious function ‘
. Mhich.grew out of the’liturgy and into the Corpus Christi cycle of

2 [y
4 .

indigenous,English drama. Death, witHin this early drama, enjoys a .

3 . N
#%ully realized allegorical roleé--and an extremely theatrical one at that.

As' K.S. Block noted in her, introduction to the Ludus Coventriae, "The

G}

.

y e 4 a
most dramatic passage in the series is,.perhaps, the unnoted entrancée of

9

-

Death in the midst,of the revelry of Herod and his knights.“23 During
L4

Herod's celeﬁration of éﬁ% massacre of the innocents, "Mors" slinks in

and raucously exclaims: "Ow I herde a page make preysyng of pride” .
. ] *

(*Death rof Herod;" 1. 168). Confronted with death, Herod the king is

. . 4
merely a page; and Mors, hav;ng declared himself "god%;gjmasangere" <;,)

(1. 177), descants on the nature of his own conquering power:

v " v .

st ) I am sent fro god &tH is my* name
‘ All thynge that is on grownd'I welde at my wylle '
both man and beste and byrdys wylde and tame
Whan that I come them to . with deth I do them kylle.
. . (11, 181~84) . .



»

The languabe s convéntionalized but powerful, xcmlnlscent of Death's

I

unperturbed assuredness in the Dance of Death » And Death himself

«
o

concludes the“"Death Herod" play in terms thit evoke the same grlm

~ o ¥ ‘ - -
r‘pathozs as medleval funerqu sculpture: . 5 ‘ -y
. - N ~ LR ¥
Amonges warmys ‘as I yow telle T *
Undyr the erth shul ye dwelle S .
and thei shul Etyn both flesch and felle :
. . * As thei have don me.’, ' y

. \ J11. 281-84) .
< S [ . ‘: ° i ) ) B - » - ,

& . L.
The archetypal “dead man" in Christian tradition s Lazarus, and
& - ' .
. . R )

» the dn%erp;etations of his gtory in thé mystery cycles present some new

o . - LN

©

aspectg of death. First, there is no allegorical characterization of

death, though the.mourning sisters and the many comforters often bewail

-

its effect. Secondly, thé\geath—to~life miracle of Lazagxus prefigures

b .
Christ's own death and resurrection, as well as the resurrection and
\

"

final judgment of all men. K@lve even uses the Lazarus story as an

3

exenplar of the figural interpretation of the cycle as a whole: "A figure
) cor

(Lazar¥s) is fulfilled (by the Resurrection of Christj and this becocmes
. N v
L] 24 L )

itself a figure (for the general resurreétién before Doomsday)." It is .

significant too that the raising of Trazarus is the only miracle of

Christ's ministry to be presente% a; a pageant on its own, and Rosemary

A

Woolf's point' is well-taken: b . R

t surpasses in strangeness and power the healing of the Jblind
and the lame, .and touches the imagination more forcibly than
the other miraculous restoratlcns tor 1ife which took place more
instantly after death. Eould therefore be taken to stand
for all Christ's mlracles

R -

, .
Again death's'power as universal penitential tool is emphasized. The

. ] ) .
lacéwof an actual "figure" of death only adds mystery to the fascination

<

o
.

1 o’ ‘( i *
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of the miracle--here is a man who entered into the finality of death;

and yet he returned to live among men again! «

The story, however, undergoes markedlf differemt treatment in the

Coventry and Townaley cycles. Lazarus,' in the Ludus Coventriae, simply

drops off, leaving Martha and Mary to face publkic rebuke for their
. ¢

- -

uncontained grief. But Jesus, at his arrival, shows tears to be the

- >

appropriate response. He then‘dramatlcally calls forth Lazarus, and
L3 .

» -~ ¢ ’ . ’ - ]

concludes the pageant in rather pedestrian fashion by overt explication

.
)

of 1ts prefigural content:

Now I have shewyd in opyn syght *
of my godhed the gret glorye ’
to-ward my passyon I wyl me dyght
the tyme is‘nere that I must deye
For all mankynde his sowle to bye.
‘ (11, 449-53) ,

.
W !

The Towneley "Lazarus” has more impact. In a play less than half the -«
length of the Coventry pageant, Lazarus is dead at the outset. This

clever foreshortening focuses attention immediately and solely upon

’

*
death. Jesus again commands him to arise, and Lazarus does so to deliver

a,monologue that, while it assembles the typical tags of decay, far

surpasses meditational convention in its effect:

"
LY

And let me be youre boke,
youre sampill take by me;
Fro dede you cleke in cloke,
Sich shall ye all be. .
"Under the erthe ye shall / thus carefully then cowche;
The royfe of youre hall / youre nakyd nose shall towche;
Nawther great ne’ small / To you will knele ne crowche;
' A shete shall be youre pall / sich-todys shall Pe youre nowche;
Todys shall you dere, .
Feyndys will you fere,
- youre flesh that fare was here !
Thus rufully shall rotej;

. ' (, ) '
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t In stede of fare colore
sich bandyg shall binde youre throte.
. (11. 12i-44)26 y oo

I’

Lazarus figuratively takes his hearers back inside the éaske?/with

’

him, in this excerpt from a sermon that makes up over half the Eéwneley

play. The Dance of Death disregard®for class or beauty is evident, as

is the dire inevitability in Lazarus' deathly tone. Using himself as

ekample, he points to his own empty eye orbits (1. 148)--convincing -

theatrical makeup is necessary-—and, still wrapped in his winding sheet,

strikes a pose similar to that of Death itSelf: a pose pictured on the

4

south wall of the Lady Chapel, Salisbury Cathedral.27 The shrouded

figure pictured there addresses a young gallant and points meaningfully

-

at somé dead bodies, whose graves are represented by coffins or boxes.

-

These stage properties were uséd in*the mystery plays as well--much more

>

effective dramatically than an imagined hole in the ground. Compare

this powerful dramaturgy, along with the Towneley Lazarus' language of

»

#
decay, to the Coventry Lazarus' simple acquiescence:
i @
Y

My wynde is stoppyd gon is my breth
And deth is come to make myn ende w
to god in hevyn my sowWwle I gweth
Farwell systeryn for hens I wende. ..
. (11. 105-108) y .

By contrast, the sense of ipnexorable ruin in the Towneley play approaches

the tragic ig its concrete,pérsonal, and unwavering expression, and in
- .
its.powerful feeling of loss. While grief overcdme i1s the main topic of

-
]

the Coventry~pageant, a striking note of tragic possibility comes near

the conclusion of the,Townelé?'play,.and is spoken by Lazarus himself:

'
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©L e - amende th&, man, whils thou art hpre, PR
" Agané thou go an othere gat®; %
: - °  When thou art ded® and laide on bere, .-

e

% Wyt thou well thou bees to late;’
- ' For if all the goode that ever thou gate -
- . Were delt for the after thi dhy,
In heven it wolde not mende thi state, .
Forthi amende the Whils thouy, may.
» (11. 182-89) we

“s .
'
[ v

It is the irrevocability of life that brings on the fearful note, the ,,

e 12

’ . terrible "Whils" that makes man shudder in introspection. The Lazarus
+

episcde certainly presents a miracle of faith open to mortal man, but

-

. NN
- onlj at a wonderfully immortal remove. Johan Huizinga tells of the
popular medléval belief that Lazarus, after his resurrection, lived in

- - a
’

econtinual morbid fear of having to face death agdin; and Martha, in the

¥

gospel, expresses real concern about her brother's offensive state of
° .

decompqsigion: "Lord, by this time hé shipketh: for he hatﬁ'been dead
four days" (John il:39). Woolf's analysis is again expressiv; and
poiné@d: "Thaf Lazarus, however; could know from personal experienge.of
) the horroés of decay of the tomb is of:cﬁurse a poetic fancy without

' v

"theologi¢al basis, though in meditative literature the sqdélidness of

the grave and the pains of hell seem to merge as though they were both

.

- part of one appalling torment."28

Death's pervading character in the uiistable state of life is well-

£ ¢ ¢
b4
P stressed in the earliest extant morality play, The Pride of Life. Whiles

o

- homiletic concerns are of prime importance in the allegorical moralities,
L this play is a powerful piece on death:s certaiﬂ!§.hhich, as ;ditor

. Norman'Davis Egts it, "has Qb;ious affinities with the Dance of Death."29

’ And the play's dramatic péwer is also accentuated by the inadvertent

"Mrs. Grundy" effect of its fraémentary state. While he is feared, ™

« >

s

/
- - -

. . X,
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. )
reviled, debated over, even challenged, the allegorical character Death

does not appear. "But he doesn't have to., Where ‘death is involved the

- -

ending is, easily inferred, and a lengthy prologue spells out the
inevitable before the- play even.begins.

1

The overwhelming might of Death is pitted against the complacent

-
»

pride of Life., Characterized as a king (Rex vfbus)u'Life expredses a -

archetypal fervor. "I schal

.

sdeluded sense of personal invincibility with

lyve evermo” (1. 175), he boasts, and insiists on the powgr of his own

self=é.nception: "I ne schal never deye / For I am King ,of Life" (11. 211~

212).: Such #ll-considered communiqués naturally worry Lifé's queen, who
“seems t%'embody the spirituality and reaso; that King Life lacks. )
Unfortun;tely,\;ife is todb éésureé of his own prowess to heéd any
cautionary suggestions .about his‘bond;c;i HaZCiZhalready rebuffed his

Queen's warnings with arch mistrust~-"wWoldist at I were dede / That

~ot

thou might have a new?"«(1l. 195-96), and "This nis bot women tale™

(1. 209)--he now gloats with the ignorant pride of a confirmed-bully:
,? »
What prechistou of Dethis might
. And of«his maistrye? . \
He ne durst onis with me fight

For his both eye. ’
(11. 239-42) -

. , N .

L

e

Life appeals to his allegorical henchmen, Strength and. Health, who

assure him of his phyéical might, and promise to humiliate Death in -

i
battle. Thus Life's pride is corroborated and inflated throué% his own

"

brazen egoism. The religious figure of the Bishop is requ’;Lr'ed to

intercede, and his toyching sermon weavegiggfial complaint into a strong

memento mori themq,f&%%nally, he addresses King Life personally:
- . {

-

. » [}

« Vi e

A
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THynk, Schir Kyng, one othir trist--
. That tyng misst son.

# That thou lev now as ye list,
. Deth wol cum rit son. *

And give ye dethis wounde .
For thin outrage;
Within a 1litil stounde ’ .

Then artou but a page. 7 ™
(11. 435-42) Y

. ‘ . ‘ ,
The King of Life is (as Herod learned in the mysteries) only a page of
Death. Instead of heeding the Bishoéas spiritual counsel, however, Life
bo%ﬁiy dispatches his messenger Mirth--doubtless his last vestige of /A
living indulgence-~to challenge Death to open combat. Life's pride is
maddeningly suicidal, and the gesture would be ridiculous if it were not
S0 %iguratively pathetic. The'play breaks off at just'this crucial point,
but the outcome is inevitable, as the Prologue has already revealgd. °

Yet there is an inadvertent structural sophistication-about,

The Pride of Life that is singular in this period's draméz « The o

parallelism of Life and his messenger Mirth opposing God and his
messenger Death is a true dramatic crisis with tragic potentiél. J.M.R.
Margeson ﬁotes the play's siﬁilarity in arrangement to the Dance of Death,
and sees a generic type in the play‘s‘action that he refers to as the
"pride of Life morality," separate from the more familiar "Temptation

and Fall."30 Man is seen as climactically rebellious rather than

5
extensively ‘flawed. Like the Dance of Death, the play-:focuses on death's

utter inescapa@ili@y along with its attendant feeling of personal doom.
Faced with death, man realizes that reprieve is impossible and that
other life-experiences are not worth considering. BAnd the dramatic

foreshorteniné that introduces Life at the height of his deluded powers--

"King ic am, kinde of kingis ikorre" (1.121)-~just befoxe Death arrives
~ .

4

~1
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is a stronger crisis than the massively diverse and episodic struggle

3

in the Temptation and Fall morality, The Castle of Perseverance. Even

here the confrontation with death is crucial, héwever, and it .marks the

turning point in Mankind's ‘(Humanum Genus') career. He has grown into

«® .
N 4

1 . «
an avaricious adult; and, frenzied over his riches, Mankind is oblivious

as Mors arrives with the pointed observation: R

-Ageyns me is no defens. . ’ x
. In the grete pestelens !
Thanne was I wel knowve.

% But now almost I ‘am forgete;
Men of Deth holde no tale.,
In coveytyse here good they gete;
The grete fyschys ete the smale.
s ] (11. 2814~ 20)

v b

Death expressing i social conscience is unprecedented, but the sentiment

cechoes that of the\Blshop in The pride of Life: “Thal farit as f1c1s in

)

a pol / The gret eteit the smal” (1l. 361-62). 2And the allusion to
plague is conventional, if not usually so nostalgic. As well, it is
surprising to heaf Death betray even a hint of interest in the mutable
mores of men. Yot even death is not the end in this somewhat over-
structured and complex moral comedy. The piot still requires

intercessionary submissions on Mankind's behalf by the four "daughters"
of God, ih éonformity with the biblical promisé: "M@rcy'and truth are met
together; righteousness and peace have kissed each othqr" (Psalm 85:10).
Mark Eccles is astute to point out that "The greater scope of the play

and the long-windedness of 1ts speethes keep The Castle,df Perseverance

from achieving the concentrated intensity of Everyman.“32 Along with

Everyman, I believe we could add 'the fragmentary.Pride of Life. What

The Castle of Perseverance doeg achieve, however, is substantial: a

I

L ! >
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sweepinghvigy of challenges, choices, small gains,\and real fear., It is
an encyclopedic allegory on the nature of man's mind; and if the ethical

. .

conclusion ﬁ? conventional, it is something King Li%e, in all his‘*glory,
; .

was incapable of apprehending:

To save you fro synnynge ‘
Evyr at the Begynnynge
Thynk on youre last endynge! .
. (11. 3646-48)

PO

Alﬁhough death is only an episode in the overall design.qf

The Castle of Pergeverance, it is still embodied allegorically-and is a

PR

crucial moment of real dramat®c tension that is set aside from other

encounters by virtue of its vicarious impact and sheer theatricality. '

X

Death on the stage attracts attentién in a way that other actions

(allegorical oxr othé}wise) simply cannot. This is the ultimate encountér,

the ultimate experience. In life, it is the only part of the script that

cannot be cut. And the lg?é morality play Everyman-—arguably the apex of 1.\
. o

the tradition--presents death as the play's first principle; thus the

.

Prologue{

) - ) 4 ., 7 '
Here begynneth a treatyse how the hye Fader of heven sendeth
Dethe to somon every creature to come and gyve a-counte of

" theyr lyves in this worlde / and is in maner of a moral play.

e ¥

The messenger (almost certainly doubling as Death) draws the conventional -

moral at the outset:
~ S

Man, in the begynnynge \ t
. Loke well, and take good heed to the endynge, «
Be you never so gay! . . .
. - (11. 10-12) ° ° '

” '} i
As in The Pride of Life and in the Towneley Lazarus pageant, Death defines
j 1Y a
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»

the dramatic conflict from the very beginning.

. To open with Death's deputization as God's "myghty messengere" (1.63)

is a bold stroke directly opposite to the technigue of|The Castle of

éersevérance, where the lifetime psychomachia begins with

infant Humanum Genus.

e naked

Here, the strategic foreshortening Of Everyman

»

throws immediate doubt on the finding of Dennis Moran: "The time allowed

-

a

Everyman projects the fullness of life's experience, defined and

circumscribed, as Everyman is made to recognize, by the natural fact of

.

4

,death," and "Everyman's achievement is not cheaply or superficially won;

1

1t.is the result of a progfessive experience_throug% life and

-

disillusionment, culminating with a’satisfying intellectual and .

psychological exactness in knowledgé.“33
&

while his achievement might indeedrﬁe satiéfying, his "fullness of life's .

N

warrant the trust t

N

«

experience” is seen ogiy through reported h

»

v

@

indsight.

3

Everyman does not

1

ﬂg;'Moren invests in him. ' As he is a desultory

materialist from the outset, his life-experiences

nothing in the face of Death, where his Goode Dedes are so weak and

;Lally@amount to

o

*

unexercised they cannot walk (11l. 485-98), and a constant reliance on

oe

Goodes only yields its telling confession: "My condycyon is mannes soul

[N

But Everyman's time is up; and,

‘to kyll" (1. 442). Moreover, Everyman is -faced with his own end.q Death

*

i

insists, "Come hens, an% not tary!™ (1. 130) and, in response to

nEveryman's plea, "Gentyll Deth, sparg me tyll toﬁmorOWé"(l. 173), coldly

ebjects,

A

»

*

.

}

Naye, therto T,wyll not consent,
Nor no man wyil I respyte;

,But to the herte sodeynl
Without ony advysement.

(11. 176~79)

>

»

.

.

¥ I shall smyte \’

-

c

s}o
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*
But Everyman ié’lmperVLOusly venial, and there i% a real chill to
*

&
Death's dispassionate observation af fhe poor worldling: "Loo, yonder I
B

5 'y - T
se Fveryman walkynge" (1. 80). Everyman is marked for the cosmic grading

process that begins with death; and the sheer uﬁéxpectednesg'of ‘the

v u

event 1s St{lklng. This 1s Death from the outside, exhorting Everyman
3

to urldertake an allegorical journey from which he, will never return, byt

- o

also death from the inside, as shown by the bewildered victim's disbelief

[} L3 i

and earnest request for delay: "O Deth, thou comest whan I had the,le%st
in' myndel!"” (1. 119); "dyfferre this maﬁ?r tyll an other daye" (1. l23f.
People confronted with death naturally react like this. But Death is the
uliimate 1n impartiality, and Everyman's attempt at bribery only,
prefigures hig pathetlc*rellaﬂce oh Goodes later.‘ Death has no interest
whatsocever in worldly wealth or ‘power, andkdesbplbes himself aé, quite

simply, opposite to life:

+

I set not by golde, sylver, nor rychesse,
Ne by pope / emperour / kynge / duke, ne prynces;
For, and I wolde receyve gyftes grete,
All the worlde I myght getejy
But my custome 1s clene contrary.
(11, 125-29)

-
i ’

Death sings the ringing inevitabilities of the earlier Dance.of Death.

-

He 1is on an irreversible mission from God, and his democratizing
disregard for social status is typical. To IJeath, Everyman is just

another soul to be separated from a perishable hody.

Bveryman's jowrney becomes a lesson in self-reliance before the

Almighty. One by one his frlénds, family, and 1nvestments drop off,
leaving haim utterxly alone., Fellashyp, indignantly concerned at flrst,
assures him, "I wyll not forsake the to my lyves ende" (1. 213); but

.

Al
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evén he recqils in horror at Everyman's disclosure: "Deth was with me -
ere" (1. 264). While the blandishments of earthly companionship are
cherished necessities of life, Everyman is now claimed for dead &pd can

rely only omghis personal God~given assets: "Dyscrecyon," "Strengthe,"
L .
"Fyve. Wyttes," and "Beaute," as introduced thirough Knowledge and Gqode

Dedes. Yet his personal allegorical features are still outside elements
5 .

