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The following essays -~ investigative, c¢ritical, or interpretative -

were selected from the 196N Senior Seminar in Englishe

It was the primaxy purpose of this Seminar to penetrate into the
three types of tragedy written during the Elizabethan and Jacobean
periods: the de casibus, Italianate, and Domestice. Madeleine Doran's
Endeavours of Art was used as the basis for categorizing the various
plays studied during the semester. Of the papers herein bound, only
two of the above categories are represented: de casibus tragedy in

Coriolanus, Dr. Faustus, and Bussy D'imbois; Ttalianate tragedy in

The Spenish Tragedy, Othello, and The Duchess of ialfi.

It should be noted that many of the papers use the same scurces:

Bowers, Bradbrook, Bradley, Doran, Farnham, Ornstein, Ribner, and Uaith.

These were the basic texbts discussed in detail during the Seminar, and it

would he expedient for.any student interested in these plays to consult
these texts as well,
I am guite proud to submit these essays as a collection feor study

by future students of Znglish drama,
Raymond . Fredman

Department of English
October, 1964
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It is the purpose of this paper to discuss
the development of the Italianate tragedy of re-

venge, using The Spanish Tragedy as a model. Any

discussion of a particular type of tragedy must
necessarily begin with a review of the conditlons
of literature and society in which the form aroée
and must include a standard upon which comparisons
may be made. The standard employed in this paper
will consist of the Aristotelian or "traditional"
concept of tragedy. Finally some speculation
should be undertaken with regard to the influence
of an early sample of the type on succeeding dra-
me.

The sources of Italianate tragedy consist
predominately of Italian novelles and their French
and IEnglish translations and adaptations, of Sene-
can plays, and of morality plays of the Middle
Ages. Although Italian novelles did not deal ex-
tensively with actual blood-revenge, the type con-
tributed greatly to characterization and motiva-
tion in Italianate tragedye.

These various collections of stories
not only provided a perfeect mine of
material for the Ellizabethan drama-

tisgt, but also tralned the audlience
to accept the plot and characteriza-



tlion on t?e stage as dramatized
truthe oo

The second source, Senecan drama, centered
around three main themes, one of which formed the
basis for the Italianate tragedy of revenge. The
theme of importance to this paper is the porfray-
al of great crimes and the evil results of murder
in which blood-revenge for murder or flagrant in-

jury or revenge from motives of jealousy were em-

phasized.2

In Elizabethan England, great emphasls was
placed on classical learning and, because little
was known of the Greeks, upon Senecan tragedy as
the highest expression of that learninge.

His / Seneca's_/ methods of treat-
ing tragic situations were akin to
Elizabethan temperament, for the
men of the time were will equipped
to understand this philosophy,
which held that man, the individual,
was more than a puppet of medieval
scholasticism and was, indeed, to
some extent the master of his fate.
Even the fatalistic Senecan pas-
sages found a ready echo in the
breasts of Englishmen already af-
flicted with the melancholia which
sometimes turned them into prac-
tising malcontents. Seneca's cos-
mopolitanism was near to the Eliza-
bethans, who were starting to cast

'fredson T. Bowers, Elizabethen Revenge Tragedy
(Gloucester, Mass.: Peter Smith, 1959}, p. 61,

2Bowers, Dpe 43
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off their insular provincialism.B

Senecan tragedy was rhetorical and artifi-
clal, and the emphasis was upon sengationalism,
and ghosts and forebodings were integral ele-
ments. HElizabethan dramatists adapted Senecan
speeches depicting blood and horror to their time
by replacing them with action.

Another inflvence, though not so important
as the Senecan or the novelle, was the morality
plays of the Middle Ages which closely approached
the spirit of human tragedy.

It is in the non-dramatic stories

of the falls of princes and of ca-
pricious Fortune and her wheel that -
one must seek the most important
tragic legacy of the Middle Ages.
These stories, which were drawn
mainly from classical history,

were, in the nature of the case,

not of the people, as the early dra-
na had been, but they did attract
large audiences of readers. Then
they attracted imitators and eventu-
ally supplied the tragic iramatists
with materials for plotse.

In addition to the literary sources of Ital-
ianate tragedy, some attention must be paid to the
attitudes of Elizabethan Englishmen toward the thea-

tre in general. The Elizabethans, who were, at least

3Bowers, Ppp. T4-T5.

4Karl J, HolZKnecht, The Backgrounds of Shake-
speare's Plays (New York: American Book Company,

1950)s pe T7e
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to some extent, bthe @éf@etratars of past history,
accepted blood-revenge for murder although legally
and religiously 1t was condemned. The son or heir
was expected, in certain situations, to avenge the
murder of his father, expecially 1f that nurder
was treacherous. "Such being the case, the audi-
ence at the theater seems to have made the cus-
tomary compromise between a formal set of reli-
gious and moral ethics and an informal set of na-
tive convictions."D

Because setting and characters in Italianate
tragedy were usually foreign, it 1s necessary to
understand the Elizabethans' opinion of those peo-
ple and countries which dominated the English trag-
ic stage.

"Dhe Italian / exemplified by Machiavelli_)
was almost always regarded as a villain of a par-
ticularly jealous and revengeful nature...."® The
Elizabethans considered the Spanish people to be on
a par with the Italians, and their opinion of the
french was little higher.

With regard to the country, Italy itself was

S5Bowers, Dp. 240,

6Bowers, p; 47,



regarded as a corruptive influence. "Athelsm,
sexual depraviity, and murder were only a few of
the vices to be learned in Italy...."'

We must, however, be careful to note that
Italianate tragedy was not entirely a product of
its literary and social environmente.

Since Elizabethan culture was dis:, .
verse enough to admit many., and,
indeedy diametrically opposed 1lit-
erary currents, we cannot say that
the nature of tragedy was deter-
mined by contemporagy moral or re-
ligious viewpointse.

If studies of dramatic tradition i
make the development of tragedy
seem more logical and inevitable
than it actually was, it 1s be-
causghhey minimize the accidental
and unpredictable nature of liter-
ary genius. They create the im-
pression that literary ideas and
formg have a 1life of thelr owni
that they evolve and grow more
sophisticated through some inner
dialectical necessity or neces-
sarily change as the climate of
opinion in an age changes. Si-
milarly studies of convention

seem to rob the dramatists of
their individuality and thelr
artistic freedom by creatling the
impression that even the greatest
playwrights were enslaved by the
memnories and expectations of their
audiences. We study convention in
an athenpt to view Elizabethan dra-
ma through "HElizabethan" eyes, butb
our consclous gcholarly attenpt to

TBowers, ps Ske

Bﬁobert Ornstein, The Moral Vielion of Jacobean
Drama (Madison: University of Wisconsin Fress, 1960),
PP. 19=20,




categorize characters and define
formulas of plot 1s not eguivalent
to an Fligzsbethan audlence's un-
conscious accepitance of contem-
porary dramatic practice.?

Having investigated the backgrounds of Ital-
ianate tragedy, we may turn now to a discussion of

the elements of revenge tragedy. Since The Spanigh

Tragedy is usually considered to be the first Ital-
ianate tragedy of revenge, we may view Kyd's work
as having set the precedent for this type of dra-
ma.

The usual theme of Italianate tragedy is that
of revenge incited by Jjealousy and the play cen-

ters around crimes of passion. In The Spanish

4

Tragedy, the motive of revenge'"...does not ap-
pear as a determinant in the plot until the middle
of the play, since the characters must first be

set in conflict to provide the murder which is %o
be revenged."'C The Induction or Chorus, in which
we find the Ghost of Andrea and Revenge, does not
provide an adedquate basls for revenge because these
two characters do not actually become involved in

the action of the play. Hence the death of Don

Belthazar, the prince of Portugsl, 1s acclidental

90rnstein, p. 20.

10Bowers, p. 63



with regard to the desire of revenge of Andresa.
The maJor motive of revenge occcurs in Act I, sc.
iv, when, after Hleronimo finds the body of his
son, Horatio, he says,

Seest thou this handkercher be-

smeared with blood?

It shall not from me, till I take

revenge. 2
After much delay, Hieronimo suc&éds in avenging
his son's death, but by this time the revenge has
extended to include not only the murderers but al-
so many innocent characters.

This involvement of accomplices and kindred
leads us to the second element of Italianate dra-
ma, that of intrigue. On both sides, 1t is with-
in the framework of connivance that the murders
are committed. ILorenzo and Pedringano confer on
the guestion of whom B%p-imperia really loves, and
Balthazar, 1n love with her himself, reflecits on
the situvation and makes his decislon:

It makes me glad and sad:

Glad that I know the hinderer of
ny love--

Sad that I fear she hates me whom
I love;

Glad that I know on whom to be re-
Venged--

Sad that she'll f£ly me if I take
revenge.

120haries Read Baskervill, Virgil B. Heltzel,
Arthur H. Hetherco éﬁThe Spanish Tragedy," Eliza-
bethan and Stuart Plays (Wew York: Holt, Rinehart,
and Winston, 1934),I1.1v.160-167. All subsequent
guotations refer to thls edition.




Yet must I take revenge or die my-
self,
For love reslsted grows impatient.
ITi.111=117
Thus Balthazar and Lorenzo eavesdrop on a conversa-
tion between Bel-imperia and Horatio and with the
aid of Serberine and Pedringano, they stabsas well
as hang the innocent Horatio in the arbor.
Hieronimo too employs much intrigue in his
act of vengence. Flrst he feigns madness in order
to convince Balthazar and Lorenzo that they should
take part in a play which he has written and which
wlll provide him with a physical means of obtaining
revenge.
Bal, [gside,;ﬁow like you this?
Lor. /Aside./ Why, thus, my lord:
We must resolve to soothe his
humors upe IV.1.185-186
Hieronimo has already received the promise of Bel-
imperia to assist him in taking the desired re-
venge and is now ready to proceed. During the play,
Balthazar, Lorenzo, and the Duke of Castile are
slain, and Bel-imperis and Hleronimo commit sul-
cide. Thus the revenge 1s successful; however,
many lives have been needlesgly lost in the processe.
Although we may consider the shedding of so
much blood hardly worthwhile, we must remember

that the Elizabethan audience enjoyed the horror of

Ttalianate tragedy and would have been disappolnted



if the play had been constructed without 1t. The
third element in revenge tragedy, then, 1s that of
action, as much action as Was ¢onceivably possible
to present on the stage. In this play, we see
eigh® characters actually killed on stage and al-
most as meny means of executing the deaths. The
scene shifts from the castlé of the King of Spain,
to that of the King of Portugal, to Hieronimo's
garden. The characters move,rather than merely
speak, for the most part; but when they do speak,
thelir lines are brief and concise.

Hieronimo's madness, at times feigned and at
times aétual, becomes another drematic device which

Xya succéssfully employs in Zhe Spanish Tragedy.

Hieronimo 1s afflicted . with pas-
ging fits of genuine madness
brought on by his overwhelming
grief and the overwhelming sense

of his obligation and his help-
lessness to revenge which saps

his will. It is not probable

that in Kyd's original version
Hieronimo ever pretended madness.
There are two scenew in which his
words are too glib and £lighty

(the reconciliation with Lorenzo
and the plans for the play-with-
in-a-play), but in both his

nerves are under pressure owing

to the role he 1s acting, and his
wild talk shows the intense strailn
on a nmind already somevwhal weak-
ened rather than a pretense to lur?
his opponents into false security.'d

12Bowers, p. 72.



The next element of Itallanate revenge trag-
edy, taken directly from Senecan drama, 1s the use
of ghosts. Throughout the play, the Ghost of An-
dres wstches over the action, but at no%ttime is
the revenge undertaken for him, nor is it directed
at his slayer on account of him,

An effective device 1introduced into Italian-
ate dramae by Kyd is that of hesitation before an
ection lg carried out. Although Hieronimo is de-
termined to take revenge for his son's death, he
walts dramatically until he finds the perfect sit-
vuation in which to act. It 1s not until he has
acquired sufficient prosf (Bel-imperia's letter
and Pedringano's confegsion) and adequate encour-
agement (Bel-inmperia's offer of assistance in
bringing about the revenge and his wife's gsui-
cide) that Hlieronimo devises a plan by which he
can revenge Horatio's slaying.

It was the subtlety of character
delineation in Kyd's work which
mustumost have appealed Lo The
audiences of the tlme; they real-
ized that here was something for «:.
which they had been seeking. (Kyd
presented_the hesitating type fof
character/...and allied that with
madness, felgned and real. Hier-
onimo does not sweep to nis re=
venge. He moveg a step forward,
draws back, falls into & passion
of indecision and then completes

hilis tesk. The main characters in
tragedy up to this time had been
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"afflicted @fincas”iir grandilo~
guent SUpPETMENeses)

“¢ 2o We must also take note of the character Lor-
enzo, From the first, he 1s an opportunist who
thinks that Bel-imperis would do well in fixing
the peace between Spain and Portugal if she would
marry Balthazar. Thus he bribes her servant, Ped-
ringano, to inform him of Bel-imperia's love and
then repeats the informestion to Balthazar. He
then plans the method of killing Horatio, and af-
ter that first murder is executed, he becomes sus-
picious of his accomplices and destroys them also.
Ag he finds himself inextricablyg involved in the
sitvation which he himself has created, he becomes
more and more deceltful and cunning. Eventually
he develops into a Machiavellian, "...as full of
villainous devices as he is free from scruples‘"15
We may hardly pass over the many parallels

within The Spanish Tragedy that serve to reinforce

the single element of revenge. Just as Andres re-
guires revenge, so also doeg Horatio. But a con-
trast immediately appears in that Andrea demands

it (even though the revenger knows or cares nothing

of this fact), while Hieronimo, rather than Horatio,

1431d01phus W. Ward, A History of FEnglish Dras
maﬁ%g Iiterature (Tondong Macmillan & Co., 1899), I,
pa @

iSBewersg De T2
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decides to teke revenge, and, consequently the lat-
ter is virtuvally forgotten by the audience. Bal-
thazar's father grieves at nis son's supposed and,
1atef; actual death as did Hieronimo @#® when he
found Horatic dead, and as thé painter did at his
son's death. The love that both Horatio and Bal-
thazar (and we may include Andrea for the sake of
parallelism) held for Bel-imperia is comparable;
however, there is much contrast in her reépective
feelings for the two men. Because 1t is obvious
that Hieronimo is truly mad at least part of the
time, we may compare Isabella's state of mind at
the moment of her sulcide with hils crazed condi-
tion. Also Hieronimo's meny hesitations which

need not have occurred in real l1life may be fairly
contrasted to Bel-imperia's intense désire for re-
venge and her physical inabllity, at first, to car-
ry it out. We may even consider the play-within-
a-play as a close parallel to the actual total

situation of The Spanish Tragedy. The names and

places varyky but the essence of vengence exists in
both. Finally, the accomplices on both Hieronimo's
and Lorenzo's sides, as well as the revengers them-
selves, dle in one way or another.

The Spanish Pragedy, then, became a model and




provided a formula for later Itallianate revenge
tragedy.

The interest of Kyd's work is almost
exclusively historical. ILike ¥Mar-
lowe's 1t takes 1ts place in the de-
velopment of English tragedy by re-
vealing new posgibilities and offer-
ing a model in technique; unlike
Marlowe's, it does not make a second
claim upon us as great literature,
The historical interest lies 1n the
advance which Kyd's plays show in con-
struction, in the manipulation of
plot, and in effective situation.
Xyd is the first to discover the
bearing of episode and of the "move-
ment" of the story on characteriza-
tlon, and the first to give the au-
dience and reader the hint of the
development of character wiich fol-
lows from this interaction. In other
words, he is the first English dra-
matist who writes dramatically.!®

l? Kyd, by placing the murder which was to be avenged
withinsthe play 1tself and by deplcting that mur-
der on the stage, laid the foundations for Eliza-
bethan playwrights. In doing so, he digressed from
his predecessors and thereby placed reality, rather
than description, before his audilence's eyes.

Another important innovation on the part of
Kyd was that of developing the Machiavellian char-
acter who was a product of his own will and devices,
rather than, as 1n Senecan drams, for instance, the
portrayal of a comparatively helpless character upon
whom the duty of blood-revenge was thrust.

Por the most part, playwrights who drew on The

16ppe11p W. Bdwards, ed., The Spanish Tragedy
(Cambridge: Harvard University Press, 1959}, intro.,
ps 1i.
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Spanish Tragedy for inspiration merely extended

Kyd's plotting and characterization rather than
changed any essential aspects of his formula.!?’
Tragedies, then, became more bloody and more hor-
rible while at the same time more intricate in
plot construction than Kyd's work. With regard
to action, whereas Senecan drama had pbrtrayed
simple rise-and-fall tragedy, Kyd introduced in-
trigue into his plet. The extension bf this as-
pect of Elizabethan drama resulted in a series of
revenges which wound themselves into a tangled web
of situvations. %Has
In later tragedies, emphasis was placed on

the Machiavellian villéain to the point that in some
cases he overshadowed the hero. The result of this
development of the villainous character was a per=-
l1od in which

. »ethe Vvillains are the protagonists

and the depiction of horror and tor-

tuous intrigue is of such prime ime

portance that revenge, while still

the leading motive of the plot, does

not carry the main interest of the

sudience except as a means to an end."!S

How did the Italianate drama of intrigue and

revenge come to be called tragedy? It is necessgary

now to turm to the traditional concept of tragedy

17Eowers, P 109,

18Bowers, p. 138,
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as put forth by Aristotle in The Poetics. Tragedy,

according to Aristotle, 1is

the imitation of an action that is

serious and also as having magnitude,

complete in itself; in language

with pleasurable accessories, each

kind brought in separately in the

parts of the woZg in a dramatic,

not in a narrative form; with in-

cidents arousing pity and fear,

wherewith to accomplish its cath-

arsis of such emotions.!9

With regard to plot, Aristotle says that beauty

depends on magnitude and order. A tragedy nust
have a beginning, a middle, and an end in a caus-
al relationship and must be a unified whole. That
plot must concern itself with action, rather than
with a hero, and the acilon must be complex. That
is, the change must be accompanied by reversal and/
or recognition. Reversal consists of a change by
which the action veers around to its opposite,
while recognition is a change from lgnorance to
knowledge. These two produce either pilty or fear
since they both turn on surprises. (If the action
is simple, the change of fortune occurs without re-
versal or recognition. Hence, the drama becomes

a series of narrative speeches, not itragedy.) Be-

cause tragedy imitates not only a complete action

19¥riedrich Solmsen, The Rhetoric and The Poet-
ics of Aristotle, trans. Ingram Bywater (New York:
The ﬁadern Tibrary, 1954), p. 230.
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but also events inspiring fear anrnd plty, the pro-
per effect is best produced when events come upon
us by surprise and at the same time follow as cause
and sffect, a combination of the inevitable and the
20

unexpected.

In The Spanish Tragedvy and in other Italian-

ate revenge tragedies, the problem of creating a
unified plot consisted of complicating and untie-
ing the actlion in a necessary progression from be-
ginning to middle to end. This complication was
brought about by the motive of revenge. The de-
novement, a more difficult matter for Elizabethan

playwrights; occurs--in The Spanish Tragedy--in

the play-within-a-play in which the revenge 1is
successfully carried out.

Unity for the Elizabethans, then,
was hard to come by. For few
were willing to sacrifice any
variety to get it. In conse-
quence, when it was achleved,

it was 2 kind of multiple unity
of many parts. It was bustling,
lively, and generous. The motto
seems Lo have been never to throw
away anything that could possibly
be tucked in somewhere,

In Italianate éfa@a, blood and horror were

20pristotle, The Poetics.

2Vuadeleine Dorsn, Zndeavours of Art (Madison:
University of Wisconsin Press, 1963), p. 294.
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necessary components of tragedy, but there was
hardly even an arousal of the tragic emotions,
much less a purgaetion of them.