]

to prop him up, rather than internalized features of a personality.
Thomas Van Laan detects g rising action which he likens to *the pattern

3

"3 N
of Fortune's wheel; 4 but Everyman would not be "every man” if he were kvy//

3
o

at thé hgight of Fortune's wheel when Death arrived. He is‘complacent

!
and worldly, but clearly without power. Unlike King Life, Everyman :
never shows the defiance necessary to enact tragic struggle. His main
feature is his shee? ordinaginess. Indeed the moral of the play #s to be
found in vicarious feeling for the S%Fple, single protagonist, not invthe

.

glorious grief (however inchoate in The Pride of Life) of a fall from

’

high estate. If anything, Everyman degrades himself by righfeously

accepting his own scourging-after confession. GoYdhater notes that

»

"This painful act, of reconsideration of faults, brings reKEase.‘ Hé/ising

2
able to see himself as a whdle person and to accept his good deeds even

. 5 '
while admitting his weaknesses."3 As an adjuntt to his dying body, R
. b

Everyman literally and figuratively beats the sins of his flesh to death.

Death for Everyman is a separation of body from soul in the first place,

-

and the extreme symbolism of flagellation mortifies the flesh as it N

libé;atgs the soul in its extraworldl¥y sehrch for salvation.
p -
Everyman throws himself on God's mercy, and his salvation is
w\. v N [
asSured. Unlike the many suppliants ;xiThe Castle of Perseverance,

however, Goode Dedes takes up Everyman's part with the simple, seifless
i t

7
i
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plea:

Shorte our ende and mynysshe our payne;
Let us go and never come agayne. .
(11. 878-79) ; . ‘

v .
r
° -

Though éverything of worldly note forsakes him, his good deeds att as
s ! .
Everyman's best recommendation in heaven. The Doctor's epilogue explains:

«
* N

This morall men may have -in mynde.
Ye herers, take it of worth, olde and yonge,

* And forsake Pryde,.for he deceyveth you in the ende;
And remembre Beaute, V. Wyttes, Strength, & Dyscrecyon,
They all at the last do Everyman forsake, ’
Save his Good Dedes there dothe he take,

(1. 902-907) .

.

-

. ° L .
This is the penitential moral of death for all the early Christian moral

drama. As messenger of God, Death excites deep peisonal feelings of fear
\ &

7

and inevitability, that arg'%ntanglea with cosmic conceptions of
a, 4
retribution, doom, and salvation. In the face of such overwhelming

o

P

mystery so ineffably beyond man's comprehension, the only strategy for

‘man ils humble charity and obedient faith, as noted in the epilogue aboye

* a

and stated in the epilogue of another wise doctor--Lydgate's Machabre:

-
.

vit ther be folke / mo than six or sevene

Reckles of 1lyf / in many maner wise,

¢ Like as ther were / helle none nor  hevene

Suche false errour / lete every man ‘dispice

For hooly seintis / and oolde clerkis wise

Writen contrarie / her falsnes to deface

To lyve wel / take this for best emprice

Is moche worth / whan men shul hens pace.,

* (11. 649-56) ' ~

« .

Death, in the Christian context, is not the end of everyman. Death

@ o

A
is a messenger: a means to an end. And it is significant that the play

Everyman concentrates continually on state of mind rather than physical

.
>

7 o

[ 5
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putrefaction. To reinforce this, Death is:portrayed as a dignified,
steely-nerved killer, as oéposed to the earlier notions of worm-blown

carrion and decay. Yet the unmistakable memento mori on the title page

v

-

ofrthe original Skot print of Everyman (c¢. 1528/9, Huntington Library

i '

3 .
Capy) 6 makes sure that the traditional associations are intact. JThe

play fuses with the'underlying eschatological fixations of the.age. But

»
. ’
Death, as allegorical symbol in Everyman, transcends the earlier

-~
3

iconographical horrors because here it is God's mercy that is stressed,
rather than His justice. And while it is difficult to agree completely

.

with Lawrence Ryan's opinion that "Doctrinal content is the reason for

4

being of Everyman,"” it must be concurred that, "Like Oed;pus, Everyman N
discovers that it is better for a man to face reality and tg learn what
he really is and has, no matter what suffering the discovery may cost
him,'than to spend his life in pursuing il£usions."37 Of course what
man "really" was in the medieval world was- defined by exclusive opposites.
The face.of death perceived in this drama 1s two-dimensional in the sense
that it promises heaven or hell, leaving no room for the special pleading
of traéic circumstance. The message of God, through}Death, remained a
simplé and constant reminder: "memento mori."

‘

The morality mode and its struggle for righteousness is a clear’
forerunner of later complications in seculay tragedy. Everyman's worldly
pride makes damnation a real possibility; and beath, as God's messenger,
is totally impa;tial if not dec¢idedly sinister. W.A. Davenport adroitly
notes that the tr;gic possibilities of g;eryman are lost in the service
of didacticism;BBand, for all the early moral plays, tragic damnation is.

averted thro‘q? enduring faith, good works, or extraworldly iptercession.

I think it is correct to assume that the action of the drama is basically
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, .
A means to advance homiletic concerns. But, at the same time, I "also

N N .
agree with Michael Kelley, who refuses to accept the term "dramatized

°

°

sermon," and argues, "The plays do give moral information--demonstrating

-

th® pitfalls of sin and man's ‘need to repeﬁt—-but this is commonplace,
familiar material by the time the moralities appear, and they present it .

so grandly and with such flamboyént ornamentation that their elaborate
N . : '
forms often eclipse tHe instruction." 9 As well, J.M.R. Margeson's

opinion is instructive:

- o L4

‘ . -
t
»

The religious drama provided to the dramatic imégination

certain characteristic sXltuatiaons of undeniable tragic force,
: and a religious vision of the meaning of such experiences. It

saw the universe divided hetween forces of evil and forceg of

good, and man's nature divided also between rebellion and

obedience-~a view which scémed to make tragic experience

inevitable, even if contained within g larger providential

scheme that was not tragic. The predicament of innocence in a

world that is defiantly and cruelly evil, and the predicament

of the sinner who discovers the nature of his sin and the

terror of rebellion against God, become the heritage of the

later drama in a number of vivid dramatic images.40 .

<A

Of course the secular stage that produced such magnificent tragedies as®

Doctor Faustus, Macbeth, and The Duchess of Malfi relied on a~mora} -

vision that was basically Christian too, but the timeléss strain of

.

external destiny on human self-definition, along with the internal
vicissitudes of psychological conflict that result, wag a matter of

direct inhetitance from the earliest moral drama. .

4

Thomas Preston's Cambises, licensed in 1569, takes death, drama,

and homiletic concerns in general one tentative step forward. For the

purposes of this study, the play makes an effective and interesting

’
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transition. itheQ},David Bevington has referred to Cambises as "the .

a

: 41
best known of the hybrid moralities;" and the dramaturgy does indicate

L3

~
a ‘movement from the\generallzed homiletic aim of the earlier moralities
-

v
.

to clearer skatements or political virtue or Protestank polemic. ‘Tucker

"

Brooke, much earlier,.called Cambises a "transitional interlude,”" and

- .

perceived 1n it a certain aristogratic tone that elevated it above the
*

» 2 ~ Q@
L3 ‘o 1

"provincialish" of a contemporary play like Thersites.~2  The play

» * - 3
present's the breakdown and punishment of an unfit kaing, amid terrible

*

deaths and direful consequences. Though Cambises is primitive in its

v .

exposition, faimt glimmers of later plays like Edward I and Richard II

are ‘easily discerned. And true moral complicatioms arise in the play's
action concerning allegiaAce, cbedience, responsibility. Though Cambises
the king 1s a harsﬂlhispehser of juSth?, 2t 1s still justice. But then
he, declines into sheer brutality and--in the absence of psychological or
doctrinaire explanation—--the audience 1s left to wonder what Wé?g wrong.
. e
yhy did Cambises do what he did? This is a new question for the tragic
concerns of morality, and explains, in part, the play's’enlgmatlc title:

"A Lamentable Tragedie, mixed full of pleasant mirth . . . ",43
T

s

t

The plot requires more of a story element than a homiletic frame,

-

and "pleasant mirth," in Cambises, 1s provided by a conventiohal vice
a bd

figure with the unconventional name, Ambidexter. He provides raucous

.

comedy with Ehe soldiers Huf, Ruf, and Snuf, and the country xustics
) b N
Hob and Lob. But it is blatant viclence and terrible deaths that hold

the episodic plot together. Indeed the play might be seen as actually

L
bracketed by déath, where Cambises begins the play's action by
announcing that "Mors" has vanquished his faéher, Cyrus (L. &), and that

he is now king himself. Association with the leveling character Mors of

.
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the earlier mysterles and moralities is immediate. Linked to this

powerful sense of death at the outset is Cambises' own portentous

: ' skatement: : !

. And I, by due inheritance, possesse that princely crowne,
Ruling'by sword of mighty force in place of great renowne.

4

e T : V (11. 7-8) .

v ‘-
.t

As a.result, his tyrannical misbehavior must inevitably conclude with*the

v

condign visitation ofy Mors uppn Cambises, as promised by the conclusion

of the play's'full title: "his odious death by Godls Iusticc appointed.”

Besides, the name Cambises was$ synonymous with tyranny in Tudor England,
where the notion of a mysterioué'and ‘savage Arabian monarch appealed to
popular sensation. Willaxd Parnham was the first to trace Preston's

actual source to the English historian Richard Taverner and his didactic
Garden of Wysdom (1539).44 The story was a popular tale about political

virtue, and Taverner clearly set out his reasons for including Cambises'’

story ain his collection of moral anecdotes: "I ghynke it here good to
report certayne his notoriose crymes and his ende, to thyntent all rulers,
what so ever they be', may take exemp%e at hym, to feare God, to preserve
the common weale, to execute iustice and iudgement, to use theyr subiects
as men and not as bgestes."45

Cambises' career‘documents a brutal misuse of power. His first act
as kirg is to embark on a punitive war against &he Eygptians. The
learned judge Sisamnes is appointed to rule in Cambises' absenceé, and he

pledges layalty- to the office in terms reminiscent of Fellowship in

Everyman:
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Unworthyr much, O prince, am I, and for this gift unfit;
But, sith that it hath pleasd your Grace that I in it must sit,
I do avouch, unto my death, according to my skil,
-With equity for to observe your Graces mind and wil.
(11, 101-104)

-

The§e terms are grimly ironic, too, when Sisamnes must eventually suffer
death for his abuse of influence. Showing ste%n justice, Cambises has
the corrupt politician decapitated and flayed b;fére the eyes of his own
son. Appointing the young man in Sisamnes"vécant position, Cambises
Warns:

Otian thou seest th; father dead, and thou art in his roome:

If thou beest proud, as he hath beene, even thereto shalt thou come.

(11. 467-68)

Yet Cambises himself has come back from war in Eygpt portentously
heralded by the black trumpet of Shame, as opposed to the golden horn of
Fame; he now begins an episodic and inexplicable decline into gratuitous

brutality. He uses the son of his closest advisor, Praxaspes, for

. 4

target practice to silence sudden accusations of drunkenness. The child's

heart is brought to him with the arrow still in it, and Cambises'

s - *

ludicrous self-satisfaction is reminiscent of King Life's:

Beholde, Praxaspes, thy sonnes owne hart! 0O, how well the same was hit!

After this wine to doo this deed I thought it very fit.

Esteem thou maist right well therby no drunkard is the king

That in the midst of all his cups could doo this valiant thing.
(11. 563~66) o

He next dispatches Cruelty and Murder to eliminate his brothen Smirdis

for suspected ambitions, and then forces his "cosin-jarmin" into an

e

incestuous marriage with him.

.

His tyranny, however, ends as arbitrarily as it began. Amid the
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\ poﬁp of banguet festivities, Cambises tries to entertain his Queen with

.

a diverting story of two‘"brotheg whelpes" that he witnessed team up
and vanquish a tion. But she ruins the cheer by crying at the story's
- A

moral, and reminding Cambises of his own fratricide: N

A

©

And was this favour shewd in dogs, to shame of royall king?
Alack, I wish ‘these eares of mine had not once heard this thing!
Even so should you, O mighty king, to brother beene a stayg
And not, w1thout offence to you, in such wise him to slay.
) . (11. 1034-37) .
., . ' 1 8
8 ' .

She is duly executed: for her ifipertinehce by the gllegorical thrill-

killers Cruelty and Murder, and all advjsors sympathetic to her opinion

- are threatened with death as well, until Cambisés, in a final sehsational

stroke, staggers onto the stage. The diregtion reads: "Enter the KING,

without a gowne, a swoord thrust Up into his side, "bleeding®™ (1. 1158 s.d.).
. -

The death of Cambises is clearly God's punishment, as the title

L]
promised and Cambises himself realizes. "A just reward for my misdeeds '

' a
my death doth plaine declare" (1. 1172), declares the now-suffering king.

o

', Abstract virtues, embodied in the three Lords, hammer home the moral at

i the same time as they express wonder at the event:

LY
4

. SECOND LORD. As he in saddle would have lept, his swoxrd from

sheath did goe,
Goring him up into the 51de -~-his life was ended so.

‘ THIRD LORD. His blood so fast did issue out that nought could
him prolong;
Yet, before he yeelded up the ghost, his hart was very
strong.

FIRST LORD. A just reward for his misdeeds the God above hath
¢ wrought,
For certainly the life he led was to be counted nought.
. (11. 1188-94)

Cambises' demise is a divinely sanctioned process that promises

punishment for sin, and yet a curious ambivalence is demonstrated. On

"
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one level his death is pufely accidental, an inexplicable naturalistic

-

feature of the action. Doubtless, accidental death is still di®¥ated by

(.

‘God in ways that man cannot understand; as Everyman found, "I may saye

Deth gyveth -no. warnynge!"™ (1. 132). But here, while Cambises exclaims,

.
\

"Death hath caught me with his dart" (1. 1170), the allegorical figure

is never actually present, as he was in Everyman, and as other motivating
——d T ;

figures of Cambises' decline are: "Shame" ~{(who heralded his return "with

a trump blacke” [1l. 340 s.d.]),i"émbidéXter" {(who whispered hearsgay about

ar
«
.

his brother's plot to supplant him [1l. 676-811), and "Cupid" (who shot
Cambises with love as he looked upon his "cosin-jarmin"” [1. 880 s.d4.]).

The figures berform significant -action too that conv@ntiohal morality »

»

abstractions, debating-ethically for the soul of the heﬁg, do not. As a

A
result, we are forced to lodk further at naturalistic evidénce, however

B Ve

primitively realized, for Cambises' decline: his addiction to drink, an &

. .
£

uncontrollable megalomania. OFf Cambises' deéth,aDavid Bevington shrewdly

*
notes, "The retribution does not compensate sufficiently for the
- . &

grossness of the crimes. Cambises would have died in any event; heg
<

happens to die at a particular time and in a pérticdlar manner," adding,
"The material of Cambises concentrates on the fact rather than its

: 46
consequences." . '
_

v

t
Burton J. Fishman appreciates the play's concentration on fact,

’

through‘a further level.of pure theatricality and violeht realism that is
. 4 ¥
unprecedented in Cambises. 7 He argues that Preston, as a true man of, L
£ v -_— .
the ‘theater, pursued a "visual aesthetic" rather than the primarily

’

poetic one of the earlier moralities. And‘ﬁt is true that the rhythmic"

subtleEy of the anonymous Wakefield Master does more for his dramatuiyy

than thé quaint doggerel of Preston's incessant fourteeners does * fox

®

-
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Cambises. On the visual level Fishman explains--referring back to

Proverbs 16:18, "Pride goeth before destruction, and an haughty spirit
before a fall"--that the sword turned on the self is a conventional
: |

- .

iconographic representation of ire, and thaénﬁambises unhorsed is an

»

unmistakable fall of pride. So while Preston delivered the moralistic
lesson expected by the audience (and requared by the licensers),'he also
endeavared to present fullerltheatrical effects. The vivid detail of
the play's many death scenes--the boy's heart with the arrow in it

A

(1. 563), Sisamnes flayed "with a false skin" (1. 464 s.d.), and Smirdis'

@

running blood: "A little b¥adder of, vinegar prickt" (1. 726 s.d.)--

presents sensational effects tﬂat enhance the action in a way that was
not open to the verbalized psycﬁomachia of the moralities. _Yet the ’
effects still serve to i%lustrite, if crudely, a conventional moral that
1s ironically spoken by Cambises himself:

f
Thef father he shal suffer death, the sonne his roome succeed:
And, 1f that he no better prove, so likewise shall he speed.
) (11. 415-416)

"
’ *

Cambises clearly misapplies his own doctrine and eventually suffers

his ow{ undoing. His death is fit retribution for his perverse behavior,

-
: .

as C ises himself symbolizes man's selfish inability to curb his own

desires, aﬁd his decline into monstrous sin is portrayed as a ‘direct

.

result/, Of Cambises' barbarism, Taverner moralized:

.
N

( Such maners coulde hot long have successe. For God speaketh in
«the scripture. Blowdy men and wylye shall not fynyshe halfe®
~ theyre days upon the erthe. Wherefore not long after, wyth a
grevouse vengeance, God plaged him:

Cambises' death is a sensational example of divine punishment which

2 s
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conforms to the didacticism of the morality play. Certainly preston
wanted to ké&ep this moral ig¥£ct in the manner of the earlier moralities °
but, in addition, he purposely selected a historical personage and grafted
moral lessons onto that character's career. He may not be an Everyman, a
Mankind, nor even a Xing Life; but he is morally instructive through wgat
he does, not simply reg¥gsentative by what he is. Cambises, as a result,
is a cleaxr examplevéf misbehavior at onee similar to and yet completely
apart from the audience which vicariously experiences his demise. Preston

;gas it both ways: through primitive moral enigmas in the play's action a
dedree of tragic tension is achieved, and yet the simpler "mirrérh effect
of the moralities is left iniact’as well., If Cambises is a king, a2t only

I

makes the lesson more.pertinent.

Perhaps Preston's achievement is as much inadvertent as it is
developmental. Even as distinct a mgrality play as Mankind was beginning

to use the clever theatrical effects of the comic arch-villain

! v

Titivillus, and the raucous audience-participation techniques of the vices

1

Nowadays, New-Guise, and Nought.49 uDeath, in Cambises, 1s still used as an
urgent call tobrepentance, as a messenger of God to chasten agd subdue.

But thé action is more important than the characterization. Also,

within the naturalistic actions of men as opposeq to purely ethical
allegory, moral complications arise. A sermon may be an effective
dramatization, but it can never be a portrayal--and this will be a
recurring weakness of the later Domestic ;ragedies. For Preston's plaﬁ,
hbwever, weakness proves to be strenéth. Dramatiied moral structures

are necessarily igadequateito the complexities of the human situations

involved, but even a primitive "hybrid morality" like Cambises develops

the effectiveness of a story's action linked to fuller characterization:

3

’ .
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the figure Preparation is a mere epithet away from becoming let Servant,

while Cruelty and Murder will enjoy an important structural place on the
& < \

N <

©

Renaissance stage as lst and 2nd Murderer, - . )

* -
' )

His contrivances of Death and other allegorjical features are
dramatically unsophisticated, but Prestdh must be seen as part of a broad

, Vvista of moral and religious dramatic structures—-especially in the realm

~ [N

+ . 3

of death which figures so prominently in both the moral call for

repentance and the tragic feéling of loss. Freston's own lay. surname
* \ * .
) [ ] 13

on the title-page of Cambises is evidence #n'vitself of a movement away °

- ¥

: ) . 3
from the received doctrine of the anonymous'morality plays. Willard

“

%

Farnham grasps the crucial quality lacking: \ ;ﬁ L

But however the passion-play or the tfagdxgxﬁtual begins,
consciously artistic tragedy uponﬁi?kjstabé does not, begin .
until man in all seriousness bringg)intellectual curiosity,

'\ critical ability, and, what.is paradoxical and most important,
even creative pleasure to the dramatic imagination of life's
destructive forces. 50 - LA o . v

. FAN

And with “creative pleasure" and "destructive forces" in mind, we must

v

.

turn to Christopher Marlowe. *
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\\\~‘\\\\\\/] ] N '  Marlowe and the Ugly Monster Death

-

B

fe

i I

Death in effect comes down to earth on E‘@ Renaissance stage. While

the humanists tended to glorify the noble creature man by stressing his

Y
potentiality for virtue, they also made him intensely aware of his mortal

vilnerability, What this meant for secular tragedy was a subtle change

from death as an ineffable spirit to death as an earth~dwelling monster

ever ready to swallow man. It no longer made selkf-announcing entrances,

> »

and its locks cguld change at will. In the face of this, the drama coula
no longer declaim man's deepest fears allegoric;lly because such was the
strategy of an earlier reli;ious ethic. 'Secular dramatic action demanded
! that he proceed only from what he knew for sure; and the first of the
:four "last tﬁings"\reméined constant as his only certainty. .
. Christopher Marlowe was_the first English dramatist to capture the
language and atmosphere of human anxiety, ambition, and death. af propose,

in this chapter, to study deat? as embodied and illustrated in the two

parts of Tamburlaine The Great and the later play, Doctor Faustus. In

%

Y

L3 *
both cases, human wambition is foxged in the white heat of naked earthly

Ny

pride. Doubt and defiance, the first principles of Marlowe's draraturgy,
are the sources of a new tragic potential that'could only be hinted at in

the earlier moral drama. In Marlowe's plays, death gets its firstdreaL

"showing" in a dramatic sense. Death becomes important not only for what

it represents as symbol, but for what it is‘as experience. What this
1

A
3

36 C
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reveals about character and tragic inevit b}lity is a testament to

Marlowe's originality.

» Marlowe had something new to say in T aine 4%e Great, first

printed in”1590. He had a new style to go with it as well, sensed’

€ s

immediately in a prologue as exuberant as it is blunt: '

"

From jigging veins of rhyming mother-wits

And such conceits as clownage keeps in pay,

We'll lead you to the stately tent of War, )
Where you shall hear the Scythian Tamburlaine
Threat'ning the world with high astounding terms
And scourging kingdoms with his conquering sword.
View but his picture in this tragic glass

And then applaud his fortunes as you please,

-

s
“

This would set the standard for serious tragedy. The idiom had leen seen

before but never so powerfully felt. As Tucker Brooke'put it, "Blank’
A

verse Rad been a metre employed with increasing skill, but employed only

when Englishmen were affécting to write like Romans“."2 There was no

affectation here. Artificial forms of rhetorical balance, symmetry, and

amplification were about to be pressed into the service of a heroic style

that would force them to bend to the deepest human impulses of lust,
ambition, and power. Indeed, Tamburlaine's/égssively acqguisitive
2 -

gharacter is itself a clear metaphor for the fierce human desire to

control destiny. Citing no less a precedent than Jove, Tamburlaine

- B

enunciates the manifesto of the liberated human will:

Nature, that framed us of four elements
Warring within our breasts for regiment,
Doth teach us all to have aspiring minds:
Our souls, whose faculties can comprehend ’ ¥
The wondrous architecture of the world o .
And measure every wandr'ing plamet's course,
Still climbing after knowledge infinite

And always moving as the restless spheres,
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Wills us to wear ourselves and never rest

Until we reach the ripest fruit of all, o »
That perfect bliss and sole felicity,
' The sweet fruition of an earthly crown.
’ o, (II. vii, 18-29)
L]
But the questing ambitions of life can be negated in a sword stroﬁe. .

Tamburladine characterizes in himself\é destructive, force who crushes
L.

worldly pride and-favor to rule in its stead. This monstrous

responsibility had previously been limited to the, allegorical figure . .
* .

N -

Death, often iconographically depicted with a crown atop his grotesquely N

»

grinniﬁgwgkull.B But Tamburlaine holds the same power, to judge by

Menaphon's early description of him: ° . o

His lofty brows in folds do figure death,
And jin their smoothness amity and life.
(IT. i, 21-22)

r

The hero makes a corresponding claim in his famous declaration of R

~

invincibilﬁty:

S ‘ .
I hold the Fates bound fast in iron.chains, e
And with my hand turn Fortune%s wheel’ about,
And sooner shall the sun fall £rom his sphere ) .
Than Tamburlaine be slain or overcome. -
’ (I. ii. 173-76) ;

o -

+

T

Yet Tamburlaine's ultimate fate is death--a monster of horrible .

i
¥

0] » > y .
proportions that can be harnessed, exercised, even cursed for a time, but

_has a éekverse pawver of"its own that inevi&aﬁly strike; back.
. .
Imagery of relentless elevation and unwavéring authority yields the
sense of Tamburlaine as larger'tha; life and, inéeedt as immense és .
dgath. He is‘an everyman in Ais birth, a rarity in his ambltion}”anﬁ a

superman in his ability. The fact that he has raised Himself from simple
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*shephexd to conquering hero adds to the gense of Tamburlaine as a

. /
ruthless leveller heedless of social status .or responsibility, and this °

* -

i5 seen espedially in his bold love for Zenocrate combined with didregard

both for her f}ther, the Seoldgan of Eygpt, and her betrothed, the King of
wi e . ’ .
Arabia. But there is«no Machiavellian duplicity in his climb to:power.

Tamburlaine grandly .identifies what he wants, pﬁbliclyfanﬁoquessﬁis
intentions, ,and then broceeds to secure'hisgdesires b§ destroying all

opposition. Nething is covert. Never eould we expect to hearrfrpm him

the sneering, asides or hypocritical “histrionics of a studied

.

Machiavellian like Shakespeare's Richard ITI. Tamburlaine's words are

-
¢

spoken in grim truth because, once expressed, they can never be
-~ . 4 [L - o
reconsidered. He spbaks lis words as fate, "and then proceeds to carry

- 4 ".1

3 \J M . 2 .
out his promises without regard for any extraneous or mitigating Y
~

-

“EIL' . v - .
. .-circumstance. Michael Quinn sees a didactic gquality here: "Marlowe's

. L. . M . 2 ;
"demonstration of how- contemptible is the failure to equate one's actions

1 ' o™ “

with one's words represents a demand for absolute ihtegrit& in the-~
» :

b
-

i : : 4
individual: that omne be true to oneself in-a special sense." - The

. . o

"gpecial sense” of this integrity for Tamburlaine leads to the absolute '
finitude of death. He tritmphs as he deqtréys, kills to conquer, and

3

holds his enemies powerless by his personal power over death. Indeed

Eugene Waith parallels Tamburlaine with another great destroyer in

* . .

mythology~~Hercules—--and relates both to a dynamid primitivism in man.

As memr, we are affected. It is’ impossible to condone the monstrous

a 3

cruelty of Tamburlaine but, at the same time, it is equally ihpossible
not to admire the honest power. of a man who deals in the gravely §erious
black and white 8f life and death. : ]

Tamburlaine's primitive extremes are symbolized by the cblors of his
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troop. His personal mood must be made clear to all, and such large

furnishings as tents are easily seen from a distance. A messenger

»

reports their significance to the ‘soldan 'of Egypt:

»

Pleaseth your mightiness to understand,
. His regolution far exceedeth all: «
The first day when he pitcheth down his tents,
L White is their hue, and on his silver crest. ‘w
A snowy feather spangled white he bears,
To signify the mildness of his mind
That, satiate,with spoil, refuseth blood;'
But when Aurora mounts the second time,
As red as scarlet i1s his furniture--
Then must his kindled wrath be gquenched with blood,
“ Not sparing any that can manage arms; -
But if these threats move no submission,
Black are his colours, black pavilion, -
His spear, his shield, his horse, his armour, plumes,
. And qetty feathers menace death and hell——
Without respect of sex, degree, or age,
'He razeth all his foes with fire and sword.
(Iv. i. 47-63) w“'

. -

a €

v

The key to the entire description is Tamburlaine's "resolution,"™ and in

¢ 0
3

the speaker's beseeching request th?t his "mightiness," the Soldan,

t e

understand Tamburlaine's total.lack of compromise. Harry Levin refers

! - .
to the description as a "lurid colour scheme, in the shades of love, war,
- 7

v

-

and death,"6 but it is more than this. It is & rigid heroic determinism

“

«  with absolutely no %rey‘area, absolutely no room for negopiation: comply

or suffer; comply now or die. Levin pointedly notes the absence<of

, hatural ye;lows, greqns,‘brown;, and blue; in Tamburlaine's sé£eme,-
j without mentioning that such colors of‘inn0cent.pastoralism, carefree
-Aspiration, and.effgmingte timidity have no piéce in the dominance and

a N

repression symbolized by blood red and death black. - ‘

a

The white and black at each end of Tamburlaine's scheme are rigid

and unmistakable;: life and death. The messenger.fearfully reports that .

PER %

~
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Tamburlaine kills "without respect of sex, degree, or age,

" reinforcing

Menaphon's earlier notion of him as a veritable figure of Death itself.
In his introduction ‘to the play, Cunningham adroitly notes Tamburlaine's
key emblematic significance as a God of Death, adding,
To relate Tamburlaine teo theatrical emblems such as these is
not to allegorise it in simple terms: it is,rather, to gain a
heightened awareness of the collisions'within the play between

old and new, between sacred and profane, between allegorical
type and self-willed individual being.” .

Tamburlaine's portentous show of colors is as inexorable as life and
death: white of'inexperience; red of adult struggle; black of aged death.
As a distinct figure of death, convinced that he rules Fate, Tamburlaine
merely speeds up the process at will.

The clearest example of Tamburlaine's ﬁnremi§%ingly deathlike
resolve, in ?art I, is the execution of the virgins at Damascus. The
city has not complied and the lesson of the color scheme means total
desté&ction: Tamburlaine is dressed in black; pity is impossible. He has
spoken, and évery action he performs will be an unwavering extrapolation.

Yet Warren.Smith interprets the stage direction at this point--

"TAMBURL;}NE all in black, and very melancholy"--as a “sudden change in

8 .
mood"” on the part of the warlord. sSmith seems to apologize for the

scene by attributing an intermnal tenderness to Tamburlaine, as one who

.

is secretly discontented with the task he must perform. But Tamburlaine's
motivation is never so complex. His tone is closer to what Clifford -

Leech discernég as "contemptuous pity“:9

A

What, are the turtles frayed out of their nests? 9
:  Alas, poor fools, must you be first shall feel
The sworn destruction of Damascus?
) V. i. 64-66) ‘
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And he is never more cruelly ‘eloguent than when he lectures the girls on
zi

death:

Tamburlaine. Virgins, in vain ye labour to prevent
That which mine honour swears shall be performed.
Behold my sword, what see you at the point?
Virgins. Nothing but fear and fatal steel, my lord.
Tamburlaige. Your fearful minds are thick and misty, then,
T TFor there sits Death, there sits imperious Death;
Keeping his circuit by the slicing edge.
But I am pleased you shall not see him there:
He is now seated on my horsemen's spears,
And on their points his fleshless body feeds. .
Techelles, straight go charge a few of them
To charge these dames, and show my servant Death,
Sitting in scarlet on their armed spears.
Omnes. O pity u=m! :
Tamburlaine. Away with.them I say and show them Death.
(v. i, 106-120)-

N

Tamburlaine controls an inscrutable servant dressed in "fear and
fatal steel"--Death. He wields it at the end of his sword'and at the

very turn of his whim. Having mastered Death, he may introduce the

fleshless feeding horror in any number of ways and transfer his "servant"

wherever he wigges. He perceives himself as a righgéous punisher of
dissident pride through this atrotity. The horror lies not in the facg
that the helpless virgins, still clutching their ineffectual laurel
branches, med% death, but in Tamburlaine's vicious insistence that they

must. Their impaled bodies hoisted up in fﬁll view, the dead girls

LY

grimly symbolize the conqueror's intringic, merciless, and deathlike

power. Tamburlaine's dispassionate self—justificatioé to the city of
Damascus is chillingly predictable: .

They have refused the offer of their lives,,
And know my customs are as peremptory

. «  As wrathful planéts, death, or destiny.
" (V. i. 126-28) @

*x
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Bradbrook saw the virgins as a simple "set of innocent white
dummies," concluding, "Their acting was probably'as formal as their
speech."10 But surely there is a strong iconographical usc of color here
that follows directly from the white/red/black scheme noted earlier:
Tamburlaine all in black stands over the supplicating virgins in their
white linens; red blood is about-to be spilt. Implacable Death confronts

naive life, and there is no hope for unsoiled reprieve. Tamburlaine

. . Y . ,
carries out what he considers a solemn promise, a military necessity’

# '

Indeed, Thomas Dekker saw an aptness of metaphor in Tamburlaine's
militarism when he described the contemporary ravages of unremitting

plague. In his pamphlet The Wonderfull Yeare(1603), he wrote: ’

Imagine then that all this while, Deatl® (like a Spanish Leagar, N
or rather like stalkiﬂg Tamburlaine)” hath pitcht his tents,
- « . in the sinfully-polluted Suburbes: the Plague is Muster-
maister and Marshall of the field!.Burning Feavers, Boyles,
Blaines, and Carbuncles, the Leaders, Lieutenants, Serjeants,
L and Corporalls: the maine Army consisting (like Dunkirke) of a
mingle-mangle, viz. dumpish Mourners, merry Sextons, hungry
Coffin-sellers, scrubbing Bearers, and nastie Grave-makers:
-but indeed they are the Pioners of the Campe, that are
imployed omely (like Moles) in casting up of earth and digging
of trenches; Feare and Trembling (the two Catch-polles of
‘ Death) arrest every one: No parley will be graunted, no
composition stood upon, But the Allarum is strucke up, the
Toxin ringes_out for life, and no voice heard but Tue, Tue,
Kill, xi1l.tt .

+ >

-~ -

-

Dekker clearly saw Death and Tamburlaine as quite synonymous, with their

“unquestioned authority over a host of obsesgively murderous subordinates

vt
+«

--an army both adamant and inescapable.

} The tone §hifts immediately after Tamburlaine's order to "put the
rest to the sword" (1. 134), and centers on the lyrical passage in praise

of ideal Beauty. J,W. Harper, in his explanatory introduction to thé‘

play, is cogent: . . .

X
,
4 4

0
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Just at the point where Tamburlaine's moral fortunes seem to
have reached their nadir, Marlowe inserts the great soliloguy
"What is beauty" (V. ii. 97-127), the play's most brilliant
1lyfical passage, which suddénly transposes the interest of the
drama into a new key and forces us to realize that we have been
witnessing not merely a chronicle play about a successful
general but a drama of ideas in which the full meaning and
implications of heroism, will, and inspiration are being
explored.,

E

Concerns like-heroism, will, and inspiration transcénd simple morai
judgments. Existence itself is at séake here, where Tamburlaine's
unprecedented introspection links beauty and death in heightened
contemplation along the lines of the traditional megento mori theme.
Zenocrate's beauty and gentle sorrow bring words to Tamburlaine that have
hitherto been unthinkable. Hexr tears provoke internal conflict in the

conguexor:

A doubtful battle with my tempted thoughts

For Eygpt's freedom and the Soldan's life--

His life that so consumes Zenocrate, a
' Whose sorrows lay more sie%e unto my soul .

Than all my army to Damascus' walls; '

And neither Persia's sovereign nor the Turk

Troubled my senses with conceit of foil ’

So much by much as doth Zenocrate,

(v. i. 152-59)

'S

The possibility of defeat=--"conceit of foil"--is scmething that

Tamburlaine has never befcre considered. He is an undefeated

&

gene : he has never reflected upon the idea of a countering mortality

beca of his ©Overpowering military prerogative to command both life

and death. But the beauteous, dlife-loving Zenocrate fears death, and

her concern cagfgs within JTamburlaine, her protector, a disquieting and

»

-bittersweet doubt. Beauty 1is what is left after the poet's resource
Al

have been exﬁaugted, and it is the equally ultimate experience of death
’ %
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that waits at the end of mortal aspiration. Tamburlaine is®indeed in
-

the process of "conceiving and subduing, both" (1. 183). His perplexed
conjunction of ideals disturbs the hitherto omnipotent nature of his

authority through intimations of a power beyond his domination. Yet

Death, the treacherous lackey at Tamburlaine's boot, remains unsuspected

while the voicing of this crucial speech,rsq near to the victory of

Zenocrate's hand in marriage, prefigures the emergence of death in Part

II as the ultimate challenger to the superman.l3 A

Traditionally, death consoles the privations of life by negating all
worldly affluence. This is the central theme of the Dance of Death, and
it ig illustrated in the highly formalized sacr}fices of Bajazeth and
Zabina. Tormenteé and @emeaned, his former glory obliterated by the

might of Tamburlaine, the Turkish emperor accepts death as his only

3
»

consolation: .

Now, Bajazeth, abridge thy baneful days
And beat thy brains out of thy conquered head.
* : (v. i. 286-87)

) * J

. @hus, the erstwhile head of many states significantly "brains himself

against the cage" (L. 304 s.d.) in deference to the overwhelming might

of his conqueror. Upon finding the body, his consort destroys herself

in teplling suicidal frenzy:

What do mine eyes behold? My husband dead!
"His skull all riven in twain, his brains dashed out!
, 0 Bajazeth, my husband and my lord,
0 Bajazeth, O Turk, O emperor--—give him his liguoxr?
Not I. Bring milk and fire, and my blood I bring him again,
tear mes in pieces, give me the sword with a ball of wild-fire
upon it. Down with him, down with him! Go to my child, away,
away, away. Ah, save that. infant, save him, save him! I, even
. I, speak to her. The sun was down. BStreamers white, red,
black, here, here, here. Fling the meat in his face.

v

.

=%
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Tamburlaine, Tamburlaine! ILet the soldiers be buried. Hell,
death, Tamburlaine, hell! Make ygady my céach, my chdir, my :
jewels, I come, I come, I come! "
She runs against the cage and brains herself,.
. {il. 305—319‘§.d.) .

¥ t

%, v
* (1]

3

Death is both final punishment and reward. Itxreduces gloxry to,

K

negligible rant. Tamburlaine is to bl@ge, however, and Zabina's

\ b
horrified passion sets up instinctual associations about her captor in
the lurid colors white, red, and black, along with iqgges of dead

soldiers, expiration, and grandeur. Her exclamatory prose is meant e
(B3 N
convey a sense of distracted incoherence in the face of %ost title and
[} &
dignity. But Tamburlaine, as much as death itself, remains inscrutably

indifferent. H

.