With regard to the main character, Aris-
totle states that he must be good a2nd his purpose
good. He must have propriety, be true to 1life,
and remaln consistent. However, this character
must not be perfect (rather he should be a little
above ordinary man) because the audience, to be
able to experience the tragic emotions, must iden-
tify with him.22

In Italianate tragedy, this concept was mo-
dified to the extent that heroes were sometimes
of lower rank. "When the traglc irony is not cen-
tered, as in the tragedy of ambition, in the dis-
tance of a man's fall, his rank ceases to be of
quite so much importance."2? Also Elizabethan
dramatists categorized, for the most part, thelr
characters so that the reader or spectator would
easlly recognize a btype, rather than an individual.

In The Spanish Tragedy when We learn that Bel-im-

peria is the pure young maiden, that Lorenzo is

22Aristotle, The Poetics.

23Doran, pe. 136.
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the treacherous villsin, that Hieronimo is the
crazed old man, and so on, we know what to ex-
pect in relation to actions, and we are not dis-
appointed. In this way, Aristotle'é requirements
for consistency and propriety were satigfied by
EFlizabethan dramatists.

In meeting the challange of characterization,
we should notice how, contrary to Aristotle, the

emphasis shifts, in The Spanish Tragedy, from ac-

tion to character. The act of revenge, although
important, i1s subordinate to the development of
the character of Hieronimo. We are more inter-
ested in his reaction to Horatio's death, in his
hesitations before seeking revenge, and in his
method of revengey than we are in the fact that
Horatio's death haé to be s¥enged. In fact, Hier-
onimo even has to show us the body of his son in
order to remind us of the reason that the mur-
ders in the play-within-a-play were committed.

In effect, then, Itallanate drama deviated
fer from the precepts set down by Aristotle for
tragedy. Nevertheless, because of thelr liter-
ary heritage, thelr socilal environment, and their
playwrights such as Kyd who introduced a combina-

tion of old and new techniogues into drams, the
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Elizabethans were able to accept revenge plays as
tragedy. Rather than devise a name different from
the one that Aristotle used to designete a cer-
tain genre of drama, the Elizabethans defined the
same word in a diiferent manner from him.

According to Doran, the definition of tragedy
revolves around requirements for persons, for sub-
ject, and for ending. Tragedy, then, treats of
"...the great affairs of kings and heroes, Z"and
it_7 begins 1n happliness and ends in sorrow.24 of
course this definition, which suits particularly
Elizabethan tragedy, ignores much of the subjec-
tive aspect of Aristotle.

There are no Elizabethan reguirements for a
certain degrée of goodness or badness 1n the trag-
ic hero. In fact, there is no real hero, in the
Aristotelian sense of the word. We do not know
much about the character of Hieronimo (although we
may make some accurate predictions on the basis of
his "type"), his extent of goodness or badness.

And by the end of the play, we certalnly cannot

consider him to be an Aristotelian hero, even though

we do accept the fact, in Act II, that ne feels

morally bound to take reveﬁge on those who nmur-

24Doran, P. 107
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dered his son. If we do not call Hieronimo a trag-
ic hero, we can hardly attribute his actions through-
out the play and his death at the end to a tragic
flaw. Correspondingly, when, in the Second Act,
Hieronimo, whether or net he is in fﬁll possession
of his wit at a given time thereafter, decides to
avenge his son, he proceeds--with some hesitation--
to do sos There is no hint of reversal or recogni-
tion; we know from the time of his decision what
Hieronimo plans to do and our interest in the rest
of the play is maintained by the unfolding of his
plans. Logically, then, if there 1s neither rever-
sal nor recognition, there will be, obvieusly, no
catharsis, Without the arousal and eventual pur-
gation of the tragic emotions of pity and fear, ac-
cording to Aristotle, we do not have tragedy. But
as we have already discovered, the Elizabethan au-
dience did not expeet the same sort of tragedy as
did the audience of classical Greece.

In the final analysis, our problem is not one
of determining whether or not Elizabethan drama 1s
actually tragedy with regard to Aristotle. If we
look to the Elizabethan definition definition ef-
reYenge tragedy, we will find there a criterion for

making such a Judgment. Iiterature must be viewed



within the context of 1te time before any general-
izations about it may be made. Just as people's
tastes change, so also does literature change with ‘he
times$.

The Spanish Tragedy--and Elizabethan drama as

a whole--satisfied its audience to the extent that
it became the model after which many succeeding
works were patterned. No one can say that here 1is
the best (or worst) concept of tragedy, just as no
one can say that Aristotle was absolutely right (or

wrong) in his definition of tragedy. The Spansih

Tragedy gave the audience what it wanted, and thus
it may be considered to be, in that respect, suc-
cessful drama and in that particular form which in

Blizabethan England was called tragedy.
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The Internal and External Worlds of Coriolanus and Doctor Faustus
I. Introduction
II. The de casibus classification
III. The question of a Christian tragedy
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As Duality of nride
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VI. The external world of Doctor Paustus
A. Internal conflicis reflect external situation
VII. The internal world of Doctor PFaustus
A. Dilemms of rationalism and fatalisnm
B. Dilemma of human greatness and spiritual craving
VIII. The implicetions of the discussion to the tragic success

of the dramas ,

Ao he nosing of ouestions about the mystery of man's
existence

B. The development of an emotionsl niteh thet arcuses

nity and fear




The questions of this paper are based on my initial reactions

to the plays Coriolanus and Doctor Faustus. Without attempting

to analyze the characteristics of elther play, there scemed to be

for me at work in Doctor Paustus elements which make his situation

more tragic than that of Coriolanus and in turn more meaningful
to the reader of his tragedy todaye.

Starting from usch a subjective reaction, it is‘the aim
of this paper to compare the internal and external worlds of
these characters in an attempt to reach some conclusion about
the tragic success of each of these plays. In such a process
it will be necessary in the end to define that element of tragedy
which goes beyond a classification system, that element which
perhaps may be one that deals with a deeper internal cuestion

of man's existence, one which reflects man'

s complicated soul
and the mystifying questi-ns of man's relationship to his universe
and to a npower which is sbove him.

There is little doubt that Coriolanus may be classgified as

a de casibus tragedy; Doctor Faustus, however, while it fits

into the basic characteristics of de casibus tragedy, has within
it medievel dramatic traditions which have been claimed as in-
consistencies in the play; but these inconsistencies in fact

add to its tragic significance., In Marlowe's combination of the
Renaissance and medieval avproach to tragedy, he has crected

incresesed tension and sreculation aboub rants ultimste cuestions.

"Could Marlowe's Doctor Faustus be a trasedy at all?" hes

been cuestioned when it has been called a Christian trazedy.
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Man was to accest the mystery of s burdens,
return sood for evil and anproach death with confidence. But
whether the Christien doctrines have promised such easy answers

to human existence or not, the tragedy of 1ife has not been

diminished. The ambiguity of his suffering, of good and evil

e

and of his values presents itself as strong! the Christian

‘

as to the Greek. Christianity has perhaps deepeped man's

internal cuestionings. He must decide whelher he is to believe

soul and make a leap of faith or whethar he is to
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ace life in
terms of nhis material concepts and possible meaninglessness.

The Christian view of tragedy mey deepen the tensions and stresses
which man must face. Such a view can add an additional way of
"riving the fullest account of all the forces, within and without,
that make for man's destruction, all that afflicts, mystifies,

. . cesq WY .
and bears him down, all that he knows as Evil."" The suffering

of man in world which presents choices which involve concerns of
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nfinity add a new level to the "mental and sriritusl anguish as

the protaganist acts in the knowledge that what he feels he must
o
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He must have the ability to under-
A

the full context and im-lications of nis actiond” The

do is in some sense wWronge
stand "

conflict between man and his destiny may assume the ultimete magnitude.
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*Richard B. Bewall, The Vision of Tragedy (New Haven: Yale
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But in my comparison of these two plays there seems to be
ittle need of calling attention to the fact that either vlay

is Christian or non-Christiane While the fact that Doctor Faustus

is built around the Christian theme does not detract from its
tragic demension, the fact that Coriolanus is secular need not
alter its possibility of posing equal cuestions of ultimate
concern. The qguestions of tragic success revolve rather around
the depth of the heros! internal worlds and the conflict of the
forces of their souls. It is the difference in "whatever forces
act in the human spirit, whether good or evil, whether personzl
passion or impersonsl principle, whatever can animate, shake,
possess and drive a man's soul.”

.o
e

Both plays provide us with a hero whose 1i is the main
ooncern of the tragedv. Their external worlds set the stage for
a. de casibus hero who is of mean estate, whom we are able to see
ascend to power and glory and end in death.

Coriolanus is built on a grand scale of military greatnesse.

He has the superiority of s«ill to lead the Roman army against

an enenv who alone is his ecual. Only he it seems has the abil

to inspire his soldiers to victory; only he, of the llomans is able

herascter. Comminius when telling Menenius thet Coriolanus
nas joined the Volscians says:

He is their sod, he leads them like a thing
Made bv some other deiiy than Nature,

That shapes man better; and they follow him
Against us Brets with no less confidence
Than bovs ~ursulng gummer DUuter flies,

Or butchers killing flies

4A. Ce Bradley, Shakespeare  Tracedy (New Yorks The World
Publishing Co., 1955), ne 25.

Williem Shekespeare, The Tragedy of Coriolanus, ed. Louis
B. Wright (New York: Washington 8Scuare Press, 1962), IV, iv, 115-120.
All subsequent references to the vlay will apnear in parentheszes.
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Menernius adds in renlv to Cominius, "As Hercules/ Did shale dowm

e 5 PR

Tarting descirhes Coriolanusts

battle with the Volsces:

Thou: wast a solder
Even 1o Cato's wish, not fierce and terrible
Only in strokes, but with thy grim looks and

: The thunderlike percussion of thy sounds
Thou madest thine enemies shake, as if the world
Were feverous and did tremble. (I, iv, 71-75)

. Coriolanus welcomes the opsorunity to display his valor
and to meet Aufidius in battle. There is almost an intense
hatred established toward the man who mey be his equal. He

, states about the Volsces:

They have a leader

Tullus Aufidus, that will put you to '%.
I sin in envying his noblity;

And were I anything but what I am,

I would wish me only he. (I, i, 254-258)

He continues:

Were half to half the world by the ears, and ne
Upon my party, I'd revolt, to make
only my wars with him. He is a lion
Only mg r th f H 1
ha 0 P o hunte i -264
That I am proud to hunt. (I, i, 260-264)

TheRoman state is the scene of conflict where Coriolanus
displays the disposition of his character. As an aristocrat,
he believes strongly in the excellence of his class and of his
nositione. He speaks insultingly abvout and toward the citizens
whom he seés as fickle and below him.

Hang 'em Theyv say;

They'll sit by the fire and presume to know

What's done in the Capitol, who's like to rise,

Who thrives and who declines; side factions, and give out
Conjectural marriage, making parties strong,

And feebling such as stand not in their liking

Below thelr cobbled shoes. They say there's grain enoughl
Would the nobility lay aside their ruth

And let me use my sword, I'd make 2 quarry

With thousands of these cusrtered slaves, as high

As I could nick my lance. (I, i, 204-216)
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He, indeed, feels that he belongs to a different world than the

.

people when he denounces thnem:

You common cry of curs, whose breath I hate
As reek 'o th'! rotten fins, whose loves I prize
As the dead carcasses of unburied men

That do corrupt my air, I banish you.

And here remain with your uncertainty:

Let every feeble rumor shake your hearts;

Your enemies, with nodding of their plumes,
Fan you into despair; Have the power still

To banish yeur defenders, till at length

Your ignorance, which finds not till it feels,
Making but reservation of yourselves

3till your own foes; deliver you

ks most abated captives to some nation

That won you without blows! Despising

For you the city, thus I turn ny back

There is world elsewhere. (III, iii, 150-165)

Coriolanivs has few desires or ambitions in the wielding
of »olitical power. Rather he has convictions and a desire to
excel in his military deeds. He refuses material plunder of
battle:

I thank you, General,

But cannot make my heart consent to take

A bribe to pay my sword, I do refuse it,

And stand upon my common part with those

That have beheld the doinz. (I, ix, 41-46)

For Coriolanus the conflicts of his external world are
those of aristocral against common citizen and of Roman against
Volscian. The deepening of nhis world is anparent in the quality
of his character which has a predisposition in the direction
which proves fatal to hime. His pride is a marked one-sidedness,
but it is a tragic trait which is also his greatness. His pride
is that guality which causes neople to admire him for his deeds
of courage and skill. t is his nride which spurs him aginst

Aufidius. But it also is his pride which will not allow him

to alter from his personal honor in bowing before the citizens

f=te

n a robe of humilitye From the opening scenes of the nlay



the nride of Coriolanus is emphasized:

The present wars devour himl He is grown

Too proud to be so valiant.

Such a nature

Tickled with good success, disdains the shadow
Which he treads on at noon

But I de wonder

His insolence can brook to be commanded

Under Cominius. (I, i, 296-304)

In Act II Brutus and Bicinius again states

He's poor in no one fault, but stored with all.
Esvnecially in pride.

And tovping all others in boasting. (II, i, 17-20)

3o

The superiority that Coriolanus displaye s a shorking

cuelity to the modern believer in democracy. Despite the
nossiblity of such a2 bias the gusstion must still be posed whether
the pride which Coriolanus displays and the integrity he shows

to himself ig adeguate to arouse in the reader of his tragedy

the feelinss of pity, fear and sadness. In his refusal to

nresent himself before the cltizens, he remains true to his
character. DBut in his insolence and arrogsnce shown toward

the citizens he sets up an aversion to him which can be overcome

L

only in a severe rationaligation of his character and actionse.

It is admirable that he can stand before the citizens heing true

to hinself.

Wny in the wolvish toge whould I stend here
To ber of Hob and Dick that do anpear
Their ncedless bouches? OCustom cells me to 't. (II, iii, 115—120}

It is his wother, to whom he owes his first honor, who can

force him to apnear before the entire mass of citizens.
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Let them pull all about mine ears, vrssent nme
Death on the wheel or at wild horses! heels,

Or pile tihen hills on the Terpeien roclk,

That the precipitation micht down stretch
Below the beam of sight; vet will I still

Be thus to them....

I muse my mother

Does not aoprove me further, who was wont

To call them woolen vassals, things created

To bury and sell with groats; to show bare heads
In congregations, to yawn, be still and wonder,
When one but of myv ordinance stood up

To speak of peace of war.

I talk of vou (Volumnig)

Why did you wish me milder?

Would you have me

False to my nature? Rather say I nlay

The man I am. (III, ii, 1-6, 7=-20)
Por Volumnia, Coriolanus &s too absolute. She would have him
swvay from his proudness so that he might obtain the consulshipe

If it be honor in your wars to seem

The same you are not, which for your best ends
You adant your policy, how is it less or worse
That it shall hold companionship in peace
With honor as in war; since that to both

It stands in like request? (III, ii, 60-65)

Her claims are that for him to speak would

no more dishonor you at all

Than to take in a town with gentle words,

Which else would put you to your furtune and
The hazard of much blood.

I would dissemble with my nature where

My fortunes and my friends at stake recuires

I should do so in honor. I am in this

Your wife, your son, these senators, the nobles;

&nd you will rather show our general louts

How vou can frown than spend a fawn upon l'em

For the inheritance of their loves and safeguard
£ what that might ruin. (III, ii, 72~84)

Because of the pleas of his mother and his honor to her,
Coriolamus can compel himself Lo appear before the citizens.
In persuading hinm Volumnis states:

Let v

Thu mother rather feel thy pride than fear

Thy dangerous stoutness; for I mock at death

With as big heart as thou. Do as thou lit.

Thy valiantness was mine, thou suckedst it from nme,
But owe—thy pride to thyself. (III, ii, 151-156)



Here even Coriolanus's mother recognizes that the fault of
Coriolanus may at times outstend his virtue. It is this fact
which seems to be the weakmess in allowing us to enter isto the
intéfnal world of Coriolanus. We are able to feel very little
attraction to the character who has openly denounced the people
of Rome. He shows little reasoning capability, but rather seems
to follow his passions and the biases of his birth. The reader
may analyze Coriolanus's character and determine that he has

shown intergrity above all. But he allows us little opportunity

to Join with him in any inner conflict of spirit. In remaining

[

true to his intei=rity he is allowed to join with Aufidius against
the Romans for at no time has he pledgzed himself in allegisance
to a country. He has bénished himself from Rome "to a world
elsewhere.” Coriolanus seems to isolate himself from the
characters in the play and in turn from the reader of nis tragedye.
What Coriolanus ghins because of his pride is relevant to him.
What nhe loses because of his pride affects many around him.
Yet there can be the rationalization that with Coriolanus's
death integrity dies. If we feel little identification with
his internal conflicts we must cuestion the value of integrityvs.
At one point in the nlay, Corielanus displays the human
emotions which soften his character enocugh to allow us to enter
his internal world and to feel what he feels. He departs from
hié Herculean imagze and dismisses his pride wnen he holds his
mother's hand and says in answer to her pleas:
0 mother, mother!
What have you done? Behold, the heavens do ope

The gods look down, and this unnatural scene
Thev laugh ate. O my mother, mother! 0!



You have won a happy victory to Rome;

But for your son believe it, C, believe itl

Most dangerously you have with him wrevailed,

It not most mortal to hime. But let it come.

Aufidius, though I cannot make true wars,

I'11 frame convenient peasce. Now, good Aufidius,

Were you in my stead, would you have heard

A mother less, or granted less, Aufidius? (V, iii, 199-210)

This reaction to his mrther's entreaties is cuite different
from the cold reply he had given to Menenius.

Wife, wother, child, I know not. My affairs
re ssrva thers. houg ow
Are servanted to others. T h I owe
My revenge pronerly, my remission lies
In Volscian breasts. Thet we have heen

Ingrate forgetfulnes 1 noison rather
Than nity note how wu Therefore be ~one
. e ~

0
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Mine o nEt o 2 ulits are stre

Your ratss inst my foree. (V, ii, 87-94)
The intermission in his =ride sllows him to hecome wore human,
but it also leads to his destruction.

Thus only at the close of the nlay does the reader feel
rather than retionalize the immense force of Corioclanus, the
rreatness of this soul and the impression of waste., He is a
character who could never be assimilated into eny city. He thus,
too, seems to be a character whose conflict sllows us little
orrortunity to feel towards his disposition and actions.

The world of Doctor Faustus does not léave such an

impreossion. Both his external and internal worlds allow the

reader to become involved in his conflict of epirit. There

0

is

o~

. zentiine identification with Faustus as he battles the questions
of the "modern man"
Although he has been born of parents of base stock, Faustus

is a doctor of high intellect who much the reverse of Coriolesnus,

2 -+ Al P -
hirst for nower snd knowledore.,
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Are not thy bills hung up as monuments
Whereby whole cities have escaped the plazue
And thousands desperate maladies been eased?
Yet are thou still Paustus and a man.

Or, being dead raise them to life again?

There is little that can be stated about the world in
which Faustus lives. His internal conflicts, rather than his
external, are those which place him in his setting. Marlowe
demonstrates the poles of decision which were available to the
men of the Ranaissance and which are still present todaye.
Raustus was made to choose between rationalism and fatalism,
between human greatness and a spiritual craving, between indi-
vivalism and dependance.

Faustus's first sin is his pride in the ability of man
end his thirst for power. With an increased hunger for knowledge,
he puts his trust in necromancy.

These metaphysics of magicians

And necromantic books are heavenly;

Lines, circles, scenes, letters and characters,

Ay, these are those that Faustus most desires.

0 what a world of profit and delight,

Of power, of honor, of omnipotence

Is promised to the studiovs artisan!

All things that move between the cuiet poles

Shall be at my command. Emperors and kings

Are but obeyed in their several provinces,

Nor can they rsise the wind or rend the clouds,

But his dominion that exceceds in this

Stretcheth as far as doth the mind of man.

A sound magicisn is a might god.