~ . N £

* Al
Zenocrate enters at this point, and the play returns to metric blank

3 v

verse as she meditates upon Tamburlaine!s ruthlessness. Her recollections

provide what Clemen calls "a carefully designed cumulative effect,“14 and

they are indeed preparatory to Zenocrate's own balancing of Tamburlaine's
. . N
soliloguy on beauty and ambition. Het sensitive réfrain "Behold the Turk

]

and his great emperess!” is loaded with tfégic realization, but what

1

Zenocrate knows 1s lost on the conquereor in his blind preponderation:

-

1
o

Ah Tamburlaine my love, sweet Tamburlaine,
‘. That fightest for sceptres and for slippery crowns,
Behold the Turk and his g¥eéat emperess! . . >
Thou that in conduct of thy ﬁéppy stars ®
Sleepest every night with eonquest on thy brows
And yet wouldst shun the wavering turns of war, »
. In fear and feeling of the like distress
Behold the Turk and his great emperess! v
Ah mighty Jove and holy Mahomet, . .
Pardon my love, © pardon his contempt
Of earthly fortupe and respect of pity,
And let not conquest ruthlessly pursued
Be equally against his life incensed .e
In this great Turk and hapless emperess! .

(V. i. 356-69) i ~
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Her remorse is apﬁropriate and grimly prescient. In her simple love for
'] 3
Tamburlaine she is able:to see the' outcome of his obsessive drive for

"

power, and gxpresses a truly tragic fear. Tamburlaine, on the other
" - . :

. hand, is too self-involved to realize the tragic possibilities of ‘his

v s

' ‘
monomaniiﬁ His earlier ruminations on Beauty-were as cryptic as

v G

Zenocrate's thoughts, here, on Fate are clear. :But Tamburlaine sees

- B

himself &s a separate‘lﬁvelopment from life's human realities. As Leech

-

puts it, "Tamburlaine has’made a pact with himself, in disregand of

« other human beings (even, ultimately of Zenocrate) and of cosmic

w15
¢ processes. v
Tamburlaine considers himself a cosmic process, as is made clear in

his exalted self-opinion mear the conclusion of Part I:

5 o

The god of war resigns his room to me,
Meaning to make me general of the world: .
Jove, viewing me in arms, looks pale and wan,
Fgaring my power should pull him from his throne;
. Where'er I come the. Fatal Sisters sweat,
. ’ And grisly Death, by running to and fro
. * To do their ceaseless homage to my sword. B ;
(V. i. 451-57)

*

Speaking #more and more in a compulsive "Ffirst-person descriptive,”

Tamburlaine feels that’he has ncot only ﬁastered Death but has, in fact,

replaced it. This is seen further in the inhuman way he sums up his

’
i

earthly victories: :

»

Emperors and kings lie breathless at my feet:
. The Turk and his great empress, as it seems,
Left to themselves while we were at the fight,
Have desperately despatched their slavish-lives;
- With them Arabia too hath left his life--
1l sights of power to grace my victory; al
. And such are cbjects fit for Tamburlaine, »
: Wherein as in g mirror may be seen e
His honour, that consists in shedding blood
vt When men presume to manage arms with him, -
P (11. 470-79)

»
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He takes pride in his dispassionate leveling of all opposition, and

exults in announcing his marriage to Zenocrate while oblivious to the

human carnage about him: the ruined bodies of Bajazéth and Zabina, the he

blameless King of Arabia, the hoisted remains of the virgins of
Damascus, and the "bloody spectacle" of Damascus itself. Douglas Cole

pointedly sums hp the effect:

Marlowe's last scene thus accents the paradox of the inhuman
effects of Tamburlaine's superhuman ambitions, a paradox which
is more of a problem than a resolution. The victorious and
Titanic figure ‘of Tamburlaine cannot be separated from the dark

o> shadow of human suffering that he himself casts; in Part I he

1’ alone represents the source of all the violence and destruction
in the universe of the play. ©Not until Part IT does the shadow
of suffering begin to fall on Tamburlaine himself,

Levin relates the two parts of Tamburlaine in a paradigm: "the first

treats of love and war, the second of war and death."l7 But .Helen Gardner

-sees the second part as misjudged by any comparison with Part I, while

-

Petér V, LePage argues that both parts are unified in an "urge to have

godlike power over life and deat ."18 I feel that the second part plays’

-

kS
out a certain tragic inevitability and find that the cosmic process of

death thoroughly justifies Part II, as described by the subtitle in the

printed edition of 1606:

*

-

with his impassionate furie, for the death of his Lady and Love
faire Zenocrate: his forme of exhortation and discipline to his
three Sonnes, and the manner of his owne death.

j .

This i1s the ending that everyone wants to see, and Lawrence Danson is

»

quite right when he points out that we never believe in an immortality

S 9 .
for Tamburlaine in any case.l The more monstrous and absolute his

14

victorieé become, the more it becomes appareht\that he will be destroyed

[
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\ .
\ by an equally monstrous power.\| The power is death--that which destroys

N ?
v

every man regardless of status: the whining King Mycetes, gthe despairing

emperor Bajazeth, the innocent virgins of Damascus, and even the mighty
Tamburlaine himself.

‘ as . ¥
But death is an insidious monster that can evoke much pain befcre

a

o

exercising its powers of obliteratiop. It centers-tragedy in a crushing

sense of loss, and the death of Zenocrate ii at the center of the two
- \/

"tragical discourses" of Tamburlaine The Great. The scene is splendidly

balanced, focusing on Zenocrate's deathbed, with Tamburlaine at her side,

and flanked by their three sons, Her three physicians, and his three
Y :

n

lieutenants. Yet no deployment of military might or medical knowledge

can counter Zenocrate's mortality. This fact baffles the conqueror who
w

has, ‘up to now, ordered déeth as he saw fit. Tamburlaine's faithfuyl
servant Death has mutinied. ' Faced with such gross insubordination,

Tamburlaine reacts with a confused mixture of anguish, rage, and military

1
.

bluster: v

What, is she dead? Techelles, draw thy sword,
And wound the earth, that it may cleave in twain,
And we descend into th' infernal vaults

To hale the Fatal Sisters by the hair

And throw them in the triple moat of hell

For taking hence my fair Zenocrate.

Casane and Theridamas, to arms! .

Raise cavalieros higher than the cleuds,

And with the cannon break the frame of heaven, >
Batter the shining palace of the sun

And shiver all the starry firmament. .
(part II, II, iv. 96-106)

s

The ézonqueror has met his ultimate foe, and Danson aptly points to

Tamburlaine's jealous retention of the corpse as "the ‘most gruescome

.

: 20
confirmation of his o;dina;§rmor?ality.“ v Tamburlaine's violent

LY
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, X / , .
reaction to Zenocrate's death makes it clear that his grief is directed-

at the fact that he has met an enemy over which he cannot hold power—--

- . . . . 21
Death itself--and it marks the turning point in his career. *

.

A seemingly strange shift occurs at this point, and it is

reminiscent of Tamburlaine's sudden paean to Beauty after ordering the

[l

execution of the virgins of Damascus. Having just razed the town wherein
she died, Tamburlaine has his sons deliver commemorations. Calyphas'

lines are especially significant:

This pillar placed in nemory of her, . . .

Where in Arabian, Hebrew, Greek, is writ,

This town being burnt by Tamburlaine the Great

rorbids the world to build it up again. .
(Paxt II, III. ii. 15-18)

Clearly, this is meant to symbolize Tamburlaine's deepest authoritarian

grief, but he turns quickly from sorrow and complaint to deliver a speech
on the "rudiments of war" (1. 54) to his boys. While some commentatois
view this as a completgly unreasonable shift and others see it as

Marlowe's poor integration of material gleaned from a sixteenth-centufy

[y

iq s 22 . .
military manual, it seems most clearly to be a lecture on surviwal. .

- n -

Lite is war to the conqueror Tamburlaine, and in Zenocrate's death he has

just lost his first battle. His paternal reaction is to teach his sons

v ]
Y

how to get Death on their §id@, under their authority. But failure is

already "built-into" his plan, as Calybhqs'questions Tamburlaine's ver&
B L S .

premises.

" B

The case of'Ca;yphas further exposes Tamburlaine's decline. While

Pl

1

usually glossed over as a simple coward or an example of sloth, he

"t

incisively accuses his impetuous brothers of being "More childish

valorous than manly wise" (Part II, IV. i. 17), and this is a comment
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that might easily apply to Tamburlaine's own destructive behavior in
reaction to Zenocrate's death. As Danson notes, "The real object of

Tamburlaine's revolt is mortality :i.tsel:‘:‘,"‘z3 and .Calyphas has both prior

experience and persconal feeling on the subject:

-t

I know, sir, what it is to kill a man-- .
, It works remorse of conscience in me. -
B * (11. 27-28) ° . .

r - &

Yet Tambuflaine kills his nonéombative offspring despite the
A} . ,

intercessionary pleag of hisg lieutenants and his, other sons. Whether

: 24 ‘ : L.
Calyphas is a "gynical Epicurean"  or not is beside the point of this
clear examplé of Tambur}aine's violence turned against itsglf. His

* ! 4 av ’ L
summary execution of Calyphas. is a mere expansion of his own,selff v

R .

laceratlon--used earlier. (Part II, III. ii.”ﬂ?ﬁ s.d.),aé an example bf

correct miritary‘fortitude-jénd the captured King of Jerusalem commeﬁ§§

N .

in a tone of voice that counts asg prophecy: - " i \
. < N >

et » *," P .
Thy victoxies are grownAéo’violent ) o .
That shortly heaven, filled With the metéors -«
. ', Of blood and fire thy tyrannies have made, .
Will pour down blood and fire on thy head. -
(Part IL, IV. i: 120-43)

Iy B ’
« - .

- ~
)
- P
«
- ' .

Tamburlaine's brutal siaying of his:son is.contrasted by Olympia's
. \ ) . .

merciful mirder of her child so as to spare it the wrath of Tamburlaine's
’ »

s

soldiers. Olympia, parted from her dead husband and child, has her

.attempt at suicide thwarted by Theridamas, who woo!‘ber in enticing terms

® . .

similar to those Tambuglaine had usged successfully-with Zenocrate in Part
) .

N ~ a . .

I. But Olympia is resolute: v

N +
v
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-y

My lord and husband's death, with my sweet son's,
With whom I buried all affections "
Save grief and sorrow which torment my heart,
Forbids my mind to entertain a thought NN T -
' . That tends to love, but meditate on death, ~
A fitter subject for a pensive soul.
(part II, IV. ii. 22-27).

£

o
[

%
> N

Hers is a wearied sense of loss, and she tricks Theridamas into killing

~ ' "

her. While this action might test the limits of credulity, surely it
%

does not simply align ipsé]f with the deaths of Zénoq;ate and Calyphas

N
ES

1 o - N
as another in a series of "death sacrifices." . In arguing thus, Susan ,
&4 .o

[

Richards.calls Olympia a "priestess or nud dedicated to death,'.'25 but |,
oS B =

her words and actions are rather qﬁose of a pathetic victim. Like Lady
» 1
Macduff and her child, Olympia suffers the sad circumstantial fate of »

«
P R

the innocent. . -

Tanburlaine néﬁér nmeets Olympia, but the consequences of his wrath

o
"

reach everywhere. The grandest symbol of&his vanquishiné power 15 his-.

- ’ ¢ { ~ ‘

1[4
chariot, qFawn by teams of monarchs, Tamburlaine has proclaimed himself *

.
(- -

' e écourge’?f God and terrof of the world" (Part II, IV. i. 154) and’
. " - N

4.
» A

here, with scourge in hand, he acts out that death-like role, shoﬁting

A dispassionately at the harnessed kings:

-

Iff{you can live with_it, then live, and draw a
) My chariot swifter than the racking clouds; )
. If not, then die like beasts, and fit for nought
But perches for the black and fatal ravens.
*> . (Part II, IV. iii. 20-23)

° 9 ’

~

This harsh symbol takes the place of Bajazeth's cage in Part I, .but has

a grotesqﬁely‘retributive quality as well; it effectively answers the

N ) *,

Turkish emperoxr's pre-battle threat not only to castrate Tamburlaine,
+ A s T‘ Al -

. ’

’ . -

but to demean his\follpwers: .

&

3

«

~
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AL

A ' ] SB
e By the holy Alcaron I swear ‘ -
" . fle shall be made a chaste and lustless eunuch :
and in my sarell tend my concubines; - ’
’ ; o And all his captains that thus stouﬁly stand - ’
- Shall draw the chariot af my_emperess. LI v
¢ . - : [{part I, III. iii. 76—80) '
o , 4 - R - o » . .
. " . ‘ * . - - . P 3
- Thus Tamburlaine--who neither forgetg nor forgives--drives the enslaved -
[ M - . N
Y N .
Lt figures af earthly power both as the ul&jimate thrill of quinatioﬁ, and . .
L A2 By A o
- . 26 .
as a clear symbol of his authority at the reins of Fate. -
. Tamburlaine administers the final defeat of the Turkish forces- from )

his chariot. It is from here also that he oversees the gruesome execution

1 N [y '
N [y

of the Governor of Babylon,.(the counterpart in Part IT to the spectacle ‘

at Damascus), in a scene which is exceeded only by the mass-drowning of
? L
the city's population., Tamburlaine's burning of the Koran illustrates «°
“ - ! .

' -~
L : the height of atrocity, however, and it is at this significant point d ‘
. that the despot stammers, “stay, I feel myself, distempered, suddenly"
L4
1, (Part Iz, v. 2. 217). The factual statement seems naturalistic encugh,
) . ! - 2 .
) and Cole correctly notes the absence of tonventional moral explication (= B
something presented at a decidedly didactic pirtch in the expiring words '
of the blasphemously treacherous Sigismond: T, " -
2 B A i * o
. . Discomfited is all the Christian host, . T, .
And God hath thundered vengeance from on high o -
For my accursed and hateful perjury. L
Y - 0 just and dreadful punlsher of siny,
. Tet the dishonour of the:® Zalns I feel . ©
N In this my mortal well—de erved wound s .

And let this death wherefin to sin I die :
» % Conceive a second life in endless mercy.
(Parg Ir, 1I. iii. 1-9)

End all my penance, in myésudden death;

o

s

But moral discovery is impossible for the self-deified Tamburlaine, who

e

considers himself invincible and takes his ‘exit with this momentous

r'd
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. of «Calyphas:

)

-
L}

» 1

. declaration: "gsickness or death can never conguer me" (Part IXI. V. ii.

v 0 ™ a

1 .

221). . ’ . .

- ARN ®

Susan Richards traces an enforced "double value" in Marlowe's
. 3 . 'l w

4

3 -

imagery that developk Tgmburlaine's relationghip to death. Of Marlowe,

¢

+ . . - a
she says, "He uses arseries of, images until they become equated, almost

.1 A .

identified, with.their referent; then he reverses the equation, and the

l

28
referent iftself becomes the image." She shrewdly cites the image of

o )

t

warrior-as-meteor at Zenocrate's funeral: o

)

o

eAnd kindle heaps of exhalations e

That, being fiery meteors, may presage S
. Death and destrdction to th' inhabitants. *
' (Pdrt II, III. ii. 3-5)

<

s
- 0

s

She then coptrasts the image of meteor-as-warrior, used later by

» -

Tamburlaine to answer the curses of his captives just after the execution

.« ~

IS

- R 4

I will persist a terror to the world, g
Making the meteors that, like armed men,
Are seen to march upon the towers of heaven.

! (part IT, IV. i. 201~203)

<

]

What this means, however, for the association of Tamburlaine and Death

.

is muéh broader, and entails a fundamental challenge to the nature of

»

>

Tamburlaine's authority and his existence.

N The double valge I am proposing reveals itself'gver both parts of

s

the play, while Richards' analysisﬁis restricted to only the second part.
Throughout, Tamburlaine has been describe?1in impossible superlatives by
eVery major character, including himself. But there is never any doubt
as to what his featur;s portend. One wrathful look at Agydag in Part I

(ITI. iii. 65 s.d.) was enough to make the Eygptian realize that suicide

.
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was his only recourse. In Part II, to Usumcasane's observation of eneﬁé

r
fear--"pPoor souls, they lock as if their deaths were near" (III. v. 61)-~

Tamburlaine gimply replies, "Why, so he is, Casane, I am here." "To

[} -

mitigate the irony, Tamburlaine faces his foes one last time, %and they

flee in, terror at the sight of him. No longer do his looks merely

-

presage death, they are death and symbolize the absolute ﬂeight of

Tamburlaine's monstrosity. . . ’

[N - #

¢ - . - -
Realizing .the severity of his final sickness, however,.Tamburf%iné

- -

»

describes his treé%herous playmate: : - .

Sé€ where my slave, the ugly monster Death,
'+ ghaking and quivering, pale and wan for fear,
. Stands aiming at me with his murdering dart
Who flies away at every glance I give,
. And when I look away comes stealing on.
: Villain, away, and hie thee to the field!
" I and mine army come to load thy bark
With souls of thousand mangled carcasses—- > .
Look where he goes! but see, he comes again
Because I stay! .
v {part II, V. iii, 67-76)
. .
t v ' <.

He delqggdly insists on his domlnance over death but, because of his lost
. energy, there is no more fun to be had. Indeed the physician's prognosis

is clinically straightforward: .

-

¥ viewed your urine, and the hypostasis,
Thick and obscure, doth make your danger great;
Your veins are full of accidental heat
Whereby the moisture of your blood is.dried:
' The humidum and calor,’ which some hold
/ Is not a parcel of the elements
But of a substance more divine and pure, | |
Is almost clean extinguished and spent,
Which, being the cause of {life, imparts your death.
) (11./82~90) -

.

Py

ﬁigid physiological descriptierls contribute to the sense of death as an

¥ ¥ . N
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¢+ *

;nevitaiﬁe protess—-a process even Tamburlaine must undergo. Moreover,
the terms have been consistent throughout: from Cosroe, to Bajazeth, to

the now-dying Tamburlaine, the pain of death has been expressed in the
4
language' of the body. More than a divine mystery invaolving retribution,

Kl

LR 4

death has become an inexorably painful fact.z9 PN s *

3
. .

It is as a.painful fact 'that qgéph is finally addressed. The dyiné

despot's last words conform to his grim mpealization: "Tamburlaine, the

scourge of God, must die" (Part II, V. iii. 24B). The word "must" is of

most significance, and Gardner concludes that the moral of the play "is

the simple medieval one of the inevitability of death."BO But the play's
cosmic ideological concerns with beauty, desire, ambition, and power are.

L4
not so easily reducible. Tamburlaine dies, yes, but to an Armageddon-

w

like vision by his son and ﬁeir: "Meet heave d earth, and here let all.
things _end“ (1. 2219) . Tamburlaine's involve;ﬁgxtrwitﬁ death has beenla .
lifeloné struggle: he claimed to control death, became a personification
of death, and was fully identified as death, until finally overmastered
by the power‘of death itself. Death's ultimate characterization as ‘
universal finality is exposed. Its painful fact--beyond simplé

inevitability--is its overawind infinity: the quality to which Tambuxlaine

aspired but, as a human being, inevitably failed.to reach.