Here Faustus, try thy brain to gein a deity. (I, i, 46-60)
Faustus must question what it is to be a man. His conflict

is within a soul that is torn between the desire to exploit

new mysteries and the claims of old teachings which when doubted

7

“Christopher Marlowe, The Tragical History of Doctor Faustus,
in English Drama, ed. Edd Winfield Parks (New York: Norton
and Co., 1935}, I, i, 20-25. All subseguent references to the
play will appear in parentheses.
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leave guilt and a sense of alienation. In search of the truth of
his nature, Faustus is urged "to realize himself fully in the
face of all that would rob him of his deserts or repress what he
feels to be his true nature; the éuage of his herocism is the
mégnitude of the risk he is willing to take."! To remain content
with his limitations seems to deny his capabilities; yet to scek
beyond seems somehow evil and threatens suffering and the horrors
of an eterﬁity.

It is not difficult for the reader of Faustﬁs‘s trazedy to
feel this tension within hime. The Good and Evil Angels carry
on the diolozue of his soul:

0O Faustus! 1lay that dammed book aside

And gazZe not unon it lest it tempt thy soul,

And heap God's heavy wrath upon thy head.

Read, read the Scriptures: that is blasphemy

Go forward, PFaustus, in that famons art,

Wherein all Nature's treasure is crntained:

Be tho: on earth as Jove is in the sky,
Liord and commander of these elementss (1, 1, 67»74)

Faustus makes his decision to sell his soul in full responsi-

bility for nis actione. The devil himself warns him about the
imnlications of his decisions that

There is no chief but only Belzebub,

To whom Paustus doth dedicate himself.

This word "demnation" terrifies not him,

For he mnfounds hell in Blysiwm ( I, iii, 57-60)

when he points out that Lucifer, the most dearly loved angel of

by "asniring

God hed beern thrown from the "face of hesven

nride end insolesnce. In added werning he responds to Faustus !

auestion of "How comes it then that thou art out of hell?" by

7 Sewall, p. 60.
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stating:

Why this is hell, nor am I out of it.

Think'st thou that I saw the face of God,

And tasted the ternal joys of Heaven,

Am not tormented with ten thousand hells,

In being deprived of everlasing bliss?

O Faustus! leave these frivolous demands,

Wnich strike a terror to my fainting soul. (I, iii, 77-84)

The tragic character of Faustus, much more than that of
Coriolanus is "made of the stuff we find withing ourselves.!
But his life is intensified and raised above us. His temptations
could be ours.

What boots it then to think of God or Heaven?

Away with such vain fancies and despsair

Despailr in God, and in Belzebub.

Now go forward, no Faustus, be resolute,

Why waverest thou? O something soundeth in mine ears

"Abjure this magic turn to God again®

Ay, snd Faustus will turn to God again.

To God? He loves thee not. (I, v, 3-10)

It is with the congealing of his Hood as he bequeaths his soul
to Lucifer that Faustus begins to question his arrogance.

What might the staying of my blood cortend?

Is it unwilling ‘I should write this bill1l?

Why streams it not thet I may write afresh?

Paustus gives to thee his soul. Oh, there it stayed.

Why should'st thou not? Is not thy sould thine own?

(I, v, 65-67)

Once the contract has been signed we begin to see the
ireny of Faustus's situation. As Coriolanus in responding to
humanity brings about his destruction, Faustus realizes the
disproportion between the vnrice men give to wordly power and
its actual worth. While Coriolanus's destruction comes from

an intermission in his pride, Faustus falls into despair.

Once again we are allowed to experience with Faustus his tensions.



My heart's so hardened I cannot renent

Scarce can I name salvation, faith, or neaven,

But fearful echoes thunder in mine ears

"Faustus, thou art dammed!" Then swords and knives,
Poison, gun, halterg, and envenomed steel

Are laid before me to disputch myself,

Had not sweet pleasure conquered deep despairec.s.

I am resolved: Paustus shall ne'er repent.
(I, iv, 18-25, 33)

It becomes increasingly ironic that all that Faustus has desired
from the devil could have been found in his own books. What he
gains are only sensual pleasures and powers wiich eventually
become an escape from his internal torment. To Faustus's
question, "Tell me who made the World," Mephistophilis answers,
"I will not." "Villain;" Faustus questions, "have I not bound
thee to tell me anything?® (I, vi, 67-68)

The tragedy of Faustus may have been averted if he had ween
able to repent of his sin. But it is the theme of despair
waich brings out the delimma of menkind in his quest for an
understanding of the mysteries of his life. Man asserts his
self sufficiency in pride and seeks superhuman power.
But in his craving, he grows aware of his insufficiencies and
craves the completion of his knowledge in the spiritual
realme Deprived of a feeling of self-esteem, he concludes by
denying any of man's greatness and shrinks into depair.
It is thus, in a sense his greatness, his craving for knowledge

that is responsible for his destruction.
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What art thou, Faustus, but a man condemmed to die?
Thy fatal time doth draw to final end;
Despair doth drive distrust inte nmy thought.
Confound these passions with a guiet sleep.
Tush, Christ did call the thief upon the cross;
Then rest thee, Faustus, guiet in conceit.

(I, xi, 35-40)

Faustus isolates the conflict of eech man who searches and faces
the inadequacies of his powers. He isolates the humanistic
belief in mankind in contrast to a medieval subservience to

to God. He isolates the modern man's reliance on science in
contrast to his search for answers to questions of a

spiritual realitye.

But Faustus' offenses can never be nardoned: the
serpent that tempted Eve may be saved, but not
Faustus. Ah, gentleman, hear me with patience,
and tremble not at my spceches. Though my

heart pains and culvers to remember that I have
been a student nere these thirty wvears, oh, would
I had never seen Wittenberz, never read book!
&nd what wonders I have done, all Germany can
witness, yea, the worlds:s for which Faustus
hath lost both Germany and the world, yea
Heaven itself, Heaven, the seat of God, the
ttrone of the blessed, the kingdom of ioy;

and must remain in hell forever, Lell, oh, hell,
for ever! Bweet friends! What shall become of
Paustus being in hell for ever? (I, xiv, 14-24)

®For vain pleasure of twenty-four years" Faustus lost

o3

'eternal jov and felieitv." (I, xiv, %5-%A)

The pity and fesr which Paustus arousss because of his
tragic delimma recuires no rationslizetion. Every wman since
Merlowels time has felt the torment thet is Fausius'. Every

1
¥

men feels the sense of sadness and mystery in his loss for

he is a man whose intelligence and ima~sination had ceught him



in a delimma of his times-one whnish bacsu

Tr

ne covld not avoid. is loss points to the mystery of life

and to the worth of what has been lost.

The greatness of Coriolanus does not completely
bring us to such an emotional intensity. There are in
his character too many factors with which we cannot inter-
nalize. We remain an observer rather than a participator.

With Faustus we experience all that he experiences and we can

By
identifly with his plight.
The watch strikes the hour before his death and ne
dongs for time to discover the mystery of the soul.

Ah  Faustus,

Now hast thou but one bare hour to live,

And then thou must be demmed nerpetuallyl

Stand still, you ever movingz spheres of Heaven,
That time may cease, and midnight never come;
Fair Neture's eye, rise again and make
Pernetual day; or let this hour be but

A yesr, a month, a week, a natural day,

Thet Faustus may repent and save his soull

at

The discussion of tirese two plays has led me once again

Fal

to a feeling of emotional intensity for Faustus which I cannot
feel for Coriolesnus. The facets of the discussion have tried to
point out why, though both plays can be classified as tragedies.
with equal success, Faustus created a greater feeling of pity,
fear and sadness in his loss. It has attemcted to show the
imoportance of the internal conflict of the main character and

~

the deepening of the tragedy as the reader is allowed to enter

the character's internal world. Such deepening provides
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feeling ratiier than rationalization of the tragedy. Further

it has attemnted to point out that Paustus, although written

during the Renaissance and incorporating medieval conventions,

voses guestions which come closer than those of Corioclanus

to the brink of finding out what it is to be a men.
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CORDELIA AND CCRIOLANUS:
FIDELITY TO AN IDEAL
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"The world is grown to that corruption that
he that cannot flatter is either accounted
envious or reputed proud or arrogant.,"



Note: It is my purpose in thig paper to consgider the

II.

III.

Iv.

characters, Cordella and Coriclanus, on the
basisg of thelr dramatic and symbolic functions
and of thelr contribution to the traglc effect
of their respective plays.

The Lear Universe.
A, Diffusion of evil through the essence of nature.
B. Concepts of appearance and reality (theory of
recurrent imagery).
1. HNothingness.
2. Nakedness.
3. Plainness.,

The Cordelia/Lear Relationship.
A, Cordelia's character as "misinterpreted" by critics.
l. EHer pride--disprove this,
2. Discussion of Act I, scene i,
B. GCordelia'’s function in King Lear.
1. Pure symbol,
2. Prime mover and ultimate goal.
C. Lear's progress in relation to Cordelia,
1. PFrom nothingness to nakedness and madness, -to
partial insight, to plainness,
2. Discussion of Act IV, scene vii,
D. Discussion of Act V, scene 1ii,
1. Relation of Cordelia and Lear,
2. Discussion of finality of Cordelia's death.

The Coriolanus Universe.
A, Diffusion of evil through the world.
B. Concepts of fickleness, flattery, and policy.

Discussion of respective functions of Cerdelia and
Coriolanus.

A, Place of pride in thelir characters,

B. Absolute fidelity to an ideal and 1ts results.

Discussion of tragic effect of King Lear and Coriolanus
based con Cordelia and Coriolanus.
A, Discussion of Aect V, sceneiiii.
B. General discussion of tragedy and tragic effect.
1., Definition: The temporal ruin of an eternal
value,




Common to the tragedies, Hamlet, King Lear, and Antony

and Cleopatra is Shakespeare's depiction of evil diffused

through the fiber of the world. In these plays, no one
character can embody all the evil inherent in nature and the
univergse, Shakespeare sees evil as a soluble substance
saturating the world; being soluble, it cannot be isolated.
Therefore, the heroes cannot root out the evil by killing
one person who contains 1it,

In King Lear treatment of the wide diffusion of evil
through the essence of nature naturally leads to a treatment
of a wide range of themeg--as wide and as deep as the expanse
of the universe. Ag evil 1s diffused throughout the Lear
universe, so recurrent images or image patterns are diffused
throughout the play, indicating and making concrete the ab-
stract lmplications Shakespeare makes. Many of these image
patterns are variations on the theme of appearance versus
reality. One im&ge pattern revolves around the concept of
nothingness, or naught, or zero in a literal sense., In a
figurdtive sense (naughty) this concept meant a serious
violation to the Elizabethan, as oppesed to the present day
connotation., In a moral sense, naughty meant Yof no moral
value,” "devoid of moral worth," or "a zero quantity of
good."ﬁ For example, the moral degeneration that forced
Lear out into the storm made 1t a "naughty night to swim

in, " This imege pattern of nothingness is connected to

1William Shakegpeare, The Tragedy of King Lear, ed.
G. B. Harrison (New Yeork, Harcourt, Brace and Company, 1948),
All subsequent references tosléar are from thils edition,
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the appearance versus reality theme in King Lear, for if
a thing is "naught,"” then the only thing it can have is
appearance, It 1s nothing but 1t can appear to be something
it isn't. Nothingness does not necessarily always carry
bad connotations. It may also indicate the absence of any
quality. It may be a zero quantity of falseness,uas in the
case of Cordelia in her reply to Lear's question in Act I,
scene i--"Nothing."

| Another image pattern related to the appearance versus
reality theme is the nakedness pattern, Literélly nakedness
i1s the absence of clothing. There is nothing deceptive about
hakedhess; it is the honest realiﬁy with‘Whichtwe begin,.
Figuratively; nakedness may imply the barest eésentials ne-
cess&;y to survival., It does not carry fhe mofal connota-
tion which nothingness does., V
| Plainness is another image péttern associéted with the
appearance versus reality theme, and, more specifically,
with Cordelia and Kent. What they call plainnéSS or truth,
Lear calls pride. What appears to him to be ﬁfide is really
plainness, Plainness is the essence of a quality,devoid of
;impuritieé. It is "the thing itséif“ (III,’Vi; 110) with
nothing added. To compare these three image pétterns, nothing-
ﬁess is a mirage--the appearance of water with:no reality; it
is ﬁot even naked water; there simply isn't any. The bare
quantity of stale, tepid water, just enough to:sustain life
is nakedness; while the essence of water in whatever amount
with no extemporanecus qualities--all water in purity--this
is plainness,

What, then, is Cordelia's function in relation to the
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play and to these themes? Cordelia 1s probably one of the
most memorable of Shakespeare's heroines, This fact is note-
worthy, for although she speaks scarcely one hundred lines,
the reader is left with the impression of her being one of
the principal speakers. The sparcity of Cordelia's verbali-
zations, I believe, is in accordance with the meaning of the
play and with her function in it.

Some critics tend to soften Lear's fault Ey blaming
ébrdelia for sharing her father's pride. "Leaf and his
daughters have fallen into the first of all si;s, namely
pride, the love and worship pf self, to evil &ﬁd disruption.
«..¥ho could not see that Cordelia loved her father but
leved him less than she loved her’own way and hated her
éiétefs?“g‘ Yet not one chafacter’inwthe playwéhares‘the
ériti@si | | | )
biame én Lear; Kent 1s exiled for supporting Cordelia; both
Albah& and Cornwall try to protect him; Francézdefends Cor-
delia, and Burgundy does not denounce her;iGloﬁcester calls
Léafis actions catastrophic; and even Regaﬁ’éhé Goneril com-
ment on Lear's conduct after Cordelia has left'them. Granted
Léar’has a tfagic flaw--pride, in;the Gr@ék seﬁse——but I do
not bélieve we may say that Cordeiia shares this pride. To
say,so would be fatal to the play by d@stréyihé its meaning
éﬁd p&rpése;: Should Cordelia have said @iffeféntly in Aect I,
scene 1? Was it her flaw thet she could not say something

" nice to her father?

" Pgi1liam Hallér, "Whet Needs My Shakespedre?”, ed. Helmut

Bonheim (San Francisco, Wadsworth Publighing Company, Inc.,
19609 p. 137.



Cordelia is the embodiment of what Lear must learn,

She 1s a pure symbol of absolute love and truth, Ag France
puts it, "She is herself a dowry" (I, i, 244), She has the
essence; anything she has or does beyond her plainness would
be an impurity. It is as if speech itself was not a simple
or genulne enough thing for the expressing of what she 1is.

It 1s a fallacy to search Cordelia for an Aristotelian tragic
flaw., To find one in her would destroy her whole purpose in
the tragedy.

Eing Lear poses, among others, the question of the nature
of mature. What is the nature of nature if it produces evil
people who become worse than animals, who become monsters?

If Goneril, Regan, and Edmund are products of nature, and if
nature even aids them in thelr evil acts (the storm), where

is the escape, where 1s the hope? I believe Cordelia 1s the
answer to the last gquestion. Shakespeare says to me that

the same nature which created the evil characters also created
Cordelia,., In this sense, she is nature's saving grace. In

2 world satureated with evil, she is the absolute symbol of
love and truth--plainness,

Thus, in response to Lear's demand that she outdo her
'sisters' verbal professions of love, Cordelia can only say,
"Nothing." She can be, but she cannot say. She has the
love Goneril merely speaks of having. "Sir, I love you more
than words can wield the matter,/...A love that makes breath
poor and speesch unable" (I, i, 56, 61). Cordelia sighs,
"What ehall Cordelia do? Love and be silent" (I, i, 63).

She has the substance but not the appearance of love; this



is truly her dower,

Cerdelia has been accused of being cold and unthinking
in Act I, scene i. But Lear is the only one who takes her
gilence to be the absense of love, Everyone else realizes
her nothingnéss of speech rather than of love,iand they
reaiize that Lear 1s wrong. Cordelia utters no word in
excéss of her actual feeling. She speaks to Léar precisely,
in a metaphor which she believes he will understand. "I love
your MajeSty/«According to my bond, normore nor less (I, i, 95).
Tﬁé boﬁd of which Cordelia Speakskis‘tb»hér'é$sacred bond of
natﬁref—the tie of natural affection and duty between father
and child. Cordelia is "the thing itself"; she has only the
substanee of love., ©She would die for Lear buflshe will not
talk about dying for him. She will not heave her heart into
her mouth. ~What she is is there, and if Lear, at his age,
cannot see it, there is nothing she can do or say about it.
She can only be what she is and thus provide ﬁﬁe prime motion
of the action of the play as well as the ultiﬁate goal of its
movement. Lear, then, mistakes the absence ef'appearance
for the absence of love. He misinterprets Cofdelia's meta-
phor, for he is not really carrying on a dialogue with her
or anyone near him during this scéhe. He haswﬁredetermined
what’éverysné will say to him and whaﬁ everyone will do and
receive, Lear fully intended to give Cordelia the "largest
bounty" and to spend the rest of his days withihsg happlly
be&ring his title but not its wéight, his priviledges but
n@t!h;s responsibilities. But how little he knows his
fa?@rite daughter, How little he has ever gggg her worth,

Although he values her, he doeg not know her worth. He
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should have‘kn@wn that the Cordella who merited hls love
was not the Cordelia who could,give flowery answers to the
question, "What can you say to draw a third more opulent
than your sisters?" (I, i, 87-8), But Lear has determined
in advance the answers he will recelve--determined without
insgight, Hence, Lear completely misunderstands what Cordelia
is implying by saying she loves hér father'accbrding toyher
bond. He does not consider whether her words have guite
another meaning than the superficial one, which is decidedly
différent from the one he had expected., Thus, he banishes
the daughter he loves most. "Nothing will come of nothing"
(I,xi,k92). Of the love that asks for nothing in return,
and of the forgiveness for injuries that is fféely given,

- Lear is ignorant, It is Lear, then, and not Cordelia, who
#iolates the bond of natﬁre.‘

Yet Cordelia, in being true to her'éSSeﬁéé of plainness,
hands the kingdom and her father over to her two evil sisters.
Maintalining her absolute cualities untainted is not the prac-
tical thing to do., ©Some critics have criticizéd her for
being true to herself at her father's expense-~~a& selfish thing
to de. They say she, like her father, is withdrawing from
the world of actlion leaving it to her sisters’%hr@ugh her
refusal of responsibility. Perhaps this isybn; of the points
Shakespeare wishes to make. The absolutely pﬁre, those who
are plain, are not those who best survive in tﬁe world; yet
ultimately they are the ones who raise humanity above the
level of the doge and whe are ultimately succeésful, though
at traglc cost. |

Lear, then, rightfully bears the full respensibllity

for his error. His mistake is extreme~-mistaking appearance
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for reallity--violating the bond of nature--and sc hleg en-
lightenment must be extreme, He must come to value sub-
stance beyond any regard--absolutely. He must change from
his perception of appearance exclusively (blindness to
reality) to perception of reality exclusively. If Lear is
to learn these thihgs, and if Cordelia is to be his prime
mover as well ag his ultimate goal, she must be absolute.
She must be all-truth, all-love, all-plainness§ she cannot
even seem to be any of these. She can have nothing of
appearance and must have all of reality,%
Cordelia, as pure symbol, plainness, and prime mover
and ultimate goal of Lear, is one of the principle characters
of King Lear., Yet, as has been remarked, her éctual lines
are few—iin keeping with her character and her function in
the playﬁ Shakegpeare keeps us continuallyiawére of Cordelia
from the time she leaves us in Act I, scene 1 to the time
she returns in Act IV, scene vii, by use of direct references.
through Eent's letters, by the affinlity between the Fool and
Cordelia, and by repetiti@n of image patterns connected with
Cordelia,

Lear, stirred initially by Cordelia's words, moves

5Yet Tor all her qualitles as an absolute symbol, Cordelia
ig also a real character. DHBhakegpeare ghows us Cordelia asg
a2 woman, down to earth, at the same time belng an absolute
symbol, in the interchange between her and her sisters fol-
lowing her banishment. In thls mild squabble, we see Cor-
delia ag not egeentially a retiring,or-& retleent person,
but &g one who 1s what she lg and whoe recognizeg others for
what they are, who gees with 1lnsight inte the essence of
truth in the world. Often Shakespeare's villains have a
clearer insight inteo moral truth than de his good characters,
They can see thinge as they are, but their sight is unlinked
with love, warmth of heart. Cordellie has thils clear insight
linked with lpve-~an ideal combination,
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through images of nothingness to nakedness images, to mad-
ness and spiritusl blindness, then to full sight of Cor-
delia's face, and finally, to full perception of her plain-
ness. The face which he wishes never to see again he suffers
for four acts in order to see. It is beside the point of
this paper to trace Lear's progress through thesekfour acts,
but it is necessary to indicate some of the intensity and
complexity of Lear's change in order to appreclate the value
of Cordelia as Lear ultimately sees her. Lear passes through
some of the nothinéness/naughtiness of Goner:l and Regan in
Act I, scenes 1 and ii. 1In Act I, scene 1ii, Edgar, the
symboi of nakedness, introduces this pattern of imagery and
prepares the audlience to cast all illusion off'and to hit
rock bottom of reality. Continuing thrbugh the nothingness
of the tWo sisteré, then, Lear begins feéling His suffering
physicallﬁ'giving the audience presentiments of his madness.

_ Lea#ing his daughters, Lear goes buﬁ into the étorm, casting
off his illusiéns one by one, opening himself in his increasing
nakedness to the buffets of the storm and to sight of suffering
beyond his own: T

Come on, my:boy,. How dost, my boy? Art cold?

I am cold myself. Where is this straw, my fellow?

The art of our necessities is strange,

‘That 1t can make vile things precious. Coeme, your hovel,

Poor fool and knave, I have one part in my heart

That's sorry yet for thee,. 1

(I1I1, 1iii, 68-73)

When %e&r sees Edg&r, disgqised as P@or T@g, his mind snaps,
and hé“viéws“ﬁh@ lowest level of man--one iiving on the barest
necesesities of 1life. His mind focuses on én idee fixée.
“Hast‘tbau given all to thy two daughters?/ And art thou

come to this?" (III, iv, 49-50), In his madness, Lear con-
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timues to sirip himself of his illusions until he gees Tom
as the gymbol of truth, associating truth with nakedness and
calling Tom his philosopher., Ag Lear loses his mind--~his
gye of reason--to madness, so Gloueéster loses his syesight,
even theugh he, too, 1s on his way to insight. Shakespeare
has Lear go mad to cement inte his person the beginning of
insight he has acheived. Lear is . ancold brittle man who has
been operating for eighty-some years without insight. He is
too brittle now to bend, so Shakespeare must make his trans-
formatioﬁ complete, essential, and permanent through his mad-
ness, Thus, Lear, able to see into the world stripped of
all illusion, can see in his madness the foulness of the
world; he can smell out the stench of it., He has yet to see
the whole of reality in the world. Upon awakening and seeling
Cordelia's face, his total vision of truth is complete. Man
musﬁ have more than stark nakedness to be truly human. Thus,
dressed in fregh garments, Lear finds himself facing and
seeing his ultimate goal--Cordelia and all she represents.

Cordelia, in Act IV, scene vii, speaks to the sleeping
Lear a8g ghe cannot to the wéking Lear: |

Mine ememy's dog,

Though he had bit me, should have stood that night

Against my fire, and wast thou fain, poor Father,

To hovel thee with swine and rogues forlorn

In short and musty straw? Alack, alack!

!Tis wonder that thy 1life and wits at once

Had not concluded all. He wakes, Speak teo him,

(Iv, vii, 36-42)

True to the Cordelia of Act I, scene i, this Cordelia can-
not, by virtue of her plainness, speak Lo the conscilous Lear,
She aske the doctor to speak for her. When prodded, she

merely asks Lear how he fares, whether he knows her, and,

"Oh, look upon me, sir,/ And hold your hands in benediction
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o'er me./ No, sir, you must not kneel” (IV, wvii, 57-59).
Thig 1s the same intense, tender fecling of reverence, love,
and truth we feel in Cordelia at the play's beginning., And
now Lear, struggling to gain consciousness, &dmits;:

I am a very foolish fond old man,

Fourscore and upward, not an hour more nor less,

And, to deal plainly,

I fear I am not in my perfect mind.

Methinks I should know you and know this man,

Yet I am doubtful, for I am mainly ignorant

What place this, and all the skill I have

Remembers not these garments, nor I know not

Where I did lodge last night, Do not laugh at me,

For, as I am a man, I think this lady :

To be my child Cordelia, :

’ (Iv, vii, 59-70)
And do we feel we want to‘hear more from Cordelia at this
point than, "And so I am, I am/' (IV, vii, 70)? And do we
wish Cordelia to forgive Lear in any more words than, "No
cause, no cause.’ (IV, vii, 75)°?

Lear has come to the point where all that‘really matters
is Cerdelia——hef plainness. In éét V, secene iii,?heiis&c@n—
tent'with her in their captivity. And later ih the scene,
when Lear enters carrying the dead body of Cordelia, he wails
and cries, "She's gone forever./ I know when one is dead and
when one lives./ She's dead as earth.  (V, iii, 259-61).
Calling for a looking glass, he holds a feather up to be -
stirred by any breath she may have., Perhaps it is his trem-
bling hand that stirs the feather, but Lear says, "This feather
stirs, she lives. If it be so,/ It is a chance whiech does
redeem 21l sorrows/ That I have ever felt.” (V, i1ii, 265-7).
And to elinch our belief tha#l@ar really does gee his Cor-
‘delia now, he thinks he hears her speak, "What is i1t thou

say'st? Her voice was ever soft,/ Gentle and low, an excel-

lent thing in woman'® (V, 1ii, 271-2), The Lear of Act I
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would never have agreed., But i1s all the sorrow, 21l the
suffering Lear has known, in valn because his Cordelia has
died? Can we really believe thet, for Lear and for us,
Cordelia has dled?

And my poor fool is hanged. No, no, no life,

‘Why should a dog, a horse, a rat, have life

And thou no breath at all? Thou'lt come no more,

Never, never, never, never, never,

Pray you, undo this button. Thank you, sir,

Do you see this? Look on her, look, her lips,
Look there, look there. -
[Dieg/

(v, 1iii, 305-11)

Lear dies in eestasy believing that his Cordelia lives, thus
redeeming all of his sorrows. I cannot believé Shakespeare
lets Lear die decelved, after all he has suffered in order

to see the truth and to value plainness. Who can deny that
Cordelia is alive? Nothing about her but her body is dead.
Lear sees the highest reality--that she does live--that final
reality--plainness--is indestructible.

Even the degenerate world of King Lear cannot prove
fatal to plainness itself. And although Lear and Cordelia
lose all in the world, they save everything essential. "This
is the greatest and, we may think, the necessary way of af-
firming that human goodness may triumph over the evils of
this world--at tragic cost."?

The evil of the Coriglanmus universe is not as widely

diffuse or as deeply ingrained as it 1is in King Lear, Ve
find & Roman world charscterized by compromise, policy, and

flattery. The Roman people who composeythe State, are, in

?%arold Wilson, On The Design of Shakegpearian Tragedy.
(Toronto, University of Toronto Press, 1957) p. 204.
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contrast to Coriolanus, base to the low degree of dogs, curs,
hares, geese, camels, mules, crows, minows, goats--cowardly
creatures which are to be hunted énd despised by those true
to an absolute ideal, In the Roman crowd we see the fickle-
ness of an unreasoning people, easlly swayed by corrupt leaders.
We see a common people, cowardly in battle, and slow to recog-
nize courage,

‘As in Eing Lear, the evil in the world is not focused
in one character, We may call the crowd evil in its fickle-
ness; we may call Aufidius’ treachery villainoﬁs; we may ac-
cuse Volumnia of causing the downfall of Coriolanus. But
none of these appelations is entirely sufficient to explain
Goriolanue' fall. "The hero does not merely stand at the
center of the tragedy; he is the tragedy. He brings no one
.doWn with him in his fall, andkhié character ié entirely suf-
ficient to explain his fall."g |

Given the interpretation of Cordelia as piainness, what
possible similarities can there be between this vision of
purity and selflessness and the proud andkself;centered Cori-
olanus? It is my contention that Coriolanus and Cordelia
are basically similar characters and differ oniy in terms
of their functions in their respeétive piaYs. iThrough a
p@ésible stretch of the imagination, Cordelia is 2 tragic
figure; but Coriolanus is the tragic hero. We have polinted
out Cordelia's function as a pure symbol of 1oye, reallity,

truth--plainness. As such, we cannot admit ofztaints in

Fwillard Farnham, Shakegpeare's Tragic Frontier (Berkeley,
University of California Press, 1950) p. 207.
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her character--taints such as pride or even speech, The

play Cordiolanusg is the tale of the rise and fall of a man,
Pride is essential to this hero's character., Without it
Cbrialanus would not have risen to the heighﬁs of a tragic
hero; but without it, he would not have fallen from those

heighte. As Cordelia's plainness is recognized by all but

Lear étythe beginning of the play, so everyone in Coriolanus
recbghizes the hero's pridé, at’times tQ‘praise its effects,
mainly to condemn 1ts results, Thus it would'seem thaﬁ on
the basis of pride, Cordelia and Coriolanus are opposite in
character. As plainness 1s the essence of Cordelia, sgo pride,
a characieristic entirely absent from Cordelia; is the essence
of Coriolanus. But it one of the fesults of his pride that
links Coriolanus closely to Cordelia. This result is Corio-
lanus? integrity which is based on his pride., Like Cofdelia,
he will do or say nothing that is contrary to what he is.
Fidelity to amn ideal, then, is common to both Cordelia and
Coriclanus.

It takes more than & military hero to provide tragic heré
materi&l for Shakespeare. He prefers characters with more
levels of complexity. To the figure of the.military hero,
Shakespeare adds the extra depth of heroic fidélity to an
ideal; and since that ideal is really the hero's own inte-
grity, Shakespeare makes pride, usually considered a vicé,
the basis for our evaluation of Coriolanus as one worthy of
our respect and empathy as tragic here. Yet placing this
hero, dedicated to action and rule basged on abscluites, 1n a
world of men who thrive on compreomise, poliey, and flattery,

Shakespeare makes the same pride, which we admire as the
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source of Coriolanus' integrity, the source bf hie down-
fall--his tragic flaw., Volumnia says, "Thy valiantness was
mine, thou suck'dst it from me,/ But owe thy pride thy-
self,“& but she is only partly right. In Corioclanus, pride
iskthéksource of his valor, his integrity, but 1t 1s always
pridé and, as such, is in Coriolanus a tragic flaw.

In Coriolanus we must admire the man. who is proud “even

to the altitude of his virtue" (I, i, 40-1). Aware of the
fickleness and cowardliness of the people, can we wish Cori-
olanus to say other than, "I had rather be their servant in
my "Way/ Then sway with them in theirs" (II, i, 219-20)7
, Psrhaps we may call him rigid, but do we wish Coriolanus
to flatter, or, for the sake of good polloy, to control his
emotlons? Eo we wish the one man still falthful to his own
1ntegr1ty to violate it? We feel»Gorlolanus pain as he trleé
to beg'vates, ag he tries to comnsent to the pe@ple's voice.
ﬁre‘we unhappy with him because he does not succeed? Even
recognizing the fact that pride is the source of his integrity,
can we condemn the Ceriolanus who says of the crowd:

Let them pull all about mine ears, present me

Death on the wheel, cor at wild h@rses heels,

Or pile ten hills on the Tarpeian rpeck,

~That the precipitation mighth@wnstr@teh

Below the beam of sight, yet will I still

Be thus to then, »

» (111, ii, 1-6)

IT we sheulé wigh Corioclanus to be less rigﬁu, to compro-
mise and flatter, would we not then wigh him to be & clever
politician equal to the other leaderg of Rome and Corioli?

This Cerielanus can never be, &nd how much more we respect

willi&m S@%kesp@@re, The Tragedy of Coriolanus, ed.
@.By Harrison, (New York, Harcourt, Brace and Gemgany, 1948) .
ALl subsequent references to C@rielanus are Trom this edition.
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him for 1%,

Shakespeare offers us various alternatives to Coriclanus'
absolutenesg, Perhaps we should choose to admire the people
of Rome who ﬁevery minute,..change a mind,/ And call him
noble that was now.../their/ hate" (I, 1, 186-7), and who
run from battle and must be driven back to it~, Perhaps we
should choose Aufidius, the valorous, though scheming, leader
ef men ‘Perhapsg Volumnia, who wishes her son to bend the
truth to please the populace. How much more we admire Cor-
1olanus for belng true to hlmself-—for saylng w1at he be-
1ieves. Even in his pride, Corlolanus does not brag. Like
Cerdella, what he 1s and does speak for themselves. For
%his‘reasen, he hates relations sf his deeds for the sake
of his further glory in the hearlng. For this reason he
@%sdains to beg for what he has already sarne@ "Better
ﬁt is to dle, better to starve,/ Than crave the hire which
flrst we do deserve. (I, iii, 120—1),

rchsracteristically, Goriolanﬁs ects in passion, heedless
snﬁ he&dlong’in expressing the pr;nciples and blases of hils
nphriaging. Yet, 1f he is truly expressing himself, can
we ask him te expregs himself in bounds someone else sets
for hlm? Coriolanus is a man of ection, & soldier, who
knows himself well. He does not know his political enemles
as well, for, like Cordelia, he plays into his enemles' hands.
They have only to call him "traiter" te have him fly into a
rage by which they prove him to be one., Similarly Cordelia,
ﬁa being true to her chsrscter turas Lear over to the two
sisters. sbselute fidelity to sn ideal is not prscticsl

#n s world of compromise and fickleness, We may understand
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the proud impatience of Coriolanus, but we may &lso recog-
nize the political lrregpensiblility of it, In the world of

Coriolanus, as well as in the world of Lear, the absolute

is not the practical, But need we condemn it for that
reason? To serve their functlions in their respective plays,
Gordelia and Coriolanus must act as they do, must be what
they are; ultimatély their Value will be evident; ultimately
they will be successful. Perhaps temporal success 1is not
meant for the absolute, Just as we must admire Cordelia for
being absolute, so we cannot echo Volumnia's words to Corio-
lanus: "You are too absolute,/ Though therein you can never
be too noble/ But when extremities speak"™ (III, ii, 39-41).
Cordelia's plainness cannot admit even speech., One of
Coriolanus' chief characteristics is his emotionally charged
speeches., Not being a pure symbol but rather a tragic hero
and leader, Coriolanus must give volce to his beliefs--even
when they are not thought-out beliefs. Cordelia cannot
heave her heart into her mouth. Coriliolanus 1s never called
on to de this; rather the opposgite, he speaks contlinually
from the heart as part of his nature, and therein is he
condemned. "His heart's his mouth--/ What his breast forges
that his tongue must vent" (III, i, 257-8). Coriolanus charac-
}teristic&lly reacts lmmediately to any situation; he reacts
on the basgls of his emotions &nd his e¢ld bisges--yvet on the
bagis of his integrity. Only &t one notable slilent moment
is his response made on the basis of éemp&ssiem plus inte-
grity--on the bagis of emotlon fell for somecne ocutside of
himself, plus truth to himselfl. Correspondence of inner and
outer ig important to Corieclanus and tec King Lear, but not

to Cordelia, She is all-reality and no appearance, but thig is
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ageln in accordance with her function &s & pure symbol,

Neither Cordelia nor Corlolanus utter one word in
excess of thelr actual feeling, We find echoes of Cor-
delia's words, "I love your Mejesty/ According to my bond,
nor more nor less" (I, i, 94-5), in Coriolanus' speech to
Brutus about the Roman people, “But'your peoplé,/ I love
them as they weigh" (II, ii, 77-8).

We have said that the same pride which feeds Coriolanus’
integrity also feeds his wrath and leéds to his downfall,

As Lear must learn to recognize ahd value the ﬁlainness of
Cordelia, what must Coriolanus learn? Must heylearn his
mother's policy? What Coriolanus must learn is not so ul-
timate as that. Perhaps that is the reason wh& the turning
point of the play comes in silence (not in a sﬁorm) with
Coriolanus' decision to uphold his prime 1oya1£y to his
mother and to virtually sacrifice himself for Rome. What
Corielanus must learn is that his revenge, thoﬁgh true to
himself, 1s not worth a city. He must learn to sacrifice
his pride at the worthy moment without sgérifiéing his in-
tegrity. He must learn noﬁ to be a&shamed of cémp&gsi@n.

Yet the only moment when this revelation can really «
occur in the play is when 1t does. It can hapﬁen at no other
time without sacrifice of Coriolanus' integrity with it.

For %X&mpie, as Coriolanus takes on the robe of humility, he
can still maintain his truth to himself by tossing insults
at the citizens he petitions for votes, "I wiil not de't,/
Lest I surcease to honor mine cwn truth,/ 4nd by my body's
action teach my mind/ A most inherent baseness" (III, ii,

120-3)., At this point were he to flatter the citizens, our
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admiration of him would have flown. It isg only &t the moment
when Corioclanus can feel compassion for someone other than
himself that he can learn to sacrifice his pride.

"While I remain above the ground you shall/ Hear from
me still and never of me aught/ But what ig like me férmerly?
zlv;wig 51-3). Coriolanus' WOrdskshoftly aftér his banish-
ment indicate, cnce again, his consistency of character, for
his actions after his banishment are entirely consistent with
his preVious’actions. Coriolanus never profesées loyalty to
Rome~—§nly to himself and to his mother. Acting on the
basis of these two loyalties, Coriolanus can tﬁrn traitor
fir&t to Rome and then to Corioli without violéting his in-
tégrity; Turning traiter to Rome, he is‘merelﬁ acting as
he feels, "There is irony in the fact that he is banished
and started on his way to ruin because hils pride keeps him
from being false to the truth, One of his heroic aspects

n'?

is that of & martyr to honesty. Even 1n his turaing traitor
to Corieli--the act which spurs his assassin&tion—-Coriolanas‘
ig not false to himself, nor is he loyal to Rome. Coriolanus
is saved by acting for once primarily on his 1éyalty to his
mother, yet in accordance with his own intégriﬁy. Perhaps

in his action we have learned that Integrity i1s admirable--
though impractical--but self-pride is not worth & city.
Sincere feeling for another person means forgeﬁtingﬁat that
moment, the gelf. It is perhaps the most selfless of feelings.
We have seen‘little of what Coriolanmus' personal relation-
ships are like. We agsume he and his wife have a degrees of
love but do not communicate well. We know he respects his

mother. But neither of these relationships prompts Corioclanus

?Fa?nham, p. 253,
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to action at any time except 2t the moment when he holds his
mother's hand in silence, submltting unashamedly to his
loyalty to her 1n true compassion.
0 my mother, Mother! on!