Death is a monstrous symbol, a truly horrible figure at once

completely removed from and yet thoroughly infused in the experieqﬁe of
life. Easily seduced by the myth of the immortal'self, man still remains
. . ¢ .

powerless when he confronts his last enemy. This is the tr;gical

realization of Tamburlaine--a draconian despot for whom control meant

-
» ~

]
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everything. But man‘s_mdrtal nature will grasp at whispers, and the

-

intellectual career of Doctor™John Fau$tus of Wittenberg is analaggus,'

in;terms appropriate to the inner man, to the global cargégé of the
megalpmaniacal Tamburlaine. Both ;en seek fame and power through the
unrestrained pride of deific aspiration. Indeed Faustus presents

himself as an"afiogant intellectual imperialist. He is deteyﬁinéd to °
"level at the end of every art" (i. 4)31~~Logic, Medicine, Law, Divinity; <
he conguers schol;stic subjects as Tamburlaine does civilizations.: But
his insatiable intellectual ambition finds none of them suitably

satisfying. In an egoistic void, he chooses "cursed necromancy"

(Prologue, 1. 23) and Marlowe traces out his spiritual suicide in

The Tragical History of the Life and Death of Doctor Faustus. /}"\\\\\\\
* There is an aura of grim finality at the play's very outsef, and

it is sensed as early as the prologue. In direct opposition to the
' ]
promised threats and conguerings of Tamburlaine, the Icarusflike

aspiration of Faustus is already recounted in the past tense:

¢

‘

Till, swollen with cunning of a self—conceit,/’ .

. His waxen wings did mount above his reach, /
And, melting, heavens conspir'd his overthrow. .
) (11, 20~-22)

v
- e

The prologue appeals to "patient judgments" (1. 9) while presenting a

desperately impatient scene. Faustus, alone . in his. study, curses the

-

frustrations of his own limited ability:
| .
Yet art thou still but Faustus, and a man.’
Couldst thou make men to live eternally
Or being dead raise them to life again,

Then this profession were to be esteem'd.
{i. 23-26)
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Dissatisfied Because he' lacks the divine power of life and death, Faustus

A .

sees only death for himself, through dpecious application of biblical

" texts in syllogigtic form: sin leads to death; all men sin; therefoxe all

men must die. "Ay, we must die an everlasting death" (i. 45), concludes

v

- 32
Faustus, and the death of his spirit begins. -

Faustus' massive intellectual pride is combined with an aggressive
acquisitiveness that forces him to grasp and contain the power of

>

knowledge before he has mastered its simple proyisional workings. The

small ironies’of misquotation and logical manipulation (errors unworthy of

N

an acadenic accomplished) show Faustus to be still an "expert" rather

-

than an "authority," and his pedantic absolutism proves to be his undoing

x

later. Mephostophilis vacillates about cosmic information to the peint

of refusing to answer Faustus' direct question, "Now tell me, who made

P

' -
the world?" (vi. 69). The answer is the name which tortures the devil

~

.every time it is spoken, and the one which Faustus no longer acknawledges.
It is, of course, God; and Faustus' fundamental error lies in the fact
that, through his dogmatic self-confidence, he refuses to see that true

knowledge resides not in human understanding,bnor in clever bits of
& v

33
demonic information, but -in the faith of knowing God correctly. In a
Protestant context, Faustus' limitations are highlighted by the fact that
theological "expertise lies in a simple human faith, while authority

resides solely with‘God.

3

-

Faustus' loss of fdith is syﬁbolized by his compulsive desire for

3 .
the esoteric knowledge of magic. 4 In malicious delight, he rejects all

1

conventional learning for the intoxicating charms and symbols of

[y

witchcraft: s

° -



"These metaphysics of magiciéns .

And necromantic books are heavenly;

Lines, circles, letters and characters:

Ay, these are those that Faustus most desires.
. - (i. 48-51) ‘

But while he tries to distance himself from the petty parameters of
v k]

human jknowledge, he only further isolates himself through pride, This
alienation from his fellow man (seen in the fact that Faustus is usually

either alone, with ézmonic spirits, invisible, or corspicuous among

rustics) is a metaphor for Faustus' alienation from God, and it places

the health of his soul in peril. Magic further weakens his faith and
symbolizes his separation from-huménity at 13§§e in the telling gquestion
of the Scholar: "I wonder what's become of‘Faustus, that was wont to

makKe our schools ring with sic probo" (ii. 1-2). 2As he loses faith in

salvation, Faustus loses his sense of self ag well, as is exéiained

with grim irony in his own statement of resclve:

f

ere I sleep I'll try what I can do:.
This night bt conjure though I die therefor. v
(1. 164-65)

P

Faustus considers himself intellectually prepared to challenge the
black arts, and, alone in his studf; he narrates his own actions with

compulsive fexrvor:

Faustus, begin thine incantatians,
And try if devils will obey thy hest,
Seeing thou hast pray'd and sacrific'd to them.
Within this circle is Jehovah's name
Forward and backward anagrammatiz'd,
The breviated names of holy saints,
Figures of every adjunct to the heavens,
And characters of signs and erring stars,
By which the spirits are enfore'd to rise,
(iii, 5-~13) ;

-
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He invokes the’ inferpmal trinity of ILucifer, Beelezbub, and Demogorgon .
in resolute Latin,:but the demon which appears is too horrible for

- O
Faustus to face. He is Mephostophilis, a lost spirit, dead to etexnity
[

L]

but chéﬂged easily into the figure of a friar toc ease the terror of his

-

true countenance. This disguise is an interlude convention as well as

~ ~

. - . v * s .
a canvenient and ironic way-for the erstwhile cleric Faustus to converse

with a messenger from hell. Yet Faustus' conjuring by, itself has not

-
.

made Mephostephilis apbear. The demon exﬁlains (aping Faustus' own

scholasticism) that his presence is but per accidens because of the

.

blasphemy of Faustus' invocation, adding,

when we heat one rack the name of God,
¢ Abjure the scriptures and his saviour Christ,
We fly, in*hope to get his glorious soul; -
Nor will we come unless he usé such means
Whereby he is-in dange¥ to be damn’'d. T ©ot
Therefore the,shortest cut for conjurlng .

, Is stoutly to abjure the TrlnIty - . ’
And pray devoutly to the prince of hell. :
(iii. 49-56)

Clearly, Faustus' soul is in danger. Mephostophilis even counsels him to
. | )

give up magic, but the learned doctor‘'considers himself to be one

propog&?ion ahead of the demon. He knows the devil to be a liar by

nature, and counters with incredulous self-assurance: '

What, is great Mephostophilis so passionate
For being deprived of the joys of heaven?
Learn thou of Faustus manly fortitude
And scorn those joys thou never shalt possess.
Go bear these tidings to great Lucifer:
Seeing Faustus hath incurr'd etermal death
By desperate thoughts against Jove's deity,
Say he surrenders up to him his soul :
So he will spare him four-and-twenty years,
Letting him live in all voluptuousness.
(iii. 85-94)



\\ufzigaustus has already mastered the "drudgery" of law); with all necessary

Py

61

-

Faustus has moVEd himself into diabolic association through the

. 3
presumptucus and mortal error of dismissing the concept of scul. Having

flippantly interjected éarlier, "But, leaving these vain trifles of men's

gouls, / Tell me, what is that Lucifer thy lord?" (ll. 64-65), he now

oL v
goes so far as to disparage the concept of "eterndl death" (1. 90): he
% \ . v n
denies "“eterna? death" even as he admits his own incurrence of it. To .

»

the sophisticate&kFaustus damnatloﬁ is a joke, a medieval bogy, and he .

cavalierly fixes on the arbitrary tefm of twenty-four years of life in

exchange for his immortal soul..- His pﬁide blinds him to spiritual
realities. As Frank Manley astutely observes, Faustus is essentidlly

* 3
isolated in the mystery of self."5 He L$ lost in his own worldliness,

v .

condemned to his own limited terms which express desire with child-like

compulsion. Everything Faustus sees, he sees in relation to his prideful

self. And it is of key significance that pride led to the original
t .

damnation of Lucifer--~Faustus' chosen role-model.
)
/

Robert West might: argue the traditional ‘insubstantiality of a

) . . 36 . . .
contract signed with demons, but there is an awesome finality about a
deed of gift sealed with the power of Christs own last words. Faustus

conveys his life to the Devil, and then lives under sentence of death.

-

While one might morbidly predict the decade of one's own death with some

., - D

accuracy, Faustus' signed contract sets down the very day and hour. This

w

L4 ’
unnatural localization of death emphasizes its important relation to
- W N i .
every other occurrence in the play. Faustus' experience is inseparable
+ . .

from it. As precise as he is impetuous, the scholar ensures th# his
)

contract is drawn up properly in correct legal language and form

conditions statdy, all ambiguities resolved. "All th%s in spite of the
-
| .

Ay
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fact that Mephastophilis never askMs for anything except Faustus's‘:soul,"

’

t 37
alleges Edward A. Snow. °’But the soul with which Faustus bargains so
casually contains the transcendence of self he so earnestly and blindly
desires. With his soul mortgaged, he. will spend the remainder of life's

term in a gradual amortization of faith, and a constant fear of

- “

foreclosure. Wilbur Sanders is lucid on the fatalistic effect:

.
N

If there were no more than this in Doctor Faustus, it would not
exercise the kind of fascination it does. But there is also a
desperate fatalism about Marlowe's vision, a sense that all the
most desirable and ravishing things, man's fulfilment itself,
are subject to a cosmic veto. A tragic rift yawns between the
things man desites as man, and the things he must be content

. with, as sinner. #Bnd it is partly against this ‘dark fatality
that Faustus mobilises his doomed revolts? .

\]

Edward A. Snow's challenging study focuses on the phenomenclogical

"endg" of Faustug' desires. Like other commentators, Snow identifies

4

39
Faustus as an eéxtended figure of gluttony, but goes further to see
Faustus' human will itself as subordinate to a constant desire for

definitign in terms of that which it can possess. The prologue points
-

up this pattern early:

and glutted now with learning's golden gifts,
He surfeits upon cursed necromancy.
. (11. 24-25) . >

At the prospect of cbtaining magical power, Faustus himself exclaims,

"How am I glutted with conceit of this!"™ (i."77). Havisg obtained a
taste of magical satisfaction, he further declares, "The God thou serv'st
is thine own appetite"™ [v. 1ll1l). Recurrent images of eating and consuming

emphasize the starvation of Faustus' sonl, which mortal gratification

cannot satisfy and magical "gratification can only dest%ey.» Snow notes,
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"The language of achieving ends, making an end, coming to an end,’etc.,

is a continual refrain of the opening soliloguy, and it recurs throughout

L "
the course of the play.“4o Having made these observations, Snow argues

for a’bosition which plays down moral judgments in favor of treating the

play as a "sceptical, nonjudgmental exploration of human consciousness."41
Yet the choice Faustus makes is of crucial moral significance. He has
agreed to an end which is damnation--a state he pretends to understand

and not to fear. Instead, Faustus revels in the self-satisfied power of

magic which facilitatéélevil, and which he mistakenly considers a

a

* suitable end in itself. But while the divine power of good he has

1

rgkected is a means to an end ag well as a gracious end in itself, magic

.

o .
is only an exploitative means: a set of occult circles and mystic,

A\
conju£§ﬁions that grow ever more self-involved until the soul, deprived

of God's grace, is eventually damned to eternal selfhood. This is the

ultimate end, and it is starkly revealed during Faustus' first

\

conversation with Mephostophilis:

N

\ .
A
. \

Fau. : Wheri/gre you damn'd? .

Meph. In hell. ¢
Fau. How comes it then that thou art out of hell?

Meph. Why, this is hell, nor am I out of it.

Think'st thou that I, who saw the face of God
2nd tasted the eternal joys of heaven,
Am not tormented with ten thousand hells
In being depriv'd of everlasting bliss?
(iii. 76~82) &

- f

- Faustus has deliberately chosen. to cut himself off from God's grace

by pursuing mystic self-glorification in the occult gnd esoteric. He

4
emphasizes his self at the expense of his soul, and this erroneous
imbalance tilts him in the direction of damnation. Consequently Faustus

must reconcile his soul with God @efore death or he will suffer,*és
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Mephostophilis does, eternal exclusien from the grace of od: poena damnl

. A .
—-éhe punishment of loss--adroitly obscrved by Douglas Cole. Yet, and

this is damningly ironic, Faustus feels that his soul has been rejected

.

by God in the first place, as noted by Arieh Sachs: "Faustus' loss of ;

<«

trust in personal salvation is explained by his conviction, reiterated

. 4
throughout, that God hates him." 3 In the face of a momentary pang of

-

conscience, the Bad Angel offers up the dismal choric fact: "Ay, but
Faustus never shall repent" (vi. 17), and Faustus' own*introspection
reveals only a further "hardening" of his hea"l H&s self~canscious .
rejection of grace continues to ossify through the inflexibility of his

own pride, and he despises his human limitations the way he rather

< L 8

paranoically imagineé God must. To compensate, Faustus aspires to

godhead himself and, in a flush of deluded self-confidence, shouts, "A
sound magician is a demi~-god; / Here tire, my brainé, tp get a deitﬁ{" L

(i. 61-62),

-

Yet it is a well-observed phenomenon that Faustus' actions,once
- - “
charmed, fall miserably short of his stated agpirations. The text itself
5 i R .

is often blamed, and WSifgang Clemen's opinion is typical: 5

We may disregard the interpolated episddes, which were provided
partly as comic relief and bart}y to pander to the audience's -
fondness for spectacle; Marlowe's authorship of these episodes
is very questionable, and in any case .they do not represent the
core of the play. 4 ) . - R 4

v

o

Still, in &hy honest performance of the play, the irony of .the middle

<

e

13
scenes will emphasize a real core-of futility in Faustus' existefce. o

~ >
‘v

Where the mighty Tamburlaine threatened the world with."high astounding

terms" and then proceeded brutally to fulfill the spirit of his metaphors;

Faustus, alone in a cramped study, envisions impossible dreams: R .

3

“
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Shall I make gpirits feotch me what I please,
Resolve me of all ambiquities,

Perform what’ desperate enterprise I will?
I'1l have them fly to India for gold,
Ransack the ocean for orient pearl,

' And search all corners of the new-found world
For pleasant fruiks and princely delicates;
I'll have them read me strange philosophy
And tell the secrets of all foreign kings;
I'1ll have them wall all Germany with brass
And make swift Rhane circle fair Wittenberg:
1'11 have them £ill the public schools with silk -
Wherewith the students shall be bravely clad;

I'1l levy soldiers with the coin they bring
And chase the Praince of Parma from our land .
And reign sole king of"all our provinces.

’ (i% 78-93)

o

Once his pact with the devil is signed, hpwever, he never shows any

¢

B

)

+
inclination toward political, military, or social virtue. His one

3

.signaificant plea for spiritual help--"0 Christ, my saviour, my saviour, /

Help to save distressed Faustus' soul” (vi. 85-86)--~sounds more dike

' .

backsliding than like faith. R

yax Bluestone has shrewdly described Faustus' knee-jerk reaction to

the psychomachia proportions of the Good and Bad Angels as “presumptuous

.

. 4
despair."” >

.

Christ at this point, but, at the same time, he shows a deéper lack of

faith in Chrlstlan‘repeptance. He remembers the Bad Angel's threat: "If

thou repent, devils will tear thee in pieces" (vi. 83), and prematurely

9

reacts: "Q Faustus, they are come to fetch thy soul" (L. 92). Lucifexr
N {

and "his companion prince in hell” do nothing of the kind, howe@er, in
. %

conformity with the Good Angel's promise: "Repent, and they shall never
1

raze thy skin" (1. 84). Christ truly cannot save Faustus' soul because
\

of its present enfeebled condition, but then Lucifer cannot claim it

°

s either because death is not at hand. This could be a spiritual turning

x
8 Y -
3
s

. o J .

fany
&1

Faustus actually thinks he has done atonement by calling on
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polnt for Paystus but, instead, he turns it into a show of weakness. He

© »

allows himself to be bullled by the legbreakers from he\i because of his

real lack of faith; and Lucifer, infernally sensitive te this failing in

G

Faustus, distracts any further introspection with the hlstrpoﬁlc

legerdemain of the seven deadly sips. They Eroupe by in a grotesque

.

cavalcade and Faustus, easily appeased, excleims, "g, how this sight doth

-
4

-

'a metaphorical sense, Faustus falls in behind this doomed parade.

A o

Indeed, from this point on, Faustus forgets his own idealized
s .

1
A

ambitions to imitate the demonic impresario. His career takes on the

)

farcical tone of a Tudor interlude, dnd tha actual pointlessnees of his

@

position is emphasized by the jocose irony of the play's middle scenes.
a M “ N

He turns invisible ‘to wreak impolite havoc at the Vatican, acts as

outrageous court magician to the German Emperor and patronized
‘ 8 .

illusionist for the Vanholt Duchy, and becomes the titillating terror of
the gossiping country populace. Instead of exerting demonic power and
infernal influence, he proves himself to.be-an annoying trickster like

3

the traditional vices of the interludes. In fact, his antics symbolize

4 .

the essential ludlcrousness of the man who declares himself superhuman.
Rather than & portrayal of steady decline, Faustus' 1nvolvement with the

Horse-courser, Robin, Dick, and Ehe others only further emphasizes his

limitations as a simple human, and he enters the ‘subplqQt on their level.

Through his_pridefulnshortsightedp€ES Faustus forgets (if he ever really

\] ~

knew) that "because the foolishness of God is wiser than men; . . . God

hath chosen @he\toolish things of the world to confound the wise®

o -

¢ . \)
(I Corinthians 1:25-29). His pedestrian’ carryings-on, while imbued with
" 3

rydemonic gharm,are an ironic show of the horseplay of mortal life when

. 4 ~ N

delight my soull!™ (1. 170). But his soul is actually‘being ignpred. 1In-
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4
compared to the eternal value of the rmmortal life of the soul. 6
L IR

4
Th§ thunder-and-lightping conventions of extra-worldly gower which

cpen sceng xviii subtly herald doom, and the doom of Faustus' profligate

soul in particulgr. Wagner pointedly moves the action forward:

. « I think my master means to die shortly: .
He has made his willl and given me his wealth,
is hoube, his goods, and store of golden plate,
esides two thousand ducats ready coin'd. .
wonder what he means. If death were'nigh,
He would not banquet and carouse and swill
Amongst the students, as even now he doth,

5

x\" Who are at supper with such belly-cheer ‘
\ A% Wagner ng'er beheld in all&pis iife.
o (xviii, I-9) ) ’ .

1 -
- - 1 - ’
a

b/ ] + 3 » &

t v .

But death is*"nidh" and, while Faustus' hehavior puzzles Wagner (vho %
. i . : .o §

probably deserves something less thanginheritance), a legacy for the

bl 4 ¢ o

unaccomplished scholar %ymboll%es Faustus' general disregard as thé term +
+ \ s A [N
1 -
.of his contract expires. ,In fact, Faustus' "wall" 1is synonymoug. with the
. ‘%l ~ 3 B

- v ) L8
pointless "belly-cheer" in which he so heartily indulges. In the face of

P e -

infinite possibfiity, Faustus has opted for twenty—féur years of '

o S

1rresponsibility mlsconstrued,’in his mind, as powex. He.has deludedly

]

&

B

fed the self while starving the soul’” Soon he must reckon accounts, and' his

N

present rev lxy at th@‘banquet table only further emphasizes his actual .
% ° « y -

Al v 7‘
ingufficiency. . : }
v . > P -«

' The O0ld Man of scene xviil is an exemplar of the ‘course still open

* Ay

- N x v
to Faustus. ' Something of a "Father Time" 'figure, he heightens a sense of

*

o !
finality in Faustus' experience at the samé¢ time as he provides the

N ] .
concrete human symbolism missipg in the ineffectual Good,Angel. He

exhorts Faustus to leave off the "damned art" of magic, yet fully
: ; .

realizes the difficulties of abnegation through faith. JIndeed, though he

- M a
= .