You have won & happy victory to Rome,

But for your son, believe 1t, oh, belleve 1t,

Most dangerously you have with him prevailed,

If not most mortal to him. DBut let it come,

(v, 1ii, 185-9)
This one act, if no other, makes Coriolahus a tragic hero
worthy of our empathy. In this one act, we are able to com-
bine our respect of the military hero full of integrity @ﬁiw§
the human being full of compassion,

Coriolanus' death at the hands of the conSpirators is
necessary. We recognize that the city must beLSpared at the
expense of oﬁe man's life. Yet we also recogﬁize the faet
that this one wan is the last example of personal integrity
in ﬁbe world; "It is right that Coriolanus should yield to
Volumnia's plea. No man's pride is worth a city, least of
all for the sake of gratifying so lgnoble a pasSion as revenge.
But we may find little to rejeice at when Rome escapes. Corl-
olanue 1s not reconclled to Rome; we are not reconciled to
his end, or fully satisfied that any lasting good has come
of his\sacrifice.“g There is some good for Coriolanus; he
hag learned to extend his deep capacilty to feel to another
human being; he hag learnsd to act when necesséry on a loyalty
other than to himself; and all this while retaining his in-
tegrity. But his lesson is all "at the cost of his life,

and he 1s greater than those whom he saves., We see nothing

to make us hope for better things in either Rome or Corioll,

Eyilson, p. 110.
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as a result of his 1038."?7
The death of the 1onely dragon, the man whose "nature

is too noble for the world" (III, i, 255), the god who leads
the Volscians "like a thing/ Made by some other deity than
nature,/ That shapes man better® (IV, vi, 90-2)--the death
of this man somehow does not, for some people, call forth
sympathy as does the death of Cordelia or of Lear. Perhaps
it is the extreme central focus of the>p1ay-—fu11y in accor-
dance with its central character--that aids in leéving them
with less of a tragic response., Perhaps it is the nature of
the herQ——noble, compared tolthe world in which he exists,
yet full of pride, with only one personal touch as a saving
grace, Pérb&ps it 1s because in ouf’world‘today, we admire
the leader who can appeal to the masses and wiﬁ their suppdrt;
we admire the individual who is not too individual and who
can sacrifice, for the sake of appearances, his integrity
wiﬁhoui canéideriﬁg it integrity or saCrifice;i

~Lear sees that Cordelia 1s not dead and dles ecstatic.
Corielanus, killed ingloriously and later tr@ayupen by the
,basé Aufidius, is not even m@urn@é gsincerely. Now that the
deed is done, Aufidius, using the poliecy Coriaianug hates,
can pretend sorrow. Reminding the Velscians and us of Cori-
olanus' deeds against the city, he says that Coriolanus "shall
\have a noble memory" (V, vi, 155). It is not because of the
manner in which he dies that Coriolenus will, like Cordelia,
have & noble memory. It is because of what we have known
Coriolamus to be throughout the play. In being what he had

to be in order to be true to himself, in achieving what he
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had to learn because of his flaw, pride, Coriolanus has ce-
mented abgolutely in our minds his high stature. He has
achlieved the ultimate for himself with no loss of his own
integrity. His death,as well as his immortality, is inevit-
able.

Tragedy is that type of drama in which all that we

come to admire and love in the course of the play is given
eternal life through its temporal ruin. I believe that this
feeling of exhileration at the close of a tragedy igs based
on fhe affirmation of man as capable of such qualities. If
even one man can be a Corlolanus or a Cordelia or a Leér, we
feel there is hope for mankind. Cherishing this one value
exemplified in one person, we come to be grateful we are mem-
bers of mankind, a group which contains at least one indivi-
dual capable of embodying thie value. In so feeling, we come
to value our place as men rather than as animals which have
no such potential. In Cordelia we have cdlled this value: -
'éiéinﬁéés; in Coriolanus we have called it integrity and
c@mp&séion. In both we may Call it fildelity to an ideal at

ragic cost. It would gseem as 1if, in thelr deaths%they have
failed. But in reality, they have achieved immortality =:9 -
through their temporal ruin--the highest success that may
be accounted man, That which we have come to value ulti-
mately in the course éf the play we know must reach the in-
evitable end in a world not attuned to ultimates. But tra-
gedy viewed as the temporal ruln of an eternal value guaran-
tees immortality to that value. not in gpite of, but because
of its temporal ruin. Because of thelir deaths, we come to
think of Cordelie &nd Coriolanus as m@@s symbols or names

for values we would otherwise call plainness and integrity--

fidelity to an ideal.



Bibliography

Bonhelim, Helmut, ed, The King Lear Perplex. San Francisco:
Wadsworth Publishing Company, Inc., 1960,

Boswellstone, W.G. Shakespeare's Holinshed. New York: Duf-
field and Company, 1907.

Bradley, A.C. Shakespearean Tragedy. New York: The Macmillan
Company, 1904,

Farnham, Willard. Shakespeare's Tragic Frontier. Berkeley:
University of California Press, 1950.

Heilman, Robert, This Great Stage. University of Washington
Press, 1963,

Wilson, Harold., On the Degign of Chakegpearian Tragedy.
Toronte, University of Toronto Press, 1957.

Primary Sources:

Shakespeare, William., The Tragedy of Coriolanus, ed. G.B.
Harrison. Shakeszpeare: Ma jor Playe and the Sonnets. New
York: Harcourt, Brace and Company, 1948,

Shakespeare, William, The Tragedy of King Lear. ed. G.B..
Harrison. Shakegpeare: Major Plays and the Sonnets. New
York: Harcourt, Brace and Company, 1948,




shakespearets Abttitude Toward Humanity
as Reflected by Othello

English 1490
Larry Knilands



Shakespearet!s Abttitude Toward Humanity
as Reflected by Othello

Of course, any attempt to make a flat statement con-
cerning the attitudes and phllosophy of Shakespeare must
necessarily be accompanied by a great deal of conjecture,
This fact is made clear when one looks at what has been
written about Shakespeare; the opinions which people have
concerning him certainly do not have a narrow range, as
we shall see in the progress of this paper.

The first big problem involved in analyzing the
attitude of Shekespeare is the fact that he isn't around
any more. DBecause he is dead, we can never go to the only
real authority (Shakespeare himself) in order to have our
opinions verified or denied. What 1s being saild here is
that anything conjectured about the man can only be con-~
gldered as a guess.

Another block Lo our understanding of the purpose or
purposes of Shakespeare is the fact that he wrote his plays
some Three and a halfl centuries ago. This automatically
puts us at a disadvantage, because we are probably just
about as much out of touch with the socleby and conventional
attitudes of that age as he would be if he were able To see
our way of life. One reason why the reading of Shakespeare

is damaged is the fact that many people who read Shakespeare



have no knowledge at all of the time in which he worked.

The average man in the street (assuming that he could be
induced to read Shakespeare, and 1if once induced, to read

a whole play) probably could not begin to guess the age of

the work. But he probably would be able to tell you that

the play is "old," and that many things happened in the

course of the action which he did not understand. "They just
don't do things that way any more," he might say. This state-
ment can be disagreed with, and the reasons for so disagreeing
will be a point of this paper.

However, one must take into consideration the idea that
Shakespeare did write in a long-ago period, and he did write
in an age which has a great many differences between it and
our own age. It is to be assumed that an author can never
completely divorce himself from the attitudes of his age,
and there will be no exception to this in talking about
chakespeare, as we shall see later.

Because he did reflect somewhat the feelings of the
period in which he was writing, it is necessary to investli-
gate some of these attitudes in order to give a bebtber guess
as to what he was abtempbting Lo do when he wrote. And when
we do begin looking into the age of Shakespeare, we will not
find our task becoming any easier. The Elizabethan age is
a complex period, and because 1t is so complex, there is
great difficulty in picking out what Shakespeare felt o be

the important points of the btime.
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The Elizabethan period was a time of great upheaval so
far as ldeas were concerned. England was beginning to come
under the effect of the new rationalistic and scientific
attitudes that the scientific segment of soclety had been
following. The new ilnvestigations were bringing in new
ldeas about the structure of the universe and the relation-
ship of man to himself and to the world. "There 1s scepticism
in Shekespeare'!s age, and there iz constant exploration of
traditional values ...."l The word Tscepticism" here would
necessarily have to be considered a key word. The use of
the term brings to mind the synonym "doubt," and this could
be considered one of the important aspects of Elizabethan
thought. Any time that doubt is present, the element of
challenge 18 also present, necessarily so because doubt
comnotates the ldea that some new idea has come along to do
battle with an older, more conventional idsa.

In the Elizabethan period one of the blggest doubts
cast on the scene was caused by the new sclentific investi-
gatlions,., Until that time, the church and the general public
had been willing to accept the idea that the earth was ab
the center of tThe universe. This concept kept things falrly
tidy for the men of religion, because a literal interpreta-
tion of the Bible would lead one to believe that God had

consbtruchted the universe with the earth at the center. Man

was the child of God, created in God's image, and placed on

llyving Ribner, Patterns in Shakespearian Tragedy (New
York: Barnes and Noble, Inc., L1960), Pe T
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the earth to do Godls work. Man was to be considered the
center of God!s abttentlon, and the earth was the sphere on
which this creatlion operated for better or for worse. There
was no mention in the Scriptures of any other crsation so
important as man, and no menbtion of any planet which could
be considered as equal to the earth. The natural assumptlon
was therefore to feel thét the earth was the center of all
things.

Of course, the interest in astronomy and the scientific
disciplines at this time was soon to disrupt these theories--
theories which man had been following for centuries. But
in viewing thils change in attitude on the part of tThe
Blizabethans, we are hindered once more 1in the fact that we
are looking back on them and not living among them. We can
gather scraps of evidence and put them together and try Lo
describe the age, but once more we are dealing only with
conjecture. All thabt we can do in reconstructing the
Blizabethan age 1s to read all that is available about the
period, to investigate the works written in the periocd itself,
and then to judge for ourselves what the Elizabethans thought
about such mabtters. We certainly cannot make any simple
generalization about the time, because 1t is not an age which
lends itself to simplificatlon. The best thing here perhaps
would be to admit the complexity of the btime and then to
express those things which we judge to be most important in
gilving the perlod this complex nature. Certainly the philo~

gophical and scilentific debate concerning the nature of the
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universe in itself would cause us to Jjudge the period as
anything but simple.

But in dealing with our ideas as to the concept of the
Elizabethan time as complex, we stlll have the problem of
being removed so far from the time so as to be somebthing
less than good judges of the period. &n Elizabethan, if he

were to appear today, may very well tell us that he does
not feel his time to as tangled as we make 1t. It may be
our interpretation of evidence which causes complexity, and
not the true nature of the age.

It would be a mistake to assume that belief in

rational order was challenged in the early seven-

teenth century as fundamentalist belief in the

Bible was challenged by Darwinian theory in the

Victorian age ... even Bacon admitted, nay

insisted, that through a study of the unlverse

man discovers the regularity of natural causes

which bears witness to a divine plan. In tThe

seventeenth century the Hlizabethan world view

glowly defaulted to the sclentific because of its

gseeming sbterility, because 1t offered anclent

moral and metaphysical formulas to an ageg eager

for empirical and utilitarian knowledge.

But even 1iI one plays down as much as possible the
conflict between old and new ldeas in the HElizabethan age,
the conflict still remains as one of the central ilssues of
the time. Even if the new sclentific findings would have
had remifications only to the world of science, they would
have to be considered Important in the history of world

affairs because of the findings themselves. Also of impor-

tance here is the already mentioned fact that the new thought

2Robert Orngtein, The Moral Vision of Jacobean Tracedy
(Madison: University of Wisconsin Prese, 1960), De 4.
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alsc affected the oublook of many concerning the religilous
doctrines which they had been accepting. If the world and
the universe were actually different from the concepts which
religion had been following, then what actually was the posi-
tion of man and earth in the universe? "...caught bebween
old and new ways of determining the realities upon which
moral values’rest ..."3, the Elizabethans certainly had their
doubts about what the world was really all about.

One of the biggest problems, therefore, in dealing with
the Elizabethan age in general and the writings of Shakespeare
in particular, is in deciding just what the predominating
view was in considering man and the universe. It could be
said here that perhaps it is the controversy i1tself and not
any particular view which really sets the tone for the period.
Because the old views are being contested, propositions con-
cerning the role and responsibilility of mankind are being
offered in keeping with the new trends in thought. Taking
man and earth out of the center of the unliverse probably
caused some people in that period a great deal of concern.
Before, one knew (ori:thought he knew) the answers to the
bagic gquestions about 1ife. But during the Elizabethan time,
man was forced to admit that there meay very well be other
explanations about existence.

Not all of the Elizabethans would have been troubled,
however. The fact that man had made such great discoveriss

about such basic matters probably caused many to believe that

30rnstein, op. cite, p. 6.
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man was more lmportant in the scheme of things than many

had thought before. Man had been shown to have the capa-
bility of using the mind in a rational way to discover things
which would have been held impossible with reference to dogmas
of the pre-Elizabethan period. One can see the effects of
the rationalistic concept in the writings of Spencer and
others; although the possibility remained in the minds of
many of the Elizabethans that God and predetermination still
ruled the world, there were alsc those who began to feel that
man may well have had the power to shape hilis own destiny.

He could use hisg mind to create things of his owne.

But this new rationallty also created problems. If one
were to accept the idea that the earth was not at the center
of the universe, and yet hold to the ideaithat God and not
man determined the nature of everything, then some would say
that 1f part of the religious viewpoint were false then the
rest of the doctrine could also be untrue. But if one were
to say that man did have these ratlonal powers, then the full
regponsibility for the evil in the world would have to be
given to man along with the credit for whatever advancements
that man had mads.

This 1s one of the core problems in the reading of the
Othello play as well as in Elizabethan thinking. If man was
responsible for his own actions, then was one to be opbtimistie
or pessimistic about the prospects concerning what man might
do with the world? Nobt all Elizabethans felt the sawme way;

some were glad about The new rabionale, and some (Donne, for
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instance) were more uncertain than ever about what the
werld was all about. |

One strain of thought concerning this problem is the
chain=ol~béing theory as expressed and explained by Lily
Campbell, This will be treated more fully later, but for
now a short explanation of this theory will be sufficient
to show one more pessimistic line of thought. In essence,
the chain-~of-being idea includes the concept of everything
in The universe having a place in creatlion. These places
were assigned by God in a certain order, or chain, with some
things being placed on a higher level than others. Thus we
find according to this theory, God, followed on decreasingly
lower levels by angels, man, animals, and inanimate objects.
Ls stated, this chain was in a certain assigned order, and
each belng within this chain was to stay within the bounds
of his "link." By having faith in God, man could hope some-
day to reach the level of the angels. As we will see, man
also was thought to have the potential to go to a lower
level 1f he did not keep his faith in God. Since the new
rationalistic philosophies dld to some extent cast doubt on
"holy" matters, those who valued these matters as highly
important would naturally take a rather dim view of the
theories reflected in these new findings.

20, the substance of the problem here so far as inbter-
preting Shakespeare's philosophy is concerned is whether or
not Shakespeare recognized the capabllity of mankind.

Perheps he did not. Perhaps the message in Othello is that
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mankind camnot fully take care of himself; bubt one of the
objects of this paper 1s to show that Shakespeare was call-
ing for rabtlonallty and responsibility in this play, not
railing against 1t.

Getting down to the problems concerned particularly
with dramsa in general and tragedy in particular, one of the
biggest obstacles here to any interpretation of Shakespeare
is the fact that we are trying to draw a philosophy from a
dramatic presentation.

One factor here 1s the language used In many plays of
the period. ©Some people pralse Shakespeare for the full,
forceful spsech which he used. There is complaint often put
forth by others which implies that one can become so
entangled in the mass of words and thelir complexity so as
to lose sight of the overall point of the play.

But, as stated, Shakespeare was only one playwright out
of many who used a rather high level of language.

To understand the Elizabethan drama aright we

need to see 1t agalnst the background of rhetoric

that is one of the distinctive feabures of the

age. To the Renaissance rhetoric was a discipline,

a tool, the expression of an ideal. It formed The

central corse of humanistic education, it embodled

an ideal of the dignity of man. For speech, as

the manifestation of reason, was taken as the

measure of man's difference from the beasts....

speech is the great civilizing fcﬁce,... Speech

.sol8 the measure of man's power.

This statement not only explains ths use of language In

Elizabethan drama; if we accept the statement as true, the

hiiadeloine Doran, Endeavors of Art (Madison: University
of Wisconsin Press, 1960), p. L.
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language used in Shakespeare'!s plays was assembled by a
man who felt that man could express himself in a learned,
rational way.

Algo connected with the language of the play is another
problem involved Iin interpreting dramabic literature. We
must keep in mind that Shakespeare wrote his works for the
most part as dramatic presentations. This 1s not to say that
a reading of a play would necessarily be less informative
then seeing the play performed. Probably many of the
Elizabethan writers who are considered great, are great
because thelr plays hold thet certaln quality of greatness
whether they be read or seen on the stage. Shakespeare 1s
no sxceptlon here.

However, we still are in the realm of drama, and because
we are we must always keep in mind Tthe fact that there are
certain convenbtlons to a dramatic presentation. These con-
ventions can and do play a great part in shaping the story
which the drama tells. We will look more at these conven-
tlong when the Cinthio source of Othello is discussed,'butv
these conventions do affect an interpretation of dramatic
writings.

The samé thing holds true for the particular genre of
drama with which we are dealing-~that of tragedy. Audlences
of the perlod were great followers of the tragic drama, and
they expected certain things to present in any tragedy--
murder, blood, emotlon, etc. A4lso, "Elizabethan audiences

expected good men and good women to fall before strong
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temptation; they expected them to be carried headlong into
crime, and not because Arisbtotle had propounded a Theory of
"tragic flaw,' bub because they knew that tempbation to sin
was the way Sétan had for encompassing the ruin of mortal
man.“5 The audiences enjoyed great scenes of power and
emotion, and Shakespeare gave them what they were paying
for just as most of the other dramatists of the time dide.

But within the gramework of what was conventional,
Shakespeare managed to bulld plays of the tragic type which
have never lost thelr appeal to audineces. He was somewhab
of a success in his own time, so the people must have liked
him then. But why does Shakespeare have such a lasting
gquallity?

We cannot expect that Shakespeare's drama will
conform to a pattern derived from a study of his
legser contemporaries. They abide our scholarly
gquestlions because they were absorbed in typical
and peripheral issues and because they used the
stage for exbtraliterary purposes--to confute the
politiclan or the naburalist. Shakespeare escapes
the tyranny of scholarly exgesis because he
grasped always the permanent significance of
contemporary problems and because his vision of
1ife was so comprehensive that his art never lost
its relevance to the human situation.... DBecause
he sees the world feelingly, Shakespeare performs
the lmmemorial service of the artist to soclety:
he humanlzes the categorical Imperatives which
the stern dldacticlist offers as the sum of
ethical truth....

The word "comprehengive! in the above quotation is yeb

another indication of a problem concerning an interpretation

Sﬁoran, op. cit., p. 238,

6 o .
Ornstein, op. cilt., p. 222.
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of Shakespeare. In the course of his writing Shakespeare
shows us such a vast cross=-section of humanity, in a
recognlizable and believable way, that we cannot help but
be amazed at the way in which he manages to catch the lasting
truth about people for all generations to read and to agree
with. Probably no one play can show all the characteristics
about humanity that Shakespeare managed to capture in the
course of his writings, so in the study of any one or two
plays we have at hand only certain characteristics of humanity
expressed. This necessarily linits any attempt at an overall
view of Shakespearel!s philosophy, and any statement concerning
that philosophy has‘to be tempered by reference to a particu-
lar play or plays.

Taking one particular play and basing an entire state~-
ment about Shekespeare'!s whole apprcach on it would indeed
be wrong, so that one would have the problem too of choosing
a play or plays which would back up whatever set of charac-
teristics that a persen was choosging as most important in
terms of the Shakespearean view. This doss not necessarily
need to be termed as a problem, however, because as we saild
before, Shakespeare 1ls so comprehensive in his btreatment of
humanity when one looks a2t his works as a whole. "...because
his view of life was decepbtively neutral, his influence did
not chamnel tragedy into as restricted a mode as that which

Jonson esta%lished....“7

7anstein, OPe Clbe, Do 223.
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Our problems in approaching Shakespeare are nob yeb
ended simply by choosing tragedy as a genre and a particular
play as a reference as we deal with Shakespearean philosophy.
In the course of writing his tragedies, we have said that
Shakespeare generally followed the conventions of the period
{although he was not necessarily limited by them). Thus we
can see whakespeare following the De Casibus traditions and
approaches in some of his tragedies, while he was Italianate
in his treatment of others. Becuase of the difference in
approach to these two different types of tragedy, 1t is
necessary to determine in which category a particular play
belongs before making any conjecture about the philosophy
reflected by the play.