T

.

i
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chastizes Paustus' willfullness, he cndeavors to lessen the geverity of

Y

condemnation: '
i . - 4 -
) 4
* It may be this my exhortation k
Seems harsh and all unpleasant; let it not, - ‘\
For, gentle son, T speak it not in wrath
\ Or envy of thee, but in tender love N
aAnd pity of thy future misery; .

And so have hope that this my kind re¢buke,
. Checking thy hody, may amend thy soul.
{11. 48-54)

sins” (11. 65-67). But this is no tim? to intellectualize. The power

of the soul must be accepted irratidnally on faith; and it i!ﬂglgnificant
that the 0ld Man is neith;r a "good angel" nor even a clerical figure,
b;t simply an aged human wﬂo carries his mortality graceful;y because of
thei strength of his faith. . \ ' e o

As déath draws néar, Faustus is at once the«0ld Man's physigal equal

. . @ ¢ .

gy .
and pathetic spixitual opposite; and, instead of seizing angeleventh-hour
.reprieve (the availability of which, illustrated by the thiéf on the
» . . o "i

'cros%, is the standard argument against despair),qngaustus wishes for
# [

death in a bluster Of desp¥ir and self-récrimination: * -
A . o
Wheres agt thou, Faustus? wretch, what hast thou done?
» _Damn'd art thou, Fdustus, damn'd; despair and die! "
‘ (xviii. 55-56)
" +Mephostophilis cannily hands him, a dagger. Yet this is not Faustus'
* 3 L3
% . .
first attempt at sticide, as implied by his earlier terrified r%collection:

.

- T

o »



‘situation’:

L

- oY
Scarce can I name salvation, faith, or heaven,
But fearful echoes thunders in mine ears, -
'Faustus, thou art damn'd!' Then guns and knives,
Swords, poison, halters, and envenom'd steel. .
Are laid before me to dispateh myself;
And long ere this I should have done the deed
Had not sweet pleasure conquer'd deep degpain.

* (vi. 19-25) ’

Faustus is doubly damned: both by his despairing lack of faith and by the

mortal sins of "sweet pleasure" that illegitimately help to mitigate it.

Susan Snyder's general observation is appropriate in Faustus' case:

3

i

"Pride and desﬁair are linked in the rcfusal to acknowledge insufficiency

. 48" )
of self and ask for God's help." 8 Yet the 0ld Man intercedes at this

.point the way Una, in Spenser's Faerie Queene, had had to come between,

7

the Redcross Knight and the "man of hell," Despair, in a similar

M

‘
-~ )
A 5

P

B
‘e

. Then gan the villein him to overcraw,
-And brought unto him swords, ropes, poison, fire,
e And all that might him to perdition draw;.
And bad him choose, what death. he would desire:
For death was due to him,:that E@d provokt God's ire.
’ (I. ix. 1)

.

Faustus' error, like that of the Redcross Knight, lies in his' mortal
fear of God's judgment and punishment,®instead of faith in God's mercy
and love.50 The confinement of his study is likewise analogous to the

f

terrible isolation of the "cave of Despaire" in The Faerie Queene. But

the*leering allegorical figure of Despair is internalized jin Faustus’

own grief and conscience.: o
3

w
o
f

I do repent, and yet I do despair; ™
Hell strives with grace for conquest in my breast.
.+ What shall I do to shun the snares of death?

. N . (=viii. 71-73) \

. " » o
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EN »

" ﬁépgéstophilis suggests that he dispatch himself immediately,
knowing that to claim Faustus' soul now would mean successful damﬁation.
In fact, the eagerness of Mephestophiii§ is itself an argument for
Faustus' reprieve,’ if he will cnly turn to God with a truly contrite
heart, as the 0ld Man exhorts him to. Unfortunatelx, ﬁaustus' warped
fixation on punis?ment forces him to transfer his own misbehavior to/the
0ld Man, ané he bids Mephostophilis "Torment, sweet friend, that ba@é and

aged man / That.durst dissuade me from thy Lucifer" (11. 84-85), only‘to

"be answered with a statement of evil's impotence in the face of true faith:

.

His faith is great; I cannot touch his soul;

But what I may afflict his body with 2
I will attempt, which.is but little worth,.
(11. 87-89) N

In desperation Faustus changes the subject to focus on yet another
dssir%. As his contract expires he seeks to experience further éarthly
satisfaction, a?d he asks Mephostophilis to brovide Helen of Troy not
only to graéify his fleshly appetite but, in a perve;sely practical way,

to take his mind dff<pf the grace he need only ask for. Faustus imagines

that tHE embrag

\g{é:e}en will, in his words, "extinguish clear / Those
| thoughts that \Jo dissuade me from my vow, / And keep mine oath I made to

Lucifer” (xviii. 94-96). Yet the lyric that follows, beginnigg with the

f 4
EN

famous "Was this the face than launch'd a thousand ships," does more than
-Q)‘ *

merely distract Faustus' attention*from thoughts of repentance, It is a

e

complex pagén{hé gemonic beauty,’ equal and opposite to the moist moonful

.

, imagery of the like set-piece on Zenocrate in Tamburlaine. Here, howevef,

©

the imagery bursts forth in violence and vertigo--"Her lips suck forth my

»

ssoul:"see where it flies!"™ (L. 102)--to hover in an air of flame where

@
N
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"all is dross that is not Helena" (L. 105}. Ironically, Faustus'
_obsessive praise echoes an earlier statement on purity put forward by

Mephostophilis: "All places shall be hell that is not heaven" (v. 127).

Both characters seek to define absolute desirability, by excluding
everything else. But Mephostophilis sees the eternal view of priorities
at the last trump, while Faustus remains pathetically*localizad within

his own immediate appetite,  His infatuated “heaven is in these lips"

e

(L. 104) falls woefully short of the more pertincnt'state of his eternal
Ay - o

soul. Excluded from heaven, it must be in hell, and Faustus is drawing )

ever closer to this terrible realization.

[y

Yet hellfire is dmagistically linked to sublimation in the present

context. The flames, ,concrete,medieval symbol for punishmenp, have beep
subdued to this point in order to "heat up" the finale, but have also
prefigured Helen in subtle and significant ways. Mephostophili% used a
"chafer of fire"“(v. 69 s.d.) to liguefy Faustus' congealed blood-ink and
cause him to melt into demonic ;ssociatidn. Also, Helen's "hot whore"
understudy (v. 150) héd been ludicrously presented as "a Devil dressed

-

a
like a woman, with fireworks" (1. 148 s.d.). But the metaphorical flames

L4
that lick about Helen are neither emblematic nor grotesque. Their effect

-
.

is sensual catalysis, and Faustus rhapsodically centers her in the

furious heat of the sun:

0, thou art fairer than the eveming's air .
Clad in the beauty of a thousand stars, ’
Brighter art thou than flaming Jupiter ’
When he appear'd to hapless Semele,
More lovely than the monarch of the sky
In wanton Arethusa's azur'd arms,
And none but thou shalt be my paramour.
(xviii. 112-118) . ‘ N
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She is a destructively enervating succubus, and Sachs aptly notes that

~

her kiss is the kiss of death. But it is misleading to see her (as Sachs

e
-

5
also does) symbolizing some sort of decadent deafh-wish quiescence.

Faustus is cledrlftpn a pattern to self-destruction,and he mistakes this
} ¢ s

"paramour" for the eternal love of heavénly bliss, but his praise of
Helen is meant to symbolize his actively burning lust. She metaphorically
sucks life out of him, and he likewise indulges in the joyfully unbearabie

heat of the moment oblivious to the fact that in her face he sees his own

s

~-the face of damnation.

The concluding scdenes are powerfully intense, and the approach of

Faustus' death heightens.the extremes of polarizatiorf between everlasting

torment and everlasting bliss. Lucifer returng, satisfied in his own
- i
[+ -

contempt, and intent on delivering "lasting damnation” (xix. 5) to his

i

ireonic protégé,lBeelzebub is sneeringly direct: "Here we'll stay / To
mark him how he doth demean himself" (1l. 9-10), and Mephostophilis takes

sadistic.pleasure in describing Faustus' eleventh-hour desperation:

4 o

Fond worlding, now his heart-blood dries with grief,

His conscience kills it, and his labouring brain - .

Begets a world of idle fantasies ’ - f ot

To overreach the devil; but all in wvain:s

His store,of pleasures must be sauc'd with' pain. ‘
’ .~ (1. ¥2-16) S ”

.
[N

.
v

His indulgent qlq@etrotting has indeed cdhe‘full—circle,‘but it is a

Al -

cruel homecoming as the devils take their places to dbserve the final
throes. Death, here, is not in ény way equated with sanctuary in

» . 52 . R .
Faustus' mind, as Snow would seem to have it, but with mortal illness,

. ~

relentless tormeént, and everlasting perd;;ion. The scholars are
» . a ¥

- ” ‘ o B
concerned and wish to summon physicians; but Faustus is only too aware of
¥ b
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the lack of remedy for his situation. He descants how he must "remain
in hell for ever. Iell, ah’hell for ever! Sweet friends, what shall
become of Faustus, being in hell for ever?" (ll. 51-53). His mind is
disengaged in fixation on the repeated certitude of "hell for ever . . .
hell for ever." Indeed, overseen by a telling trinity ofﬂdemons (and this
is a remarkable theatrical effect), he pathetically intones the syllables
in doomed understanding. At this phint Faustus is, as Arieh Sachs puts
it, "a man utterly seduced by the prospect of his own damnation, ’
h&pnotized by it, made incapable of salvation by the fascination of his
own éoom.“53 . . .

Faustus' twenty-four years of "life" have, in fact, been a sentence
of death. He arrives at this realization himsclf--much to his‘own horror
--but continues to stand outsi%} his own existence watching himself
perform. Morever, é;ath, for Faustus, has an overwhelmingly tangible
quality, an inescapablé "thingness" that gapes open to devour him. His
1ife has not been lzved——it has merély dwindled away in ephemeral self~
satisfaction and petty pleasure. His preparation for death has b&en a
éﬁénty—four year term; but it seems as if he had served a twenty-four
hour term, as alone again in his study, he mutters,

Now hast thou but one bare hour to live,

And then thou must be damn’d perpetually.
(11, 134-35)

EN

Time is illustrated in Faustus'°vexry words, as- the sel'mscious

enunciation of each painful syllable slowly draws the Statement to a
3

rapid volley of phonemes in “perpetually." He is miserably aware of

death and damnation, and the absence of any "regret," as Spencer#termed

54 e .
it, following twenty-four years of enjoyment is inconsequential. A
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+ . .

deeper sense of futility mollifies regret’ as it has defined, for tweqty—

L)
four years, Faugtus' dubious enjoyment.

In fact, Faustus considers him§elf beyond any hope that regret might
imply, even to the point of his hysterical "See, sce where Chrigt's blood
streams in the firmament!" (L. 146). His hallucination is similar to the
portentous "Homo fuge!™ inscribed on his own arm in scene v and yet, even

then, he thought himself incapable of gaining grace: ' ‘

' ~ &
Homo fuge! Whither should I fly? ;
If unto God, he'll throw me down to hell,-- »
N My senses are deceiv'd, here's nothing writ.--
0 yes, I see it plain; even here is writ,
Homc fuge! Yet shall not Faustus fly., ; ) ’
{(v. 77-81) .

’ [

Here, however, Faustus' exclamation is analogous to Tamburlaine's
* -

delirious imperative "set black streamers in the firmament" (Part II, V.

o . . L85 . )

_iii, 49), a comparison drawn first by T.S. Eliot. The complementary

red of blood and black d?ydéath string acress both plays as violent :and
¥

] . .

paramount symbolism, In both cases death symbolizes an ultimate-—the
» - [ 14

first of *he four "last things"--and the course of the act§6n is a

to death for the hero, after which the dramatist simply defers

his responsibility. -

Faustus is intent upon saving himself but, instead of looking to-

God, he continues to seek external and %lusive bits of information. -.

¥

¢

While his last speech is like the proverbial "flashing" of ondés life
before cne's eyes, Faustus damns himself through his own missapplied
. :

terms: '

Ah, my Christl-—- *

« Rend not my heart for naming of my Christ;
Yet will I call on him. O, spare me, Lucifer!

(xix. 147-49) J
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He first calls on Christ in pain, not out of contrltloz

In fact, he
uses the name in vain. Two linés later, when the meter of the verse and

the fate of hlS soul stand balanced on the crucial name TChrist " Faustus .

o
a

can anly provide the blurted multlsyllable “Lucifer!™.. In fear, he calls

up traditional 0ld Téstament mountains torobliterate hisl\existence, angd *

K}

curses his birth through iﬁageg of his own.gross humanity: .
- ) 3‘ ' co ‘ @, .

. - Now draw up.Faustu¥ like a foggy mist . ’
Into the entrails of yon labourlng cloud, ) "
That, when you vomit forth into thé &ir, * . .
My limbs may issue from yoﬂ* smoky mouths, ’ \

So that iy soul may but ascend to heaven. A T
- . " (11. 159-563) - * \ K

~ ’ Y \ . !

1

He desperately desires escape; he would rather not have a soul thah have

- . .
it damged.  His fesire for total.non-being mlkes him curse his parents,
° 3 1Y

v

. - L .,
N [ K i

N -, . ‘ ] . 4
as well as himself, before wishing the . ultinate ‘d;sintegration:

'
) ?

N VA s £ Y v
. 0. soul, be chang‘dainto little water drops, I
Ard «fall into the ocean, n‘ex be found. . *n . :
- : (31, "185- 86) .
& 'D.- N o
.-a . t . u‘ ' N ,‘ ? i .y.

© But death and hell ocqurqcontemporaﬁeously for Fgustué: His terrified

A
@
v ° [

L] st N .
exclamations describe ugly ferocity and searing pain as he slides down to

eternal torment echoing anothermultisyllablic name from which he will
. . ”. , : .
nevey be separatgd. . =y ‘, . .
. ! . L, , v". : ﬁ_ . s [ . 0

b . ' ’

@ "Tha séreamed "aAh, Mephostophilist"™ (1. 190) concludes'Faustus'ylifé

- - » 4 @ -
. . .« A

at the same time'as it vdiges .what J,V. Cunningham call§-hthe shogked

¥

o, <! . , ¢t 5 ) .
limat ofgefeeling . . . the extrgme of fear." 6" Plenty of jnterlude’ :
14

1 . .
N -

ginnegs w@th names like Moros‘ahd Nichol Newfangle had xidden to hell

. ’
] ’s ’ b

before on the devil's back, but th!y were ludicrous figure® who éllc1+ed
- N 5 ﬁ
raucous'laﬂghter toaccompany their rearing‘joyrides. Faustus, &n the ,

* s
1 c T 4 »
o 1 .

B
£
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other hand,* expresses painful internal suffering and cven pathe’c}):ally’

° .

bargaing-~-"I"'11 burn my books!" (1. 190}--in a last act of desperate

evasion. We-'experience a vicarious wonder at the extreme of his

El

feeling, and fear in a truly tragic context. The man of exceptional

possibilities has brought damnation upon himself, like any unredeemed

"hot whore" or burgher Duke. His primary error has been a deluded

reliance on the self, as noted astutely by Max Bluestone:

Q

The form of Faustus' fortunes follows a clearly tragic curve
from ambiguous decision ‘tc ambigucus death, from mystggy to
mystery. The nodes of the turve are familiar enough; heroic
self-sufficiency and tragic self-confidence, docision as
dilemma, choice, conseguences, suffering, tardy transvaluation,
and death felt as loss, all these deeply tross-purpcsed by
good and _evil ag defined by Faustus', conflicting beliefs and
doubts. .

t

» »

By contrast, Tamburlaine, the all-powerful chainer of Fate, is wiped out

—slike any of his victims when Fate decid#s it is time. Faustus'
T . .
bqerriding irony lies in th? fact that he chose the time himgelf. Both

protagonists reach their heroic and pathetic limits in ,death, and &e, the

. ¥ ’
living, behold them with awe. f

»
- .

n 'ﬁaustus pictures the medieval ﬁunishments of hell im his death .
e, s ~v‘>, [ P a
MEN . . . -
° throes, and the hellmouth stage progerty of the earlier drama is even
9" ° P 2 . * ~
. ” 5 PR 3

. brought out (L. 115 s.d.) to ensure tﬂat-ﬁhéré‘is no mistaking his fate.

a

i

¢
- o

.. R 1 i “ “ ‘ .
fhdg&d his s atthqd limbg’, discovered aﬁterﬁégd; imply. an explosive,
—_— . . L )
4. » + L » o o
force ‘that gends the ‘soul out qﬁé?ﬁg body to amgther localify. Fadstis'
. KERs - ‘3’ - ’ ’ N

death has Heen a ybndroﬁsﬁspgctadié‘of pain and irretrievable loss. His
. « s .

X

= N

» e = 1 P

%iﬁteikectu 1> and moral;éfssibd1@tié%k-“Cut is the .branch that might have

. - o - - .
Y. grown full straight" (Epilogue 1)--have been lost; in sin and etefnal’ :

.

. a

o ~ - > gn ® : * 4
* a ' - s >
death of jthe .soul. praustus® main‘transgression is a failure to heed che
. L 3 ¢ .

®
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‘of Christ's first lessons to hi® apostles: "And fear not them which kill

the body, but are not able to kill the soul: but rather fear him which

¢ .
v

is able‘ta destroy both soul a?d body in hell", (Matthew 10:18). Faustus
“.has nevér shown fear in proper propo%tian——unequivocal1y set down in
Psalm 111:10: "The fear of the LORD is the beginning of wisﬁoﬁ"—4and is
now utterly damnrd witheut recourse.,

ﬁhile Faustus acts out the death of the soul, Tamburlaine's struggleg
are basically.?h’sical, The worldly conguersr exerts iﬁfernationa}

military dominance because he feels that he can exploit death to his.

advantage. Faustus disregards death because of his misquided sense of

power--a solipsistic intellectuality. While death is a monstroug circle

s

about Tamburlaine's experience where he exerts authority for a time, to

Faustus it belongs-among the occult:categories wherein he pigeonholes

B

such pathetic worldly aspirations as lust, frivolity, an& selfish desire
in general, The double-barreled futility exhibitgd in these contrasting

carcers shows that Tamburlaine, for all his worldly power, is eventually
> T
reduced to nothing while Faustus' imperialism of the mind only leads him

.

to a horrible.understanding of damnation. Indeed Tamburlaiﬁe, as part of

a process to which he could never be reconciled, ironically leaves sons -

to further his earthly rule, while Faustus, childless and self~involved,

4

. Kl
Yet both take on the appearance of death to become ugly symbols of

is obliterated.