This last condition is particularly the case when one
is considering what Shakespeare's attitude toward humanity
may have been. If one is dealing in the De Casgibus form,
the play or plays being studied can generally be depended
ﬁpoa to give a rather clear plcture of tThe motives of the
central character of characters. This 18 true because the
De Casibus form of tragedy has smbition as the force which
drives the character or characters along. DBecause of this,
one gets a falrly good insight into at least some of ths
inner aspects of the character of the central figure or
figures. Through an analyzation of these drives and motives
together with the conduct of the character, one may come o
a faﬁrly defensible position as to the consistency of the
chiaracter and the ratlonality which he shows in the course

of the play.
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In dealing with the Ttalisnate form, the problem of
character analyzatlion in most cases is compounded by the
fact that revenge is playing the part in the Italianate form
that ambition did in the De Casibus form. We still have a
strong motivating force in the Italianate, but it does not
lie within the central figures being affected by the revenge,
but rather in figures outside them which affect them because
of a desire for revenge. Thus the character analysis of
particular figures in ILbtallanate tragedy can be a pretty
faulty matter, because one does not have the thorough view
of at least one character which is present in the De Casibus
form.,

Othello may be an exceptlion to this idea of the Italianate
form lacking good inner character expression, and to make
some of the assumptions about Shakespeare's abblbude toward
humanity in the course of this paper, 1t must be admitted
that Shakespeare does show more insight as to individuoal
character construction than some of the other famous Ttalianate
plays. DBut we will have to consider the Othello work basically
as Italianate.

The Bpanish Tragedy ls primarily a lively play of

intrigue ... in waich there is a love affair (as

well as the motive of ambition) and in which revenge

within revenge cleverly managed furnishes exclting

sctbion.... The major Jacobean plays in this line

are ... Othello ... Webster's White Devlil and

Duchess of Maliil ... and 'Tig Pity She's a Whore.

cesall tThese plays belong in this same- loosely

conceived class because they are all tragedies of

intrigue motivated by passion, Tthey nserly all have
a romantic interest, and when they achleve tragilc
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irvrony it is of a different sort from that of

the trage%y of ambition centered about the theme

of power.

As already said, there could be a debate about the
classification of this particular play, but one could say
that the play Othello is basically Italianate with some of
the character development of the De Casibus. This leaves
us with a rather nice situation when dealing with the
humaniterian view which Shakespeare probably held, Dbecause
we then can feel that we have a combination of character
depth (to a cerbain extent) and a picture of the relatlionship
between people which arises out of feelings of revenge. By
assuming this to be the condition of the Othello play, one
could then say that Othello may very well be a key play in
any development of a theory concerning Shakespesrean philo-
sophy. It may be so for the reason that it does have fthis
combination of character depth and description of human
relationships.

To summarize the ironic implications of these two

major lines of tragedy we have been considering:

The special irony in the tragedy of ambition, where

it 1s fully realigzed, is in the final helplessness

of man, In splte of his godlike asplrations for

power, before an inexorable universe. The specilal

irony in the tragedy of sex ls in man's bebtrayal

by his passiong to a world of evil. A supreme

reallzation of this irony is in Othello, where a

man rich in all thet we most admire Iin character--

emotlional depth, integrity, ldealism, frankness,

and generosity-~is led by his very largeness into

self=betrayal by the basest of passions, and led by

a man who 1is the epibtome of meanness, cynicism,
malice, and intelligence directed toward evil ends.?

890?&35 op. clite, p. 130=1.

gﬁoran, op. Ccibe, pe 1h2.
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As shown by the above quotation, Doran does admit the
presence of both ITtalisnate and De Casibus characteristics
in the Othellc play, as well as in other plays of that
particular period. This may very well be a primary reason
why those plays which it into this comblnation of categories
are also plays which are considered by many to be among the
greatest pleces of drama created in that period or in’any
period, Human action, revenge, and depth of character together
form a line of thought which reaches deeply into the individual
and group sltuations of life on this earth. DBecause of this
combination we may have in these plays pictures of life which
hold Ttheir significance for all ages, and not just for the
Elizabethans.

With the conditions of the period and of the genre in
mind, we can now look at the Cinthio source of the Othello
work. In the course of this analysis, we may be able to
find clues as to the way in which Shakespeare approached the
writing of a tragedy, as well as perhaps being able to jJudge
from the changes made in the Cinthio story just what
chakespeare had in mind so far as the human condition is
concerned,

In the first place, the whole of the Cinthlio story
centers around the moral of the tale., Cinthio shows us an
interracial marriage and The fact that it will not work.

It handled a pearticular problem of immediate

contemporary interest, Tthe situation wreated by

the marriage of a man and a woman who are widely

dlfferent in race, in tradition, and in customary

way of 1ife. Though Shakespeare probably pilcked
the sbtory up because of the rich promise in 1%t of
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passionate dramatic interest, his imaginative
ingight, once excited, pilerced beneath the plot

and its superficial circumstance to explore what-
ever essential dramabtic substance might lie bensath.
His genius sought to discover how far the composit
gtuff of The Story shaped itsell into a coherent
humen world.t

We see from this that Shakespeare did take the story for the
core interest which 1t had, but in creating a tragedy, he
also necessarily needed to include dramatic tension and a
believable presentation of a love affair,

The love affair itself 1s something that Shakespeare
changed greatly from the story by Cinthio. Cinthio was just
gaying that an interracial marriage would not work; he did
not need to elaborate on the love relationship between Othello
Desdemona. In fact, for what he was doing, the love could
have detracted greatly from the message., Shakespeare shows
us two tobtally different people involved in an idealized sort
of love. This love is necessarily of an idealized sort both
because they had not been acquainted long and because they
had nothling in common even 1f they had been together. Also
lending to the ides that the love is necessarily ideal are
the comments by various people in the pley concerning The
fact that the marriage is unnatural. One typlcal speech in
the play expressing this idea includes this sentence by
Barbantio: "It is a judgmenbt maim'd and most lmperfect
That will confess perfection so could err Against all rules

of nature.® (1, iii, 96)1l One cannot help but see that

10g, B, Charlton, Shakespearian Tragedy ({Cambridge:

Cambridge University Press, 19061}, p. 115,

Llcharlton, op. cit., p. L16.
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this love is not of the common sort; i1t must of necessity
be somewhat 1deal because 1t simply cannot have a practical
side. This is done not only because it was the original
condition of the Cinthio story; it also provides an emotional
appeal to the audience because of its ideal beauty. It also
gives Tago a wonderful way in which to convince Othello that
Desdemona has been untrue. After all, they fully realize
that each knows theilr love to be somewhat different.
3hakespeare felt the need of more substantial information:
for the quality of the bond between them was vital to his
imaginative apprehension of the facts.ml2

Also, Cinthio gives Othello and Desdemona some time
together before the trip to Cyprus;'Shakespeare does not do
this. He does not allow the idealized love he has glven the
two to materialize into a more practical relationship. In
keeping with the particular kind of Traglic emotion which he
is evoking, the love must necessarily remain of an ideal
nature; to give it a practical grounds would destroy partd
of the plausibility of the ease with which Iago convinces
Ofthellc of the unfaithfulness of Desdemona. Another good
reason for not allowing time to elapse while Tthis practical
relationship builds is that this period would not be in keep-
ing with the passion, emobtion, and tension of the rest of
the play. To put in scenes which portray "the mellowing"

of the bwo would destroy the continuity of the tragedy.

lgﬁharlton, ope. cite, p. 125=6,
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To inject a stabement or two on the part of a certain
character or characters would nobt be effective elither; the
gudience would stlll retain the memory of a couple with
nothing in common other than the almost magical love which
they possess together. Shakespeare 1s paying close enough
attention to the tragic game here to allow this air of
practicality to come in.

Shakespeare also changed the Cinthilo source in that he
gives Othello and Desdemona a noble sort of character,
whereas Cinthio did not. Again, Cinthio was directing his
story toward a moral concerning mixed marriage; allowing the
egouple nobility would inject a question into the reader's
mind which would involve why the marriage should faill if
those involved were =o good. ©Shakespeare gives The two
nobility because theilr showing this quality is in keeping
with Thelr idealized love; without the willingness to accept
each other and to show great strength in marrying despite
all the objections~-in other words, Lo be noble=-they could

not reasonably have come together. But the point is that
they do show this nobility in Shakespearels Othello, and

the fact that they do not only makes the love of the two all
the more belisvable; i1t also heightens the Teelings of fthe
audience as they watech with pibty the fall of Othello from
nobility and the murder of Desdemona. They see how a great
man can lose all control of himselfl.

In speaking about the nobility of Shakespeare's Othello

and- the change %this makes from Cinthio!'s source, one must
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also point out the fact that Cinthioc has Othello plan care-
fully the murder of Desdemona. Shakespeare's Othello is not
this sort of man; he 1s a soldier, honorable, and noble.

He loves his wife and 1s driven to distraction by the stories
about her. He remains too much in love to plan for any
perilod the murder which he finally commits. IHe also does

not reflect the coolness and rationality in the play necessary
to plan such a thing. He is hot~blooded and unfemiliar with
the world he Cinds himself in. He never &ows the mental
processes necessary to match the cunning of Tago in planning
the murder of Desgdemona.

Also to be mentioned i1s the fact that, in the Cinthio
story, lago 1s after Desdemona from the beginning. Shakespeare
does not do this, although 1t may have been able to be worked
out somehow. But Iago seems to show a higher plane of
revenge than the mere chasing of another man's wife. Iago
wasg married, although at thet time the condition of marriage
did not seem to hinder anyone from finding new relatlionships
if they so decided. It is probable that Shakespeare saw the
dramatic power of starting Ilago out with the idea that he
deserved the promotion instead of Cassio (which he did), and
that he suspected his wife of having an affair with Othello.
Then he could allow the power and skill of the maneuverable
Tago to grow visibly at the same time that Othello was grow-
ing in his doubts about the falthfulness of his wife. AT
oneagfucial polint in the development of this relationship,

Tago finds the handkerchief. In the Cinthio story, Tagoe
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plans the stealing, but Shakespeare allows this eplsode as

an accldent, probably to accentuate dramatically the pettiness
of what 1t takes to convince Othello of the accused unfaith=-
fulness.

S0, in regarding the play with reference to the source,
we can see that Shakespeare took a story with obvious promise
and made a drama out of it. He used the differences between
the lovers to create tension and plausibility. He ghowed a
certain amount of inner character development, and he managed
to take Jealousy and revenge and weave them in with love and
nobility to create a drama with wide appeal.

But perhaps it is because Shakespeare managed To bring
in some characteristics of both the De Casibus and Iftalianate
types that opinions are so diversified concerning the meaning
of the play and the way in which Tthe play must be approached.

A. C, Bradley 1s one critic who evidently leans heavily
to atbtention of the De Casibus quality of the play. Taking
the position that Shakespeare was building integrated person=
alities in the play, Bradley proceeds Lo analyze the characters
as though they were real people. He tries to explain away
the actions of the characters by talking of thelir backgrounds
and their total emotional makeup. In the case of Othello
himself, "What other Shakespearean hero hag Othello's care-
fully defined exotic past and racial background? .... When
we lgnore this particularity ... we only distort. That is
to say, the Jealous Moor would seem to us as fatuous as

Roderigo were 1t nobt for the unlgue circumstances of his
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personality, his race, his innocence of Venetian soclety,
and his belated discovery of a love so rare and miraculous
as to be outside the ordinary realm of belief."L3

These things must be consldered, and when Bradley says
something like "Othello was trustful and thorough in his
trust. He put entire confidence in the honesty of Iago, who
had ... been his companion in arms.... <his confidence was
misplaced, but it was no sign of stupldity in Othello ...
his opinion of Tago was tThe opinion of practically everyone
«o. and that opinion was that Tago was ... ‘honest! . ... "Lk
This sort of statement certainly can be accepted; the trust
which Othello had in Tago is the core action of the play.
Going back to the fact that Shakespeare gives the lovers no
time together to builld a practical relationship, Bradley also
recognizes the dramabtic necessity of not allowing them bo be
together. The convincing of Othello is much more loglcal
this way. "Iago does not bring these warnings to a husband
who has lived with his wife for ... years ... he was newly
narried, 15

Hardin Craig defends the De Casibus analytic approach
to characters when he says, "...with ...a few corrections,

Blizabethan psychology works well to this day. It is called

13@rnstein, ope. cibe, Do 228,

1MR. Ce Bradley, Shakespearsan Tragedy (Cleveland:
World Publishing Co., 19563), pe L57.

158?&&1@3, op. cite, p. 157.
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faculty psychology.... Human beings still confront the same
issues and still react in human waysS.... oShakespeare ...knew
humanitye.... Men and women in the world do act prebty much
as Shakespeare!s men and women act.... Sudden jealousy ees

occur; L a man w 8 e hisg wife 1in temp
does cur; and n may strangle his £ n temporar

madness.“l6

But the key to this sort of approach is the admittance
that Shakespeare did have a view of the universal traits of
humanity. He was able to take a plausible situation and put
people into it whem we could accept as believable. He could
make the actilons of these characters seem very real, and he
could evoke the tragic emotions with them. But he was not
building individual personalities that were to be accepted
as totally real.

Prom time to time end from place to place The drama
varies its positilon on a scale tetween the btwo
extremes of absolute conventionalism and absolute
naturalism.... The position of Shakespeare is
somewhere between these two practical extremes.

His characters are not merely personified abstractlions,

but, on the other hand, they are not precisely like
real people.... Lonventlonalism of this kind is so
obvious, however, that nineteenth-century critics
seem not to have reflected upon 1ts implications:

it was uspal for bthem to treat Shakespeare as Ibsen
is more appropriately treated: they fastened upon

his characters as 1f they were historical personages,
examining theilr psychology, welghing motives,
allotting praise or blame to individual speeches

and actlons--even abbtenpting to explain problems

of character by imaginatively congbtructing the

early life of Hamlet or Othello.

16Hard1n Cralg, An Knterpretatlen of Shakespeare (New
York: The Citadel Press, LOLOJ, De Llbe

178, L. Bethell, Shakespeare and the Popular Dramabic
Tradition (Durham, N.C.: Duke University Pressg, L94iL), p. 3.
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The point here 18 that people like Bradley can go too far

in character analysis. It can carry such critics Into worth-
less conjecture. Also, the psychological approach can lead
one to determinism, which would destroy the power of the
human will to direct itself. Speaking of Shakespeare, Cralg
s8ys,

He Found elements of tragedy in weakness, inefficlenecy,

and defect of character as well as in positive tragilc

guilt. He made full use of the tragic backgrounds

of 1life which appear in accident, untoward birth, and

inescapable fate; but he never abandoned his fgith

in the human will, which 1is always allowed Lo play a

part. He frequently 1lifts his defeated characters

to a point where they may be sald to defeat deflfeat.

In his later works, as in Othello, he maw deeply

into human nature and in terms of the psychology of

his time presented, terrific struggles of man against

his own passions. 8

One could say then that Shakespeare allows btoo much of
the power of the will to be expressed in Othello for one to
be able to accept the determinlsm which Bradley describes
in the opening chapters of his book and in his btreatment of
the Othello play itself.

Turning to Ribner, it is interesting to note what
Charleton says about Othellols regard for Tthe mebtaphysical.
"Feeling life as a thing to be lived rather than as a
succession of experlences Lo be measured phllosophically,

o
L

his sense of values is bullt on the worth of those moral
qualities which inspire fitting and effective actlon, and
hardly at all on the abstract compatiblility of articles

S s . . g
comprised in a metaphysical or religious creed."l? Thig may

183?&3@, op. cite, pPe. 195.

19@h&rlton, op. ¢it., p. 119,
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well sound much more like the Shakespeare who looks for
universal human traits and who gives i1deas ebout the truth
concerning mankind., One can see little in the play which
really can be called Christian; heaven and prayef and damnation
are mentioned, but they are mentloned in a way other than

that of people strongly conscious of the Christian way of

life, Human morals are put to the test in Othello; it is a
mateh between men and another man, not between man and God.
Ribner points this up when he says,

The historical critics who succesded Bradley have
taught us that drama is not life; 1t is an artificilal
construct controlled by the restrictions of the
stage-audience relation, and in order for 1t to

exist at all it must violate physical reality. A
dramatic character is governed by the over-all design
and purpose of the btotal play to which he contributes.
ees <Lhere is a wide gulf bebtween the naturalist
drama of bthe nineteenth century and the convenbtlonal
drama of the Elilzabethans, with its continuity from
the Middle Ages and its symbolic content. Drama is
built cut of individwal character and evenbt: the
tragic hero mugt be a free, conscious agenbt, capable
of deliberate moral choice. But the individual also
may be a symbol of mankind, and the problem he faces
may be that which all men face. Shakespeare's
interest 1s in mankind more than in individuals.

He endows his characters with a convineing 1llusion
of reality, but through them he explores issues of
wider significance than the psgchologicai problems

of any individual personality.20

This can certainly be agreed with, and throughout the
course of this paper, the attempt has been made to show thatb
shakespeare had a purpose in writing. His universallty stema
in part from the fact that he recognized the need to have a
broad appeal bullt into his works, but he also had a sense

wiaich drove him beyond the realm of the ordinary dramatlsh.

20Ribner, op. cit., p. L.

¥



He was also dealing with basic truth. "Every one of the
tragedies 1ls a separate attempt, il not finally to answer
the great problem of man's relatlon to the forces of evil
in the world, at least to pose 1t in such a way that new
facets may be freshly i1lluminated in terms of human experi-

ence. el

It is easy to see from statements such as these
how Ribner could become so involved in the Christian ethics
in a play like Othello.

Lily Campbell, as was mentionsd before, baseés her anal-~
ysis of human behavior,as expressed by plays of the HElizabethan
period, on the chain-of~being theory. <che says that passion
has caused man to lose Tthe positlon he omce held in the chain.
Passion blocks the intellect of man, dominates it, and causes
man to act more as an animal than as a rational being. She
calls Othello a good example of a play in which passion comes
in the way of a man's more rational feelings. "I Othello
had known %The signs of The passions ... he could not have
been decelved.... Othelloc was not able rightly to distinguilsh
the signs of PaSSiON.... o2

The Campbell book,.of courée,~commented against the
determinism of Bradley. In the course of her comments, she
states that the world as portrayed by Shakespeare was not
governed by the magical force of Bradley's descripbtion.

Both Campbell and Ribner give man some choice in the manner

9T ns s .. .
ZlRibner, op. cit., p. 8.

221ily B. Campbell, Shakespeare's Tragic Heros (New York:
Barnes and Noble, Inc., 1903), p. 169.
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in which he is to run his 1ife. BPoth hint and state that
behind the choice of what man does should lie the conscilous
recognition of what is morally right and morally wronge.
Perhaps there is some personal objectlion here in thils partic-
ular paper to construe the word "morally" to have some sorb

of religious connotation. Certainly the basic doctrines of
Christienity are based on common sense, such as the ten command-
ments, brotherhood, love, etc. Shakespeare may well have had
Christian ethics in mind as the ethic by which man should
gulde his 1ife, bubt in the Othello play it seems that man is
placed at the center of the action. It is the responsibllity
of man to make the »right choice by which to live life. In

the course of the play Shakespeare has shown us a love bullt
on opposition. The love survived the initlal opposition
because the opposition was open and honestly stated to those
affected by the opposition. But when hidden revenge on The
part of a trusted companion of one of the two lovers comes
into the pilcture, Othello is put to the Test and he fails it.
Here Shakespeare is only pointing oubt that the problems of
life are not always clear and open; many Times we do nob
understand the nature of that which we are up agalnst. Butb
just ag Othello needed to investigate further before he acted,
ShaKSSpeafe is calling on all mankind to be ratlional and
moderate before Judging a situation. He delivers this message
within the scope of the conventions of the Elizabethan stage,
but even though he is "limited" by this, the fact that he

wag swvch a great dramatist and had such a wide appeal makes
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him probably one of the greabtest moral philosophers of all
time. Perhaps he 1sg not an opbtimist concerning the bobal
human situation, bub in the course of the play Uthello he

has cerbtainly called for ratlonallty on the part of mankind.
From this it is possible to say that man has the capabllity
to act in that manner. Certainly man does nobt always act
rationally; the Elizabethan period was as aware of this as

it was of the potential for rationality. Two quotations from
Spencer will help to bear this out. "In the periods when
great tragedy has been written, two things seem to have been
necessary: first, a conventional pattern of belief and
behavior, and second, an acute consciousness of how that con-
ventional pabtbtern can be violated.... It was because
Shakespeare ... was able Lo see individual experience in
relation to the all-inclusive conflict produced by this viola-
tion, That his great tragedies ... give us so profound a

A
picture of the nature of man,"o>

With reference to Othello,
he says, "It is solely because Othello is the kind of man he
is that a man Llike Tago can destroy him. Consequently ...
we do not find in it ... much use of the political or
cosmological hierarchies., It 1s more a close and intensive
study of man himselfl, and of the terrible contrast between
the good and evil, the nobility and the bestiality, of which

he is ccmposed."za

23Theodore Spencer, chakespeare and the Nature of Man
(New York: The Maemillan Co., L96L), p. 50.