M -
-

the moral choices they have made: Tamburlaine, the "scourge of God," is a
‘te;rifying killexr who.even;ually routs his enemies through his”ve¥y° -

presence; Faustus; a spiritual suicidg,‘denies God in hipself:\is totally

unable to die td the-world, and inspires concern in his fellows where his
el . 4
featpres symbolize dqbi}itating, ratheg than viplent death. BRoth

»
. ~ . r s
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prrotagenists are linked to an overwhelming inevitability in death, which

4

is impossible to circumvent through simple huran means. Like a

monetrous beast at the end of, life's path, death waits to devour them

r

in all their deluded grandeur. Their self-satisfaction is the colossal

v n s

arror of hunan will, and Marlowé’presents them as symbols of external

ani intcrnal human aspirvation. TPaced with deatll at' every point, neither

° * .ot . .

Tapburlaine nor Faustus rocognizes it for what ite is-~an ugly monster of

gigantic proportions that reduces man to iﬁpotence or imbecility.
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- Chapter ITII | > . p

Thy 8Skeletal Grin in Marston and Lournoeur
R o o ; .

i - s N v
a .

The diary of an EliTabethan low student, Jobn Manningham, containe

‘
.
t " <

the © 1iom1ng anesdotal entry for November 21, L000:
?

'
w

"Jo. Marstene the laot Christmas when he daunct with Aldefman
Mcres wifes daugbter, a dranlard bodrne, fell into a strang
cemmondacion of her witt'anl beauty. When ke had done, shee,
thrught to pay hlm hemt, anl told bam che thoughlt] ke was a B
s . ‘poet., "Tis true," said he "for pcetes fayne, and lye, and soe
dyd I when I commended your ‘beauty, for you® Qre exceeding foule."

= ‘ ' ) é * 1
" s 4 » 0
Marston has.been seen as a slcazy, .pathological insult arfist ever since.
4 y . .

.

o

K

. . o .

Ho is never to be trusted because his satirical venom will come spitting
. & . N .~ [

. . ",

k)

out. even in the most 1nnocuous situations. It is no doubt this

- £ ¢ e

1mpre551on, sustained by Ben Jonson s oft~ recounté&~contempﬁ, that

. LYY

informed Samugl Schoenbauri's naive identification of Marston ‘with the

v ’ - a . o

Ao ; .
" character of Malevole as a maladjusted neurotic with a. penchanpt for !
" %
' n ¢ . f . s A .
violence. o s P PN
% . e B N s

~Likewise;«T.S."Eliotfé‘prenouncemenﬁ on The Revenger‘s Tragedy in

’
o L ‘” Foe
@ v . o . *

- 1930 was as crltlcally 1lleg1t1mate as 1t was 1mpxe5510nlst1cally profound.

B n
s V« o © ,

s R - . N
9 *“Je. . ° " “ - N

The cynlclsm‘ the loath4ng and dlsggﬁt.of humanity, expressedu -
. w consumm teiy ine The Revenger's Tregedy, are- immature in’the-’ s ~

“. .. , respeet- Lha; they exceed thn*"ﬁqect Their objective o~ N
. S, . equivalents ﬂré ~characters practlslng e grossést’v1ces, ’ .
£E*Q o characggrs Whlcn seely merely’to be spectres projected frcm the ~
.\ .* "pget's inner world of.nlghtmare, some horzdr, beyond 'words., So
Com ™’

" the play is a=document dn ﬁumanlty chlefly because it is a
- : document on one& human belng, Toaxpeur, its motive 1s\truly the
o ﬂ%ath motive, foralt As the loathing and horror of '1ife ltsalf
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The grotesque preceeupation with death of hoth Jdramatists ag so
L

v \

bewitchingly repuls ive,attractive +haL critics offen requirve a spec1fﬂﬂ

° * P

place to lay blame/cangratq%ations. The author, real or supposed {(and

in To&@ﬁg¥fls case this uncertainty alds to the cryptic effact), bRecomec

2

ISl '

. A} = N 2 L3 * ]’i\ ”
argeclated directly with the mov 1 vision of his work, and thas leads to

bicegraphical astigmiatism that .distorts a truly critical approach. Thisg

v “

chaptor is entitled "The Skaletal vrin in (noft oI} Marston and Tourneur"
1 %
boc;uﬁe ti+ fleshless grinning' that lurks in and aroumd théir satirﬁé
N . » P
approach to the dlrtvﬁwake of death is a matter of iruvnv and exqgsztien,
not a personal moral stance.

! - s v

« I plan to explore the purposeful grotesque of Antonio's Pevenag,

. . .

~The Revenger's Tragedy, and The Atheigh's Tragedy, wiﬁh referedee, wherc .

.

A3
“ £ )

‘ <
needed, to The Malcontent.

)

No cne dies in The Malcontent, which 1s :

technically a tragicomgedy, but the overall tome is definitély funereal
2 . . ©

- -
* .o 5 Y
.

emphasis throughout will be on tragic satire, ﬁhefechumanity is mockéd-

A3 ' a v ¥
and the play develops a character type of extreme ‘J'.mpm:tam:e.5 My ‘

.

by reductive portrawgals of tortufed life and violent. death. There is an

\ .
* \

"upremitting” quality tg these*Plays--a sarcasm and overstatement--that ~

v

5
’

“

presents moral matters as moralit§ by default. Consider the oyerstataﬁ

o n

openings of thefe plays: .. . )

- v

o . 8

. Enter PIERO unbraced, his arms bare, smeared'in bload a ’?
. boinard in one hand, bloday, and a torch in the other, S@BOTZO
following him with a cord. o .

s o (AR, I. i..s:d.) Cote .

° H ; ? \e
F 3 ¥ i - B

A . » 7 * .o >

- * The vilest out—of tune mu§1c bemng heard, enter BILIOSO and

N PREPASS0. v
B
" n A N . » < -
. UL e (MaLc.,I. i. s.4.) -
e e B
' .
. P A u . & '
“ L -
s n . N P @ .
“ P
. Vc g .
- [ G .
N - v a
wo 4 v N . - . ° N “ ;e
e & B [ . E ,
» . .
0
® - o v, - M . ¢ . ., " ‘ .
*d o . [ | b
v "y . A .
M - - e ;‘J‘ . Vo . ‘ '
. ; . . / .
t ¢ « ¢ :
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e

*

Entor VINDICE {holdinq a skull; he watehes as] the Duke,

Duch’wh, LUSSURIOEO $Eon, SPURIC the bastard, with a train,
pass over the stage thh  toréh-licht, . v \
R, I. i. s.d.) | R .

. 3 @ " h ]
A sensational conjunction of bleod, viclence, and dar

.

o ) - .
11d, lewd, and murderous. Indeed the cxplicit cacophony, of
» * ] ® w . N

-

¢ s

n ¢ -

kness sghs ‘the tone:

"he Maleontent's opening,1s a metaphor fcrlzhe disjointed and nightmarish
world of all the plays to be dizousced in this haﬂtor. v °*
F > ' ot
Antonio's Pevenae begins atwin exclamatory hemicidal pitch, as Picro
? a| - N ’ »
maniacally crows, ° ) , o :
) "D N ‘ v J °
RS ' ‘ - . - 1
T, o, Gaspar Stroty 0, b:ni Feliche's trunk ,
, . Un;o\fhw panting Lide ©f Mellida. [Fxit STROTDO. ] '
Tig.pow dead night; yet all the earth is clutchﬂd.
- . In the dull leaden hand of snoring slecp; I LN
. No breath disturbs the quiet of the air, , = ° L
No sparit moves upon the breast’of earth, ' ! i
. Save ﬂ%ﬁiinq dogs, nightcrows, and screeching owls,
. .Bave meager ghosts, Piero, and black thoughts.
ot . . + ., [Clogk strlkes i
- . .. o {1. i..1-8 s.d4.) Y . -

) . 4
(
£

.

Horrific end deathly symbols of cryptic insubstantiality are shouted to

the fore: night, darkness, howling dogs, owls, ghosts.tfhey contrast with

.‘; n A
the sweaty physicality of "Feliche's trunk,” “"the panting side of

&} . A L} .

Mellida," and "the dull leaden hand of snoring sleep" to reinforce nervy,

(S .

secretive criminality. Piero clearly sées himself as an elusive spirit of

Y -

I3 - <

revenge as well; and the action is'swigt and ghastly as one mufderer _

.o o . / !
exits, the other gloats, and a clock ohinously striRes the small ‘hours.
. o

o« S "
Ironic evil is doubled from the outset for grotesque éffect!

“
- . )

. Piero,

¢

a justlfLéd revenger -in hls own, mlnd, ereLs in trlumph over*hls Vlctlm&

¥ . ‘ N et N

while his q?on'écpémp%ice'vainly tries.tcacoﬂvgy important (qﬁﬁ gﬁgrisheﬁ)

" \

inforﬁationb ﬁindlly; %Psuitéh for his lack of elcq?ence, Strqtzo'breaks -

. . v o ' " . N
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T would have told you, if the incubus
That rides your bosom would have patience,
It is reported that in private state
Maria, Genca's Duchess, makes to court,

‘ - Longing to see him whom she ne'er shall sce,

‘ Her lord, Andrugio.

s YfT. i. G0-05)

I=e

- y
. . v @
N A}

>

- ' v 3 N . - -
Note the corrupt comical image of "incubus" and “"bosom,

* .

s¢}
ta

along with the

4

"

snickering, trivialdzed effect of "Longing to see him whom she me'er shall
3 [

.

ro than frustrated mon

see." Restricted to littld

o '

(R

ey

llables

> ‘,. a
' peint, JEnofoo malkciously commentoon how Maria will find the

[ SRY

+o this

current

-

» » M M k3 3 . k3 * » .
recanciliation” between Piero and the murdered Andrugio, "reconciliation

.

Witl' 4 death!"™ (1. 97)

. NS N
Throughout Piero's: savage monologue,

Stroteo

(himself strangled\zfth ineloguence] has been farcically unable to

v
El - o~ a o

cizcumstance of Maria's presence, he is.again silenced by the ludicrous®

u ' J‘ - \\ R Q"
extent.of Piero's passgion: . - .
4 ' ' -

'

° N . N :
;

N 0, let me swoon for joy.

I am so boundless happy. Doth “she come?

K

‘e Look I not now tike an inamorate? > =~

v ’ Poison the'father, b cher'the son, and marry the mother——ha'e

DU ' . « £ @il 99-104)
\ R ‘ K
R ]

el . By this’ warm reeking gore, I'11 qarry her.

B

By heaven,‘l think
¢ I ha' sald my prayers, w1th1n this month at least,

'y

!

f

&

v

.

’ articulate ﬂimself} .And, @a%;ng fina11§ explained the favorable

L

s

<

‘ Cleaxly Antonlo s Life is in danger, but the son “butchéred at thlS

.

"
»

.

i3

P

: dlscovery of the kllllng,fwhere Ahtanma*tus motther Marla, and the aged

. ¥ Pandulpho are all present q& the w1ndow(pf Anto io's Belowed Melllda. ?

e,

¥

Thé effect stage-managed by the ev14'Plero,,1s as .ominous as it 1s

! N . o g
Y 4
’ T groteSqq\. " Antonio croons, "See, look the ::;§2}v

o - L

t prlde / Love 8 vxtal splrlt dear Anton10

&
g ARRY: L . ‘ :

+
-
@
.
-
o
s
-
5
4
T
-
"
-
v
4

.

.

1

i

stirs;

-

o8

-

b 901nt is’that of Pandulp o Fellche\\vfgg\\tage 1% set for the sensatlcnal

shlne-nature‘s,

-

bride!™ ‘(1. %iis 128-29%,. . -

o
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as the curtains part to reveal-"the bedy of PELICHE, stabbed thick wit@

‘ “ -

wounds [and] hung up" (1. 130 s.d.). Piero freely admits to the killing,
\ s .
but claims he did it in

{
rage at discovering Pelichc in flagrante delocto

” 14

with bis,daughter, Antonio's 1ove,‘Mellid&. Strotzo immediately takes .

. 7/
his cue and enters with news of andrugio'’s death, reportedly due jo
; . ]

S o

- i
ovarjoyousness. Death and, dishsnor dangle before every character, in

M 5
n

*accordance with .Piero’s own suggestive image: “reliche hangs / But as a
Y 1 'u ! s 1. .
Bait upon the line of death" (I. i. 15-16). Thev are all in the terrible
¢ - &

danger of being reeled in on Piero's craced trawl line. .

M '

s

The sensational opening scenes effecﬁively polarize another set of

- - g S

1ronlc doubles 1n the aggrieved palr Antonio and Panduluho. The
o * A
Wyouthfg} Antonio is outraged and impassioned as he cries ocut in confusion
-~ * » « “~ .

and disbelief, : - | ke , ,

' . My father dead, my love attaint of lust, ,

o (That!s a large lie, as vast as spacious helll!),
" .PooE guiltless lady»—o accurséd lie} ,
What, whom, w1ther, Wthh shall’x flrst lament? .
. A dead father, a dlshonoured wife? ,
; , (@ v, 27-31) ’ . ‘
a " A -
) - . @ 3

N * .
. - )

‘He spu}ns all consolation, declaring patience a "slave to fools" (1. 36),

»
- . o PN

» 3 h v
and confort "a parasige“ (1. 49), as he exits in wretched bluster. ¢

. . 2 . -
Pandulpho, on tHe other hand, laughs off sthe horror of his «lain ‘son in

“sickly ra#ionalizatith: |, . ¢ L “‘ . -
D . ° y . P %
Oh ' .
c”u i ) 1 X
How provident our quCk Venetians are ° = 5,
N Lest ‘hooves of jaﬁes should trample on my boy; ‘o
. . Lo@k how they lift-him up tg eminence, . .- ‘
) . Heave him 'bove reach of flesh. Ha, ha, ha. . ' - f
13 - ‘ « (ll 71 74) f 3.

¥ ! -
4 y ' N . ~ .
: 3 i N N
. " # . '1 ’ ’w v
4 a ke J

Unlgie Antonlo-—ln hlS 1mpetuous fervor——Eandu1pho comforts hlmsélf/hlth

¢

- 3 n 2 [
e RO . ~ . [ B ,p/’”
N o - % . ML
- * “ M . o e
“&«(" 3 - - . o
. 4 - £ S $ - N
| - LY Y j s o o,
4 * ’ ° : 2 ‘ . v
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the cowardly j{toicism that follows unspeakable terror., He masks his
pagsion in the guise of social expediency: \

¢ W o >
. Wouldst have me cry, run raving up and down * -
- For my son's loss? Wouldst have me turn rank mad,

Or wring my face with mimic action,

p Stamp, curse, weep, rage, and then my bosom strike?

Away, 'tis apish actlon, plaver~like.

If he is guiltless, why should tears be spent?

Thrice blessdd soul that dieth inndcent. .
° If he ils lepered with so foul a guilt,

why should a sigh be lent, a tear be ‘spilt?

(11, 76-84)

-~

)
s L3

Neither character can rcconcile himself in the face of inscrutable death,

[y N N -

_.but while Antonio wrestle; with-the agony of emotionalized woe, Pandulpho,

)
P ” “

-

- . T

- his partner in grief, suffers a paralyzed -Wonder. ¢ ¢

. ‘e, o :
The opposmng reactions of Antonio and Pandulpho are suggestive of

s N
y k4 - ’ -

- N 'Y
the «central scritical problem“with Marskon:® where is the line of .

demarcation betweén'tragedy and satire? This problem iz addressed

: 6 . .
directly by R.A. Foakes' rgading of Antonio's Revenge. Others had

apolrogized for the plqy'é extreme sélf*consc1ousnassf”though Caputi .
. g3 M ’
noted scomething of the iroﬁy il a chapter entitled-"Lovers-in-Distress
: e o ’ -

Burlesques and Antonioc's Revenge," and W. Reavley Gaircconcluded his

. -
s i .
] ' *

introduttion to the play by endorsing.its 'worth as a parody of Hamlet.

.

‘But Foakes' view of the irony todk into account not énly the play's téxt,

. .a .r ~ « “.‘
but its calculated rid@bulopsness as well when performed by the boy . .

!
. . @

actors of Paulls: . . . PR
4

we
T,
-

M h

. ' - ) ) . g e
The peculiar tone of, the Antonio plays is'largely generated .
through the- exp101tatlon of the clash between, the "infant

'weaknesse" of the boys and their "pa551on“ they speak'more .

than gods,vand, at the same tmme Marston does not” let his o T

,audience forget that they are less than mfn. Lo :
" * w .
" . . B .
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. . an
Foakes noted the consclous detachment in characters like Pandulpho and

Alberto, who call for music (which dutifully begins) and then proceed to
comment on the action (I, v, 62-67). Balurdo, in turn, draws attention

to the play's hyperbole by iﬁditing "gond words" throughout. 'indeed
»éhe second act s but barely underway when Balurde bursts ludicrously
upon the stage "with a gea;ﬁ half off, half on"‘(II.ni..él s:d.); and
Foakés draws }urther attentio. to the érotesque;y childisﬁ strutting

A .
- invelved in impassioned, figures.like.Piero and Antonio. The players

° s

themselves are their own satiric comment.
The boy actors had been a comic staple for decades, ranting in such

oversize parts as that of John Heywood's Thersites, and their youth,

attdched incongruously to the viciousness of the roles in Antonio's Revenge pe~

. .

smacks of satire in the grimmest sense. :Yet T.F. Wharton argued against
ironic readings by claiming a thoughtlessness for Marston that

.ot

: . . . . 9 -
dlsregard?d conscicus parody in favor of his whim, as author. . Rut what

.

Wharton saw as "randomly repetitive" in Pierc and Antonio is visually :

)

repetitive as well. BEach is(a'revenger, self-justified in his own

violence, and Antonio "his arms bloody; [bearing] a_torch and a poinard"

-

s (ITII. v. 14as.d.) recalls Piero at the play’s very opening: "his arms

’ @ -
a

bare, smeared in blood, a poinard iﬁ one hand, bloody, - and a torch in

the other‘“ Another set of ironic contrasts resides in Piero's /
e NA h
contemptuous q}gatlng:' . .0,

o L 24 - "

o " ]

.
- - o ’

Rot there, thou cerecloth that énfolds -thé flesh '
. . - Of my loathed*foe~ moulder to crumbling dust,, . -
,,ﬂ“ﬁbllblon choke the passage of thy fame! .

. 13y -

s ’- ~ \\‘-’ . o, m (II :

o ~ A -
& «

‘o Lo e y .
-,and in the first :.vords“ spokeh by Andrugio's ghost: pr
. o .



<o

Thy pangs of anguish rip my cecrecloth up;
aAnd lo, the ghost of old Andrugio
Forsakes his coffin! Antonio, 'revenge!
. ! : (IIz. i. 32-34) ° ° '

9 .

" R

Surely there is nothing “"random® about the parallelism here;

S, b

4
moreover, I feel that the Senecan,wail of revenge can be legitimately
L] ]

S 4

played for laughs as well. Why not? Marston himself was willing to .
L]

describe The Malcontent as a "harsh comedy" in hig Latin dedication to

Ben Jonson, and anyone capable of penning Malevole's "I had rather_fsllsw‘
a drunkard, and live by licking up his vomit, than by ser flattexy"”

“n x A o 1 ‘ .
. (Malc., IV, Ve 66-08) deraives a certain enjoyment from stirring ironic

T
TN -

sensations. Besides Balurdo's ridiculous dntics throughout Antonio's
. 3 AReonio =

© * « “

Revenge, ' Pandulpho is given the strange line "Antonio, kiss my foot"

. s 0 T .
(IV. wv. 1) to begih the scene that ends ip a collective resolve for

. + #

v

vengeance!