2&Spencer, ope. Clte, po L2l
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Judging from the Othello play, Shakespeare may not be
an opbtimist so far as man is concerned, but he knows the
stuff from which man is made and sees in 1t something of
value among all the bad. He does not idealize man, but he

does not tobtally condemn him either.
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The Tragic Elements of Bussy D'Ambois

Most problems are best solved by going directly to
the source of the difficulty. In determining the nature
of George Chapman's tragedy Bussy D'Ambois I will first
try to measure it according to genre. The source of
its tragic genre is Boccaccio's De Casibus. My means

of understanding what Boccaccio had done was to read the

discussion of his work in Willard Farnham's The Medieval

Heritage of Elizabethan Tragegy.l After determining the

extent to which Bussy is a De Casibus tragedy, it will
be necessary to determine what other tragic etements are
involved in the play and to determine Chapman's degree
of success in producing the type of tragedy he attempted
to create,

Farnham feels that most of Boccaccile's tales ih his
De Casibus were of a similar type and that the majority
of them fail to achieve a truly tragic effect. In this
type of story man is found to be prey to a completely

irrational force which could be called fortune, chance,

the stars, etc. This force resulted from the disobedience

of Adam and Eve. It is a force of God and yet is com-

INew ¥ork: Barnes and Noble,-1963Q



pletely unlike the forces he originally created and is

in contrast to the way he rules in heaven, The only

way to avoid the ravages of this cruelly irrational

force is to deny the world and all its ways. Man accepts
this type of fortune from the first moment he enters the
active life of the world around him. The alternative,
obviously, is a cloistered life. In the majority of
Boccaccio's tales then the hero, a truly good man, chooses
to be active in the world, and merely because of this
choice he seals his ultimate downfall. These men are

not only good but great so that they rise high before
falling.

Thus far I think Bussy would fit without conflict
into the De Casibus concept. PFarnham, however, feels
that this type of tragedy advocating a contémpt of the
world 1is incompatible with a truly tragic response. To
understand why it is necessary to examine the type of
tragedy Parnham feels Boccaccio occasionally achieves
in his tales.

This higher type of tragedy, according to Farnham,
requires an aﬂgrﬁ;%ibh of the value of life in this world,
a reaéﬁféé'dut for higher things, and the bonding of the
character.with the action of the plot. Pirst of all to

maintain the reader's deepest concern there must be a

1
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centering on life in this world, for this world's strug-
gles are of immediate and tangible interest to most
readers. Secondly the boundless ambition of mankind was
particularly thrilling to the Elizabethans. Thirdly
there is the realization that a hero will be more inspir-
ing if the audience realizes that his actions have an
effect on his fate. For a hero to make a mistake also
makes it possible for the reader or viewer to identify
in a way not possible with the all good man at the mercy
of fate. At the end of the De Casibus Boccaccio seems
to endorse the view of the world presented in this second
type of tragic story for he counsels men to seek honor
and fame in worldly affairs--but to seek wisely and
virtously. I would like to quote Farnham in summary of
what he thinks i1s the highest type of tragedy achieved
in the De Casibus.

Thus Boccaccio momentarily sees tragedy in

the grand manner: for a tragic character there

are lines of cause and effect having to do

with individual choice and its lawful result,

which can be plotted and brought to the light

of our understanding; mingling with these and
surobstretehing rdimlyeeyond them are lines of

destiny, which we may refer to as fortune,

the stars, divine purpose, or some other

toifateful fgrces,'but which are to us inex-
plicable,

2Farnham, pp.l27-28.
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Three of the critics who deal with the play in
differing ways all seem to agree with what I felt was
the way in which Bussy does not have the elements called
for in Parnham's interpretation of De Casibus: that is,
that in Bussy there are not "lines of cause and effect
having to do with individual choice and its lawful result.,"
Bussy doesn't make a choice except to be active in the
world as in Boccaccio's other type of tragedy.

Willard Farnham in his Shskespsesrels Tragic Frontier3

sees Bussy as natural man raised to an ultimate degree.,
He sees Bussyl!s downfall as due to his virtue, which

is also a flaw. It is a flaw in that it is too great
for the corrupt world in which it finds itself. Farnham
does feel that Chapman attempts to show that Bussy's
natural virtue can look ludicrous in a corrupt world,
but I feel this appearance is felt by the reader rather
than intended by Chapman. Farnham feels then that Bussy
falls because he is too good for the world in which he
finds himself not because he has made a choice. Farnham
also feels that Chapman intends Bussy as an example to
the world of a higher type of morality than that they

practice.

- 3Berkejey: Uiiversity of California Press, 1950,
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- #piniMadeleine Doran in her Endeavors gg.Artu interprets
Bussy as motivated by an intense desire to be himself,
She too .feels that Bussy is an essentially passive char-
acter who never makes a choice which determines his- fate.
Fortune in the play, she feels, is represented as an
air of fatality surrounding the characters. DBussy's
downfall comes because his desire to be himself cannot
be encompaﬁgd in the scope of a corrupt world.

Bussy and Byron never recognize that their

desire for an uninhibited exercise of ’great-

ness" is inevitably a thrust at power. Since

it is not easy to reconcile this absolute free-

dom to be great with any system of law and

government, smuch less the authoritatian one

Chapman himself allows, his heroes are doomed to

bafflement and noble protest.5

Bugene Waith,as the title of his book6 suggests,
considers Bussy a Herculian hero, a paragon of self
control and solidity whose inner worth is reflected in
his outer strength, particularly in the manner in which

he meets his death. The stoic vhilosophey advocated

involvement in the world, and perhaps it is again

&Madison: The University of Wisconsin Press, 195&.

5DOran, p. 1l22.

6Eugen§ Watth, The Herculian Hero in Marlowe, Chapmsh,
Shakespearse, and Dryden(Kew York: Columbla Universisy
Press, 196Z),
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the world he finds himself in that causes Bussy's down-
fall. Like Hercules he submits to his fate, accepting .
his limitations. "The World of court intrigue which
Bussy opposes, yet the only world in which he can act,
is his fate."! This viewpoint again shows the whole
world against Bussy, not Bussy choosing a course of ac-
tion with ensuing conseduences.

But, it seems to me, that it is only fair to judge

Bussy D!'Ambois for itself. I have been continually

surprised at the variety of interpretations of the play

which I have read and even more surprised at how validly

these interpretations can be supported by the play.
When we consider Farnham!s interpretation of Bussy
as natural man and then read the foliliowing passage:

Cousin Guise, I wonder
Your honored disposition brooks so ill
A man so good, that only would uphold
Man in his native noblesse, from whose fall
All our dissensicons rise; that in himself
(Without the outward patches of our frailty,
Riches and honor) knows he comprehends
Worth with the greatest. Kings had never borne
Such boundless empire over other men,

Had all maintained the spirit and state of D'Ambois;

we feel convinced that surely Chapman intended Bussy

to be looked upon as a natural man. But little dispute

TWaith, p.110.

George Chapmen, Bussy D'Ambois in Elizabethan and
Stuart Plays, ed. Charles Baskervill, Virgil Heltzel,

Arthur Nethercot(New Vorlk: H6Lt,-Rinehewt, and Winston
1963), III.ii. 87-97. 4 ’ ’

8
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can arise against Doran's theory that Bussy tries intensely
to be himself. Only a few lines from the pass=sge describ-
ing Bussy as natural man we find Bussy speaking of

Guise, "His greatness is the people's; Mine's mine own.,"
(III.34.75). And what doubt can arise of Bussy's

intended comparison to Hercules? He faces death as he

is pictured as facing life, without fear, with complete
composure.,

To define Chapman's tragic intent, I feel, we must
begin by looking for a multiple intent. In fact, in
order to include the many elements in Bussy and at the
same time risk sounding ridiculous I wauld have to
classify Bussv as a multiple, semi-successful philosoph-
ical tragedy. In other words I think that Chapman
tries to include too complete a picture of life's
tragic elements.

For example philosophical and psychological insight
are 1In the play amazingly complex. The subtle comments
of Monsieur on Bussy'!'s character illustrate this com-
plexity well. In the first act Bussy tries to explain
to Monsieur his reaction to the corrupt 1life at court.
In court he wauld be expected to "Flatter great lords,
to put them still in mind why they were made lords;

(I.1.90) or to "please humorous ladies with a good
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carriage, tell them idle tales to make their physic
work"(I.i. 92,93). After listing these characteristic
feibles of court life, Bussy asks Monsieur, "Tis a
great man's part. Shall I learn this there?"(I.i.
102,103). Monsieur has observed Bussy deeply enough
to know that he isn't as naive as he might seem and
replies, "No, thou nsed'st not lesarn; thou hast the
theory; now go there and practice."(I.i. 10,105).

This view of Bussy as a man inclined towards and
capable of success in pelitic life is given question in
another act when Monsieur begins to Tear that there:ii. s
is more to Bussy than to ordinaryﬁortals.

I fear him strangelvy; his advanced valor

Is like a spirit waised without a circle,

Endangering him that ignorantly raised himk

And for whose fury he hath learnt no limit. (III.ii.[ONn-1).
In this same act Bussy and Monsierv agsree to honestly
evaluate each others characters, and by this time
Monsieur is truly seeing the dangers inherent in Buss¥'s
kind of naturalness.

That in thy valor th'art like other naturals

That have strange gifts in nature, but no soul

Diffused quite through, to make them of a piece,

But stor at humorsszthat are more. absurd,

Childish and villainous that that hackster, whore,

Slave, cutthroat, tinker's bitch, compared; (III.ii.L72-8)

This insight ‘again points up Farnham's idea that a

man's virtue can at the same time be }is tragic Tlaw,
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another one of the aspects of the pnlay. But the same
man who senses the almost supernatural naturailness of
Bussy, guesses that the best way to plat Bussy's down-
fall is through a means hardly supernatural, a woman.
"I think it best amongst our greatest women; For there
is no such trap to catch an upstart as a loose downfall,"
(III.11.150-1). This may be a fatal weakness, but
it 1s not a tragic one.

A final speech by Monsieur tells of Bussy as he
is seen in the best light in the play.

Such another spirit

Could not be stilled from all th' Armenian dragons.

O my love'!s glory, heir to all I have , ., .

If thou outlive me, as I know thou must,

Or else hath Nature no proportioned end

To her great labors, she hath breathed a mind

Into thy entrails, of desert to swell

Into another great Augustus Caesar,

Organs smd faculties fitted to her greatness;

And, should that perish like a common spirity

Nature's a courtier and regards no merit.(IV. 1,95-107).

view

This compllcat&uof Bussy!through Monsieur's eves
is far from being false--to 1life or to itself. In fact,
here we begin to see what I feel is the strength of the
play which is Chapman's ability to see if not to present

clearly the idea that 1life is complex and tragic in

many of its asgpects.

Tamyra adds to the philosophical insights which

also help to illuminate the nature of human character.
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Note her Jjustification of her fickleness to her husband
in her Pomance with Bussy.
It i4s not I, but urgent destiny,
That... &
Inforceth my offense to make it just.
What shall weak dames do, when th'whole work of nature
Hath a strong finger inceach of us?

We cannot keep ouf constant course in virtue.

What is alike at all parts? IEvery day

Differs from others--every hour:and minute,

Ay, every thought in our false clock of life

Ofttimes inverts the whole circumferencs. (III. i. 61-75).
She demonstrates a valid truth about the fickleness of
fortune, aml she also demonsirates how life's truths
can be used to ones own DUrpose,

Before Bussy is about to be tricked intollosing
his 1life through her note writen in blood, Tamyra sees
life less as constantly changing than as evil by intent.

When will our human griefs be at their height®

Man is a tree that hath no top in cares,

"No root in comforts; all his power to live

Is given to no end,but t! have power to grieve.

(Vt iV. 9"‘12)0

And finally she sees life 1In something app¥oaching
its tragic irony, in the sense that our striving to do
right is often the very thing that mages our faults seem:
so terrible. She is discussing the fact that if she
were a person who completely abandoned moral standards

her affair with Bussy wouldn't be nearly as frowned

upone.
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O wretched piety, that art so distract
In thine own constancy,.and in thy right
Must be urrighteous! If I right my friend,
I wrong my husband; if his wrong I shun,
The duty of my friend I leave undone.
I11 plays on both sides; here and there it riseth;
No place, no good, so good but ills compriseth.
O, had I never wmarried but for form,
Never vowed faith but purposed to deceife,
Never made conscience of any sin,
But cloaked it privately and made it common,
Nor never honored been in blead or ming,
Happy had I been then, as others are
Of the like license. I had then been honored;
Lived without envy; custom had benumbed
A1} sense of scruple, and all note of frailty;
My fame had been untouched, my heart unbroken;
But, shunning all, I strike on all offense.
(V. iv. 166-82),

She 1g even aware of the honesty involved in admitting

her illicit love openly and fulfilling it rather than

harboring it in her heart.

We might expect that after having seen Bussy as

natural man, as man.trying to be intensely himself, as

man defeated merely because he enters the corrupt world,

and having seen the close observations of human char-

acter and philosophical observations of l1life, we had

exhausted the extent of Chapman's intent in this play.

But actually we have left undiscussed a multitude of

other intentions.

Chapman was writing a play to be nroduced on stage,

and another of his purposes was to create a nlay that
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was good thsater. As I have mentioned before, the 1idea
of a man reaching for the heights of existence in any
sense was a thrill to the Elizabethan audience. We

may add to the elements of this play which made it gogd
theateg In its day many elements of the then current
revenge nlay. The intrigue involved in setting up
secret medtings for Bussy and Tamyra and especially the
trap door device was certain to’appeal to them., Add

to this The violence of duels and the torture of Tamyra
by her husband, which was presented on =tage. Montsurry's
whole purpose sezms to be one of a counter nlot of
revenge.

Politics cannot be left out. Whether or not Chapman
was influenced by Machiavelli's writings, he certainly
made a comment on the nature of court life.,

And possibly one of the most fascinating aspects
of the play is the intended philosophey. To decipher
Chapman's philosophical meaning requires more research
than I have done. It involves a movement in his day
called the Sghool of Nizht. Its solutions to life were
supposed to be esoteric,:and these meanings were to be
found in Chapman's plays only by the special intellectually
initiated. This philosophey is especially presented

in Bussy by the supernatural charachber Behemoth. It
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is important to the School of Night interpretation of
the play that Behemoth comes from the underworld, be=
cause this philosophey found answers in places not
ovious to the ordinary world. The use of supernatural
elements was also good theater in Chapman's day.

My concluding observation of this plary is that
it fails its artistic intention. - It fails not just in
falling cshort of the highést demands of its genre, but
it fails in what it sets out to do. Just as disorder
in the world is not best presented by disorderly writing,
so a complex vision is not best presented bv a form so
complex that it obscures its own irtention. Many other
writers have a complex vision of the world, but they
do not present more of its elements than.they can success-
fully c»nvey clearly. For example in Bussy's dying
scene we are supposed to see him as a Herculean hero.
But we are too aware of the Monsieur's success in causing
his downfall thr-ough a woman, a loose downfall. In order
for this scen€ to have been effective, Chapman would
have of necessity had.to have left a strong, convinding
picture in the viewer's mind of Bussy as a Herculean
t¥pe.

Certainly admiration is felt for the extent of
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Chapman's vision, and both the language in which the

play 1is presented and the individual moments of insight
are memorable, Yet the play is incompletely concei&sd;
we do not feel the comnplerity and confusion inua tragic
world as strongly as we feel the confusion in Chapman's

attempts to convey these complexities.,
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Outline

I. DPurpose: to determine whether or not Webster's
The Duchess of Malfl i1s an Itallanate tragedy.

ITI. Revenge tragedy: a general definition.
III, Sources of this play.

IV. Elements (aa found in this play).

. Revenge motive

. Ghost to urge revenge

. Hesitation by the avenger

. Avenger's real or feigned madness
Intrigue and counter-intrigue
Action: Dbloody and horrible deaths,
tortures, etc.

Parallels

Machiavellian villain

TQ "SHuUuQoe

V. Conclusion: that The Duchess of Malfi is an
Italianate tragedy.




The Duchess of Malfli by John Webster was studied

as an Italianate revenge tragedy. The purpose of this
paper 1s to study the play in relation to the accepted
elements of the Italianate tragedy of revenge and

thereby to determine whether or not The Duchess of

Malfi fits into this genre. First, there will be a
discussion of the revenge tragedy in general, followed
by a study of the sources of this particular play.
Then will follow g discussion of the elements of
Italianate revenge tragedy and thelr application to
The Duchess of Malfl.

Revenge tragedy was prominent in the Elizabethan
Age. In man's past blood revenge had been a univeraal
code; but, as the state evolved, the acceptance of it
gradually declined; Christianity ruled that it was
forbidden by God. During the Elizabethan Age there
was stilll controversy over it; the people were in a
stalge between advocating and condemning it. Thus,
the stage was set for the revenge type of tragedy.

Revenge tragedy began with Thomas Kyd's The

Spanish Tragedy. This line of plays was concerned

with the tragedy of intrigue motivgted by passion; it

contained romantic interest. Kyd's chief sources of



influence were Seneca and the Italian novelle. From
Seneca came the inspiration and technique. His tragedies
mgde use of the five-act division; the Chorus for
comment, the ghost, the cruel tyrant, the faithful

male servant, the female confidant; action through
narrative reports by messengers; blood and lust,
unnatural crimes; motivation of revenge; rhetorical
style; introspection and soliloquy.l Seneca was a

great influence during this period eecause his

", . methods of treating tragic situations were

akin to Elizabethan temperament. 2

and his sensa-
tionalism in horror appealed to their ﬁaste.3

There was also the Italian influence in the
stories and charactérs; the novelle gave the English-
men their picture of Italian villainy and provided
material for the dramatists. From the Italians came
the ideas of Machiavellian villains and vengefulness,
These ideas were increased by the fears of Italy's
religious influence and its supposed deceit. These

dramas were placed in a foreign country, usually in

Itsly, so that practically everything would be

1Willtam Flint Thrall and Addison Hibbard, A
Handbook to Literature (New York, The Odyssey Press,
1960), pp. 446=L47,

2Fredson Thayer Bowers, Elizabethan Revenge Tragedy:
1587-1642 (Gloucester, Mass., Peter Smith, 1959), p. T74.

31pid., p. 75.




believable. Bowers said

The realism was clinched when the scene

was laid in another country where, to their

knowledge, the people were crueler and more

revengeful, gnd where, as in Italy, the

individualistic spirit still flourished among

the nobility in despite of the law. 4

The Italianate tragedy as developed by Q’B
added court intrigue, It departed from the de casibus
tradition on the following points: 1t held historical
truth of less importance; heroes were of a lower rank;
there was a movement towards a happy ending.5 In
addition, the irony in the de casibus play is the
final helplessness of man before an inexorable
universe, whereas in the Italianaté"tragedy the irony
lies in man's betrayal by his passions to a world of

evil.6

The story portrayed in The Duchess of Malfi has

an historical basis in Italy. The Italian Enricéo
d'Aragona had three children: Lodovico, a Cardingl;
Carlo, the Marquis of Gerace; Giovana, who married
the Duke of Malfi and had one child and then married

Antonio and had two more children. It is not certain

41pbid., p. 66.