- s

N The problem of tone in Marston has been sharply focused by a

#

"Critital Forum" exchange in Essays in, Criticism. Rachard Levin capped
, .
. a controversy with R.A. Foakes on ironic readings by issuing the

»
. h]

following statement of principle:

I believe we should approach the ﬁlays of this period with the
assumption that they mean what generations of spectators and

readers have taken them to mean (when we have such a consensus’,
unless there is very good evidence to the contrai{;lo i

-~

¥, . .
Levin's caution'should be applauded+-especially in thé realm of

»

Shakespearean criticism that renders the Bard incapable of anything éhort

\ N
of perfectjon, But Marston's dramaturgy had become the main bone of

. . .
contention In the conflict, and this, in itself, says something about
L] !& ’

v, 0 .
[/Marston's power of irony. How.yer, I doubt.that a "cgriensus" ou the

° )

nature of Mardton's (or anybne else's) plays hag ever existed--at least
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not much beyond a vague conformity found in a current of grotesque

latent in the English "psyche, and generalized aptly by Nicholas Brooke:

e
v Before Marlowe and Kyd, English tragedy (apart from one
isolated academic experiment, Gorboduc) whs largely violent
; moral farce. It emerged from late medieval morality plays
where sardonic humourists mocked and derided the solemn morals
+ with strikingly ambivalent results.ll

3
a

G

Each age interprets different}y; and'drama, with its potential for

adaptation, iz moést susceptible to flux. For me (and doubtless for
prdfessors Levin and Foakes as wel]l) this is where the enduring freshness

of the genre lies. The evin ative power of drapatic artifice should not 4

be exclusively harnessed by "straight," "ironic," or (what might be even

more reprehensible by Levin's or Foakes' standards) "close" readings.

Part of the reason Levih objected to ironit readings was because he

detected a tendency to rescue "bad" plays ( or portions thereof) by

v 0

pleading parody--with the same irresponsibility that allows any statement

to be made by pleading irbny. What is really offensive here is not the

v -
-

technique, but its underlying reality--a reality that does not particularly -

flatter the present age, and one which S. Gorley Putt has accurately

deseribed: ' ‘e t

-

'S " Not ‘all. the reasons for gsuppesing the present time to be
pecullarly favourable for an apprec1atlon of llzabethan/
Jacobean drama:are complimentary to us. There is much in this
theatrical treasury which reguires a strong stomach in the '
reader, let alone the watcher and listener. We have that strong
stomach. We have earned it the hard way. Nimeteenth-century,
A commentators were accustomed to'ndke ritual gestures of distaste
when they were confronted by the crude brutalities of some of
ro these plays, whose authors picked unimproving themes and dragged
, up imagery from the unwelcome subconsciousness of their.
. difficult age. We, who have lived through or inherited horrors
glossed over 'in the eighteenth~century and undreamed of in the
nineteenth, have no cause to-flinch,l12

[
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Parody is a fact of dramatic performa

century's Theater of Cruelty has infinitely

‘ , .
power of.Jacobean intrigue than with the drama of social rew

in this century. Its artifice goes a good deal further toward |
presenting an existential context of experience as well. Tom Stoppard's

>

i 4
Rosencrantz and Guildenstern Are Dead could not have been conceived

throudh the neoclassical bias of the-eighteenth century, the Victorian
sensibility of the nineteenth, or the Romantic buffer zone that produced V..

the partial information of Byron's Manfred. Even the lighter moments?of

Waiting For Godot's "dreadful privatjon" are more in touch with the hidh

camp of Peter Quince's production of Pyramus and Thisbe, or "Bottom's .
. 1)

Dream" ("because ¢t hath no bottom") in A Midsummer Night's Dream.

Reality-~so often a parody of itself--is thus confirmed through parody
that is not necessarily cavalier. It chastens us with a paradigmatic

sense of q@ur own shortcomings. It is all we know.

-
¢

Parday can only survive through repetition. The more sSavage the

incongruity; the more striking the effect. Wharton insists, however,

v . 7
that "Antonio's Revenge does not parody revenge ethics, but endorses N

L} .

g 3
vengeance in its most sadistic form."l Doubtless, he has the shocking
4

-

horror of Juliogs death in mind;nand Fredson qug?b, earlier, had
. . -
codified the scene as "a purely gratuitous piece of business brought i

1 \
merely to make the audience shudder."l4 But the scene is set up around

3

clearly defined homicidal contrast§. Agitators "From above and beneath"

|
(III. ii. 75 s.d.) cry "Murder" and the incensed Antonio pledges, "I'll
’ » . ”
suck red vengeance / Out of .Piero's wounds" (11. 77-78). Yet Piero "in”

his nightgown and nightcap" (1. 79‘s.d.) is a touchingly-ironie picture

- “

~ 1

of concerned parenthood: v . '
¢

, .
.
. 3 ,
.
.
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. ' . (ITI. iii, 1-7)

. o . “
.
-
L . N \ .
. . 0

*,Jul. Ho,, father, father! ;
Pie. Howgnow, Julio, my pretty little son? .
igKcy "OROBOSCO] Why guffer you the child to walk so late?
: ' -(11: '83-85) ‘ .

Lt -
-~

IS v N - 4
. .
. 6
. > a

‘antd¥io delays killing Piero at this peint, vowing "I'll force him feed

v
]

on life / Till he shall

lloaéhe‘it" (11. 89-90); and murdering Julio ,

seems the perfect way to begin. Yet it is difficult to“place,the onus

A -

of revenge'on Andrugio's ghost (Geckle. dlaims that "Antonio is being
) ; ;

¥
»
~

foréed to commit atrocities,by a spiritual foice'against_which he is

helpleés"l?) or to gee Jﬁlio as some sort of “Eurrogate target."l6

.

Q® 1. 3

Instead, .the associations around the words "brother" and  "father" sung

v

from the mouth of this innocent only further’ enrage Antonio:

- ¥ . -

v v

¥ 2
Jul. Brother Antonio, are you here i' faith?
th do you, frown? Indéed my sister saild ,
That & should call you brother, that she did,
. When "you were married to her. Buss me,good;
: "Truth,-I love ypu better than my. father, 'deed.
éﬁE' Thy fathexr? Gracious, O bounteous heaven! ///
I do adore thy justice. ‘
- L

<

“The two Wwould have been brothers—-albeit brothers-in-law--in the

marriage. of Antonio to Mellida. They will be step-brothers yet, if
¢ I :\ “
Piero marries Maria. Indeed this child; in the mind of Antonio,
L] I N
representf the son Pilero would have by Maria; and the thought of it is
. ’ 4

maddening. . . _—

The Halletts are accurate on Antonio's state of mind at this point?

/
Under the preésureé of the passion for revenge, he begins to
see the world in terms of the self, that is, he creates a 4
personal view of the world which clouds his vision and prevents

him from comprehending the outsdide world as it really is. 17

. . . ‘ .
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* Y
. A son h}mselfﬂ‘Antonio narrates shis stabbing of Julio through operatic
y « " +
, . . ¢ .
'~ artifice that borders on the sacrificial. He then explicitly states-- .
3 rs LR 2
* r

% .
at his own father's graveside--the comjunction of meaning and murder.

. ¥ - . . .
‘that he has perpetrated: ® * . i} . ) '
4 m ’ » v . “ Q. - M ) ° .
: L . _ . . e
. He® iz all Pieno, father, all; this blood, v ”
* This breast, this heart, Piero all, , ‘
., Whom thils I mangle. Sprite, of Julio, .~ . ' .
- . Forget this was thy trunk. 1I.live thy friend. b .
- Mayst thou be twinéd with the soft'st embrace ’
/ v *aOf clear eternity; but thy father's-blood .
. L . I thus make incense of: [ANTONIO allows JULIO'S blood to fall £
upon the hearsel to Vengeance! N '
“ (ITI. iii.’ 56-63) .
M 4 . " .4 - . iy .
. ‘ “a u';l ] - * ) .
' Sadistic this is, but it'is more than that.' Stage directions ensure | .
. . o~ @ ¥ . ;
. ) . - .
the proper vispal effect,-and the paradigmatic sense of revenge desired «
¢ “ [
is noted aptly by gichard W Hillman: "The prospect of murdering‘ﬂulio, e
. - . . ’. & - "t * " .
the unspeakable Piero's innocent young son, leads to a remarkably direct, = - >
* [ ¢ )
if self-contained, presentation of revenge as a matter of meaning and
v 18 - ‘ ' C-
‘martality." ® “ o, P
‘e . " X [} . -
In Antonio's Révenge the webbing of inérigue is not plotted out, . .
. T ~ ]
' *Instead, the piimitive operatic devicéof high passion and gruesome ’ .
v A «
. .o . ‘ B
. , Symbolism is uséd in a fashion similar’ to that in the earlier scene of .
N © * > K b : L .’ ) . L ) A
* Julio's murder. Antonio puts off the fool's disquise that hides him
’ .
| ‘," from' Pierc throughout Act IV, and;ﬁrostrates himself in despair: ., P
& : ' ﬂ « )
: ‘ " Death, like to a stifling incubus, . ) T
. Lie on my bosom. Lo, sir; I am sped: . . .. )
: My breast is Golgotha, grave for the dead. o . *
©o(Iv. ivae 21-23) 7 . .
fro . * " L
: A S i .

Meanwhile, Péndulpho achally lays the corpse.of Feliche "thwart -
“ * * B

b . . ) . " ] . 'R
AQTONIO'S bregast." Mute §ymbol of injustice, Fﬁllche's bedy, &ntgﬁs,,

0y

'« winding sheet, fbcuses aktentioh as did the blood—drippiﬁg-body:éf Julio. ¢ v '
v ¢ , - : ; .9 ﬂi
# - ~
g . v ’ - £ L
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. When there's no music in the breast of man? . ¢

e

¢

Lt
- "
L] -
. .
\ 3
C.2
C .
o =]

",

. -J a > v Ki .
- e . - 3
! - - El / )

)

u

-

violence. Against the conjunctfén oﬁfdééd.Feljche and despairing
¢ L] .

Khton@o, a medieval débat on thewvirtue of revenge is ayxgued. Pandulpho,
" o ’ +

\ ,
\ .

» They are not so much memento mori as gruesome rém%nders of irrationalq
S LA s A A
’ [4

91

- o ’e
v the erstwhile stoic of administrative proportions, performs a surprising

®

&

I - 3
¥ about~face and stirs.Antonio with inflammatory rhetoric: N

] . [N

43

o

Man will break oﬁt, despite philosophy. .
Why, all this while I ha' but played a part, .
. Like to ‘some boy that acts a tragedy, e
Speaks burly words and raves out passion; IS
But when he thinks upon his infant weakness,, .
He droops his eye., I spake morg'than a god, ¢ °
Yet am less than man. . .
‘ I am the miserhblest soul: that breathes, ﬁ
) . (IV. v. 46~53)

o
I3
€
v @ -

. - @ *

Woeful misery and wondrous resolution coalesce at this ﬁoint.

2

F; LI e

' - - . “ ©
Attention is again focysed on deathly actiogy'as the motivating
o >
character bristles with indignation and resolve:

i

- .
. ' *

»
v o .

Why should this voi® keep tune,

. I'll say an honest antique rhyme I have:
Help me, good sorrow-métes, to give him grage.“ .
They all help to carry FELICHE to his grave.
Death, exile, plaints and woe, e
Are but man's latkeys, not his foe. - :
8m fortune's war

'3

. . No mortal 'stapes
’ o/ Without a wound, -dt least a scar. ,
N\

Manx:have led these the grave, e . )
. But all shall fellow, none shall save. )
. (IV. v. 70-79) !

N N :

-

¥

The poetry is not lost on Antonio,‘wﬁo regiéters the grim decision,

+ . "
"Let's thank a plot; then pelllmell vengeance!" Kl.‘95)§h An

;nd%§criminate and'"pell—mell"\vengeance is to be p%rsued becausefthe
) w ' " a -

A

e »

44 .
play's horreprs have mounted to the point where Piero, the villain, has

be&ome“prime symbol, for the entire range of discord "in the breast of

1

B
N
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19 R . . . N .
man." The %.ime has come for vepgeancé bedause Antonio's very tlme of

-

life has become intolerable. Revenge; , amoral and symébflc, will ithstill

e v - ® k] \
new gmeaning. o . ' ’ ) )

-

v

The symbolic duTb show at the outght of Act V sets the VLUlent’tDﬂ%:

i )

various personages "make semiplance of loathing’ PIERO and knit their

ot 3

fists at him." ‘Of ,course the villain 1s oblivious, and his surprise

i “
A

amidst the gruesome revelry will heighten the horror. During the

L oa .
‘masque, the revengers continué in conspiratorial whisperg/ﬁgtll Piero
L2

1s bound to a chair and tortureq‘with insults, ‘dismembermént, and
a {»

Antonio’s arch cdmment asg a Thyestean‘émsh of roasted child is served:

"Here's flesh and blood'whlchs4‘amfsureiﬁhou lovest"” (V. v. 49). The

A S

\

-

. . . .
tonguelegs Piero pathetically "seems to condole his son," as the masquers

. & ! -
continue their vilification: o ] N
. Iy [
-4 Ant. Scum-o mud of hellls - . \
»  Alb. * Slime of all filth!
Marm Thou most detesfed toad. s
. ‘ (11. ¢%-66) - '
i’ . P ° . " l/”

@

They contlude with Bafurdo's absurd "Thou’mbst retort and obtuse rascall”

“e v

o .
Swords drawn, the revengers-"offer to run all at PIERC and on a sudden
£

" "

stop" (1. 73 s.d.) *in stooge-like zeal. The sweetness of the+moment

- A M

‘v
mugt be drgwn out, and Piero ig stabbed one-by-one’.in retributive
® . ¥
sentent;puSness before, finally, "They all run at PIERO with their

o o . s “

répiers" (1. 79 s.d.). The villain 1s excised and a concluding scene

w

sets normative social values., <! -
C

Canvention dictates that ﬁge revenger must be punished, however,

Because his atrocious vengeance oversteps morality and justice, and
< . s

because 1t is simply not mor;al man's prerogative to exact vengeance.

w

v
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"VYenqeance s mine

- ¢ a
will rrmpay, oasth the Zond® (Rcmang 1.0:39%, and
- »

J . 5 .

.
this 19 understoogato be an exelusivg right, Bat’in Antorin's Revenge

@ m . . . \
the revenger survives, despite his hcrritying choreography gf slaughter
? U hﬁ ' L] ; -
atd defilement. The revenge group inftead devolves, as a whole, into
¥

[
’

. N - /.

* ° ’ 0] - 3 .
a monastic negation of 1ife {where the only alternative is suicide)
L

) ¥ . .
Bdcause no one in the play wishe$ to condemn any of them. Parfdulrho
. - » A
LN e

and Antonio are even offered a reward from the Staty/ for eliminating

@

piero, and are bleased“by the official Senate body: "May vour homodrs = o

llve 7 Religiously held sacnedl.eVen for ever and ever" (V. VLI To-11).

/ # L
But this is not a calcqla d blow go the mythﬂof tha heroic revenger,
. . F)
) i .
nor, a conclusion of "palpable nengense,” as yet another critic would -~ °

]
- . *

20 ' z -
have it.  Rather, the copclusion emphasizes an amoral reality througL
) 6/9‘

o

repeating the very promise of absq% tion that the treacherous Plero had

(,9

offered Strotzo (I1. v. 27-3%), before uarroting him at the ironic P

:

moment of 'untruth (IV. iii. 64 s.d.). This blatant abude of confession

P4 ¥

L ] .
. ! . 4 £ o
Ay -
combines with a literalistic religious viewpoint &t the play's conclusion
. T & N

to satirize the vanity of moral rectitude. Morality is posgible, «but it

. .

not man's prerogative. If vengeance tiul} is the Lord's, then any "

. - .

T ‘ b ' -
mortal - judgment of revenge is deluded,’ and man's ability to dictate’ ‘.
» LY
- ' .
tormg of life and de;th is made grimly ridiculous once &gain. , e
3 1 ~ t :u Tt -

a Y 2 % 1 s

- «§

#7indice of The Revenger's Tragedy is ‘a more venomously internalized, .

a' more inwardly warped protagonist fram the outset: N .

A T
- “ P R . » .
‘

T " Duke; royal lecher; go, grey—halr'd adultery, Y-y ’

And thou his son, as impious steep'd as he; Ty ".
- And thouy his bastard, true-begot in evil; .

And thou lis duchess, thdt will do with devil. -

Four excellent characters. Lo . "

. «

(I,"i. 1-5) - '

. oA

.

-
he
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Sit1o ﬁe& rluwhy bgtwpon agdience and prugwsa¢on Vxhdlee acts as

- -

o

T disgusted %ntcylocﬁwof for the showang of" freaklsh and dabasgd”creatmres
) . . 1 4 *

(
¢ b F) . . - M 3 » v
bhefure us. yhau was witnessed in The charactey, and action of Piero it

N <

Antonjo's Revenge is here descrided by Vindice, Th%s is the "ruling ¢

. . - B

[ * - :
class"--not a glittering spectacle of poise and.pomp but, instead, a
» [
» 4 L
shadgwy, shuffling group characterized strictly’in terms of perverse
“ 5 e o ! e N )
. n . . . ) - -
sexuality. The collective description "Feur excellent characters" is
P . . . o ) .
almast déﬂbnte§ in"jps withering sarcasm. The hatred expressed here is
' L . ! o . .
restrained by tpe furioms cdntrol of-a Psychotic-—a buckle that, when
- o . - L 3
«’ - . - - ) 1 *n f . S
, shapped, will unleash uncohtrollable spasms of destructigi. »
» ¥ :
S LA ° o0 ‘4 s 7 ‘ .
* Virdice focuses on the Duke, the main object ofrhis contempt:
T '

= o - .

o L : x

. ‘ . - ‘0, that marrowless age’ , .
' Would stuff the hollow bones with damn'd dESL;es, . a
And ‘stead pf heat, kindle infernal f¥res ™ °
. Within the spendthrlft veins of ‘a, dry duke,n ' [

i A parch'd and juiceless luxur. 0 Gogd!--one
P That has scarce Blood enough to live upon, &

)7\" and he to riot. 1t like a som and heir? : i

© Q, the thdhght of that - ' .

Turns\my abused heart-strings "into fre@.' ) »

. * (I i. 3—13)

e °
<

* a
. .

) s R .
The,state's central-symbols of authority Is described as a husk‘?f

licentiousness and incontinence. His deathly lust’ is more of a senile
. .

W C s ¥ ! v

. iabit than a passionate pleasure, and it is this\sexual’inappropriateness

in his behav1or that gnaws prlmarlly at the fevered rectitude of Vindice.

- @

. Himself a rulned "i?n and helr," Vindice hates the dlsordered figure.

’ . .

that revels, in blandishments to which he has Been denied. But it is not

~ - > b .
. N B ’ ’

- ' simple jealousy. The general atmosphere is poionous with soured hopes

and rotten realities where Vindice's “"abused heart—stfings" no longer

e
-~ P

“
I
strike proper, chords b&tf lik;T;he "out~of-tune™ music of The Malcontent,
P v . B .
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