SMadeline Doran, Endeavors of Art (Madison,

University of Wisconsin Press, 1963), pp. 135-13T7.

6Ibid.. p. 142,



historically that the two brothers were responsiile
for her persecution and death in real 1life, however.
Webster's direct source, William Painter's The
Palace of Pleasure, was based ultimately upon a

novelle by Matteo Bandello.

There are eight major elements of Itallanate
revenge tragedy: the motivation of revenge; the
use of ghosts to urge the revenge; hesitation by
the avenger; the avenger's real or feigned madness;
intrigue and counter-intrigue; action, such as bloody
and horrible deaths and tortures; parallels for
contrast and emforcement of the mai@d situation;
the Machiavellian villain.” There follows a discussion

of these elements in thelr use in The Duchess of

Malfl and several minor elements.

Revenge was certainly the motive for the murder
of the Duchess by her brothers. There 1s evidence
throughout the play that Ferdinand and the Cardingl
felt that her remarriage was a blow to the honor of
the family,; this aroused rage in them, especially in
Ferdinand.

Webster's audience would have seen the impropriety

of her remarriage, whereas we do not notice this today.

7Bowers, pp. Tl-2.



First, the Duchess was a widow. While second marriages
were not condemned by the Church, there was a strong
feeling against them.8 Ferdingnd and the Cardinal
egpress this feeling in the first act. Evidence of
this is Ferdinand's statement, "Marry! They / are
most luxurious / will wed twice." (I, iii, 235-6)9
Second, the marriage of Antonio and the Duchess was
one of unequal rank. Since she was of royal blood,
she had a public duty which she was ignoring in this
marriage.

When the marriage is threatened through

Ferdinand's confrontation of her, she at

once thinks of sa¥ing the marriage by

flight, without regard for her duty as a

ruler . . ., . Webster makes 1t plain

that in this marriage there is a harm to

public order, there is publie disapproval,

there 1s a neglect of duty.lo
Third, the fact that her marriage was secret led to
much scandal, She neither sought the advice of her
brothers nor published the fact of her marriage. In

addition, she did not receive the rites of the Church,

8¢1ifford Leech, Webster: The Duchess of Malfi
(Great Neck, New York, Barron's Educational Series,
Inc., 1963), p. 55.

9John Webster, The Duchess of Malfi, ed. by
Charles Read Baskervill, Virgil B. Heltzel, Arthur H.
Nethercot, Elizabethan and Stuart Plays (New York,
Chicago, San Francisco, Toronto, London; Holt, Rinehart
and Winston; 1934). A1l subsequent references are
to this edition.

10reech, p. 52.



In the 1light of these facts, it is not at all
strange that her brothers would be furious. Their
honor had been harmed by the scandal of the Duchess's
apparent bastards. Their first motive of revenge
was the scandal of her children. Later, her lack
of sense of honor provided a motive for revenge.
However, they ob®iously were carried away by their
sense of injury. Other people of the time felt that,
although the marriage was unwise, the brothers were
extreme in thelir reaction.

Here's a strange turn of state! Who

would have thought
So great a lady would have matched
herself
Unto so mean a person? Yet the
cardinal
Bears himself much too cruel.
(111, iv, 23-6)
In conclusion, the motive for the murder of the
Duchess was revenge for the shame she had caused.
Both brothers, but especially Ferdinand, speak of
revenge from the time they learn of the Duchess's
first child until they strangle her.

There is another revenge motive in the play:
the revenge of Bosola. Bosola murdered both Ferdinand
and the Cardinal in the last scene in the play.

There can be two reasons for this, Instead of

being properly rewarded for his part in the murder

of the Duchess, Ferdinand pardoned him and told him



to keep out of his sight; he sald that Bosola had no
right to kill her., 1In addition, Bosola appears to
have felt a great deal of pity for her after her
death. Thus, Bosola too had a revenge motive for

his murder of Ferdinand and the Cardinal.

The use of ghosts to urge revenge is an element
of Italianate trazedies. We do not find any ghosts -~-
for example, that of the Duchess's dead husband -
to urge the revenge.carried out by her brothers. Nor
do we find her ghost returning to urge her revenge.

It thus would seem that this element is iacking from

The Duchess of Malfi. However, Bosola, speaking to
Antonio reveals that he feels her presence.
It may be,

I'1l join with thee in a most just revenge.

The weakest arm is strong enough that strikes

With the sword of Jjustice. Still methinks

the duchess
Haunts me.
(v, 11, 368-72)

In Milan Dellio and Antonio hear an echo which
comes from the Duchess's grave., Although it is
not her ghost, the echoed words seem to be a
warning from her to Antonio, who says, "Tis very
like my wife's voice." (V, 1iii, 27) Her presence
is again felt.

The lack of a ghost does not at all detract

from the play as an Itallanate tragedy. After her



death her presemnce 1s felt in a ghost-like manner.
In speaking of the fifth act, Leech gives a similar
interpretation:
the intention is surely to suggest

the presence of the dead Duchess haunting

those who have lived along with her. She

is mentioned in every scene; her murder

i1s the immediate cause of every detall of

the action here. . 1 Webster does not
need her ghost. . . .

A third element typical of Italianate tragedy
is the hesitation of the antagonist in carrying out
his revenge. This element is obviously present in

The Duchess of Malfi, In Act I Antonio and Duchess

get married; however, her brothers do not learn of
it at this time. 1In Act II her first child by
Antonio is born. Bosola, sent to the Duchess as a
spy by Ferdinand and the Cardinal, had suspedted
her pregnancy. He was e&pecially suspicious when
she had all the guards locked up one night. Later,
he found g slip of paper Antonio had dropped.

What's here? A child's nativity
calculated!
"The duchess was delivered of a son,
tween the hours twelve and one in the
night, Anno Dom. 1504" --- that's this
year --- "decimo nono Decembris" ---
that's
this night --- "taken according to the
meridian of Malfi" --- that's our duchess,
: (II, 1ii, 56-62)

llLbid., p. 39.



He continues, giving evidence that her brothers will
immediately know.
If one could find the father now! But
that
Time will discover. 014 Castruchio
I' th' morning posts to Rome; by him
I'1l send
A letter that shall make her brother's
galls
O'erflow their livers.
(II, 1iii, 75-9)

There 1s further evidence in the next two scenes
that they have definitegy learned of their sister's
child. Ferdinand says
Read there --- a sister damned! She's
loose i' th' hilts,
Grown a notorious strumpet.
(II, V, 3‘4)
The next time we see these people, in Act III,
several years have past.
She's an excellent
Feeder of pedigrees; since you last saw
her,
She hath had two children more, a son
and daughter.
(I1I, i, 5-7)
At this péint, no revenge has been carried out.
Ferdinand appears and learns of his sister's marriage;
he leaves, vowing never to see her again. It is not
until a further lapse of time that he returns to
murder her in Act IV.

The reason for this delay is given early in

the play. Ferdinand, in a rage at the knowledge of



the Duchess's child, says to the Cardinal:
Till I know who leaps my sister,
I'11 not stir.
That known, I'll find scorpions
to sting my whips,
And fix her in a general eclipse.
(II 9 v, 77-9)
Upon learning of her marriage later, he returns to
Rome, still not knowing her husband's identity. It
i1s not until Bosola, told by the Duchess of her
husband's name, gives this information to them that

they enact thelr revenge.

The real of feigned madness of the avenger is
a typical characteristic of this genre of tragedy.

There were two people who enacted the revenge upon

the Duchess in this play: Ferdinand and the Cardinal.

Of these two, Ferdinand 1s the one who acts, who
sees to his sister's murder. The Cardinal assents
to the murder from Rome; in fact, he says,
By my appointment, the great Duchess
of Malfi
And two of her young children, four
nights since,
Were strangled.
(v, 11, 287-8)
Ferdinand, the avenger, was the one who became mad.
It i1s he who saw his dead sister and her strangled

children; and this action preys upon his mind. Leech
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says, " . . . from the moment when he looks on his

sister's body and asks for her face to be covered,

he is pursued by his own furies,"12

When Ferdinand returns to Milan, his madness is
apparent. Pescara says of him,

Prince Ferdinand's come to Milan,
Sick, as they give out, of an apoplexy;
But some say 'tis a frenzy.

(v, 1, 57-9)

This madness 18 indeed real. His doctor calls his
disecase lycanthropia:
In those that are possessed with 't there
o'erflows

Such melancholy humor they imagine
Themselves to be transformed into

wolves,

Steal forth to churchyards in the dead
of night,

And dig dead bodies up; as two nights
since

One met the duke 'bout midnight
in a lane
Behind Saint Mark's Church, with the
leg of a man
Upon his shoulder. . .
(Vs 11’ 8'15)

This madness continues throughout the remainder of
of the play, so that the Cardinal locks him up and
lets no one see him, for, in his madness, he might

reveal what they have done. Ferdinand dies a madman.

121p14., p. 34.
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Intrigue 1s present in The Duchess of Malfi

from the openingsof the play through the last scene.
There are conspiracies, complications, suspense, and
tension. The first sense of intrigue comes when we
are informed that Bosola is at Malfi to spy on the
Duchess, We soon discover why: Ferdinand and the
Cardinal fear that the Duchess will remarry.

In this first act the Duchess does remarry. She
marries Antonio, her steward and a man her brothers
will object to. Thelr objections, as already mentioned,
can be that Antonio is not a nobleman,; that this is
her second marriage, and that they were married in
secret and without the rites of the Church. At this
point the reader 1is in suspense as to when she will
be discovered., Thus far, there is the intrigue of
the spying brothers and Bosola, their representative;
and there is the counter-intrigue of the Duchess's
and Antonio's secret marriage.

Later in the gécond-.act we find hints of the
Duchess's pregnancy and the suspicions to Bosola.

I observe our duchess

Is sick a~-days. She pukes, her stomach

seethes,

The fins of her eyelids look most

teeming Dblue,

She wanes i1' th' cheek, and waxes fat i'

th' flank,

And, contrary to our Italian fashion,

Wears a loose-bodied gown. There's
somewhat in 't.



I have a trick may chance discover 1it,

A pretty one; I have bought some
apricocks,

The first our spring ylields.

(II, i’ 85-93)
After making several other remarks in reference to
pregnancy, Bosola gives the Duchess some rather green
apricots which bring on the delivery of her child.
The intrigue is intensified when the Duchess says
that many Jewels have been stolen and the the palace
is to be locked. Bosola 1s certain that something
is being hidden.
Sure I did hear a woman shriek,
List, ha!
And the sound came, 1f I received it
right,
From the duchess' lodgings. There's

some strategem
In the confining of all our courtiers

To their several wards.
(II, iii, 1-5)
His suspicions are confirmed when he finds the child's
horoscope which was dropped by Antonio. After Bosola
informs the brothers in Rome, we learn that Ferdinand
and the Cardinal will seek revenge and wonder if and
how the Duchess will escape.

After the birth of two more children, the Duchess
is visited by Ferdinand, who seeks to learn hhe
father. He learns that she 1s married, although not
to whom, and he exits, leaving the reader wondering

when he will take his revenge. When the Duchess

trustingly confesses to Bosola her marriage to Antonio,



the reader anticipates the treachery that follows.
The conspiracy thickens when Bosola and some soldiers,
all masked, waylay the Duchess and her family on a
highway near Loretto. The scheme for her torture
and death reflects the intrigue of the enbire play.

There 1is further intrigue in the last act when
there are conspiracies towards revenge upon the
former revengers., Ferdinand and the Cardinal, as
Delio realizes, are still seeking to murder Antonio:

For, though they have sent thelr letters

of safe-conduct
For your repair to Milan, they appear
But nets to entrap you.
(v, 1, 3-5)

iAntonio, with the help of Delio, seeks vengeance
upon the murderers of his wife. There is here his
scheming for revenge and his mistaken murder by
Bosola. Bosola is also seeking revenge upon Ferdinand
and the Cardinal. He gains access to the Cardinal
through Julia, the Cardinal's mistress. The Cardinal
is also conspiring against Julia, who he poisons.

Thus, it is evident that there 1s definitely
the element of intrigue in this play. There are
plots and counter-plots; there 1is spylng and scheming;

there 1s suspense,
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This play abounds in action in the forms of
torture and murder, The first indication of this
appears in the third act when Ferdinand hands the
Duchess a daggar. There 1s indication that:.:he wants

her to commit suilcide;

Ant. And i1t seems did wish
You. would use it on yourself?
Duch. His actions seemed

To intend so much.
(III, ii, 149-50)

Acts IV and V are filled with blood and horror,
with torture and death. This is a neo-Senecan
horror device which was popular at that time.13
The torture and murder of the Duchess:occurred after
her imprisonment in her own palace. From the beginning
of Act IV until the death of the Duchess, Ferdinand
seeks to make her lose her mind. First, he peesents
to her a dead man's hand, telling her that it is the
hand of Antonio. Then he reveals the supposed bodies
of her husband and children. 1In both of these horrors
Ferdinand is bluffing,"To bring her to despair."
(Iv, i, 112)
Excellent, as I would wish; she's
plagued in art.
These presentations are but framed
in wax
By the curious master in that quality,
Vincentio Lauriola, and she takes
them

For true substantial bodies.
(v, i, 107-11)

131rving Ribner, Jacobean Tragedy: The quesat for
Moral Order (New York, Barnes and Noble, Inc., 1962),
p. 97.




He then presents the utmost torture of all those
he has inflicted: the madmen. These men --- a
lawyer, a secular priest, a doctor, an astrologian,
an English tailor, an usher, a farmer, and a broker -—--
dance and sing in a dismal and insane manner before
the Duchess, Yet even this horrible spectacle does
not drive her to insanity.

I am not yet mad, to my cause of sorrow.

Th' heaven o'er my head seems made of

molten brass,
The earth of flaming sulfur, yet I am
not mad.
I am acquainted with sad misery
As the tanned galley slave 1s with his
oar.
Necessity makes me suffer constantly,
And custom makes 1t easy.
(Iv, 1ii, 24-30)
The only other horror done to the Duchess is her
strangulation. The executioners appear and reveal
to the Duchess a bell, the cords, and her coffin.

In addition to the torture and murder of the
Duchess, there are many other murders committed on
the stage. Cariola, a mald, is strangled immediately
after the Duchess. The two stirangled children are
then presented on the stage. In Act V Julla dies
after kissing a book which the Cardinal had polsoned.
Antonio received a fatal stab from the knife of
Bosola. Bosola also murders the Cardinal and

Ferdinand, who in turn murders him, on the stage.

A servant 1s also stabbed.



In conclusion, the element of action through
blood and horror, torture and death, is a basic

part of this drama,

The use of parallels for contrast and enforce-
ment of the main situation, a basic element of

Italianate tragedies, is found in The Duchess of

Malfi. I will treat the more obvious and important
ones here. The most outstanding contrast, due
perhaps to proximity, 1is that of the deaths of the
Duchess and Cariola, her maid. Leech says that
Cariola's death, following that of the Duchess,

1s one of the most painful contrasts in

the play. If we need the assurance that

the Duchess knew how to die, the pitiful

behavior of her walting-woman gi{zs it more

eloquently than any set comment.
The Duchess faced her death nobly and without a
whimper. On being told of her approaching murder,
she says, "Peace; it affrights not me." (IV, ii, 87)
After giving instructions for the care of her
children, and after forgiving her executioners,

she awalts her death almost anxiously.

Tell my brothers
That I perceive death, now I am well

awake,

Beet gift is they can give or I can
take.

I would fain put off my last woman's
fault;

I'll not be tedious.
(IV, 11, 238-42)

14Leech, p. 23.
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She then kneels and awalts her fate:

Heaven-gates are not so highly arched
As princes' palaces; they that enter
there
Must go upon their knees. .
(Iv, ii, 247-9)

Cariola's death is indeed a bitter contrast to this
noble one., She wildly protests, "I am not prepared
for 't. I will not die." (IV, ii, 259) Biting and
scratching, all to no avall, she protests that she
1s contracted to a gen{leman and that she is pregnant.

Leech has also suggested that Julia was included
as a parallel to the Duchess.

Webster wanted to point a contrast, and

suggest a resemblance, between her mode

of sexual behavior and that of the

Duchess . . . . both women are direct

in thelr approach, both devise scenes

with a hidden witness, both come to

death through what they do. Yet the

contrast is equally obvious. . . . The

two women are opposed also in their

respective constancy and promiscuousness,

in the famlly relatlonship establ&shed

at Malfli and the casuaigess of the

Cardinal's protection.
This seems to be a Just and accurate analysis of
the situation. Desplite the similarities between the
two, as mentioned by Leech, the reader can't help
but hold an entirely different opinion of each.
While the Duchese 1s questionable in some of her

actions, she 1is noble and loyal; we admire and respect

151bid., pps 32-3.
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her. But we don't possess the same opinion about
Julia; she 1s a s8illy and promiscuous woman who
completely deserves all she gets. The Duchess

truly loves Antonio and 1s loyal to him. Julia is
disloyal to her husband; her avowal of love to Bosola;
is a sharp contrast to the Duchess's words of love

to Antonio.

It is also interesting to note the contrast
between the Duchess and Ferdinand. She completely
faces her predicament; he does not face his situation
at all. He sought to drive her mad, but she pre-
gserved her sanity to the end. Yet he became mad
because he had not been able to face the murder

he had committed.

The problem of the Machiavellian villain is a
more difficult aspect than the others in this play.
The Machiavel is one who is c¢rafty and cunning; he
seeks his own end, without regard to morality. A
case can be made for both Bosola and the Cardinal as
Machiavellian villains; howgver, I don't think that
elther one fits perfectly into the category.

Bosola does show craft and cunning in his spying
—upon the Duchess. He gains her trust, so that she
finally reveals her husband to him; he then sends

this knowledge to the brothers. He later reveals



these same characteristics when he seeks his revenge
upon the Cardinal. It 1s evident that he 1s doing
this in order to advance his own desires.
What rests but I reveal
All to my lord? O, this base quality
Of intelligencer! Why, every equality 1i'
th' world
Prefers but gain or commendation.
Now, for this act I am certain to be
raised,
"And men that paint weeds to the life
are praised."
(111, ii, 332-8)
In all this Bosola does fit into the charactef of
the Machiavel. His revenge upon the Cardinal and
Ferdinand 1s due in large part to the fact that they
did not reward him for his part in the murder.

However, he does show pity for the Duchess; gnd

he does, in part, regret what he has done. During the

tortures of the Duchess, he says to Ferdinand,

Faith, end here,
And &0 no farther in your cruelty.
2end her a penitential garment to put on
Next to her delicate skin, and furnish
her
With beads and prayer books.
(Iv, i, 112-16)

Wheg#he is breathing her last, Bosola says,

She stirs; here's life!

Return, fair soul, from darkness, and
lead mine

Out of this sensible hell!

0, she's gone again! There the cords
of life Dbroke.
0 €_acred Innocence, that sweetly sleeps
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On turles' feathers, whilst a guilty
conscience

Is a black register wherein is writ

All our good deeds and bad, a perspective

That shows us hell!

(Iv, ii, 359-61 and 374-9)
A Machiavel would not show such concern for his victim
and for his own consclence, especlally not so soon
after the deed. And at the end he implies that the
final revenge is not only for the wrong done to him:

Revenge for the Duchess of Malfi,
murdered
By th' Arragonian brethren; for Antonio
3lain by this hand; for lustful Julia
Poisoned by this man; and lastly for
myself,
That was an actor in the main of all
Much against mine own good nature, yet
i' the end
Neglected.
(v, v, 86-91)

He gsenses the evils of the entire situation.

Several critics of The Duchess of Malfi have

cacst the Cardinal as the Machlavel in the play.
Ribner feels that he

stands for the guile and hypocrisy which
render religion but a shallow pretence.
He carries on the traditional pose of the
"Machiavel", a symbol of evil wearing the
mask of a seeming virtue.l

Ornstein expresses a similar opinion:
He has a connoisseur's taste for flawless

villainy, for security in evil. On the 1
surface he 1s nerveless, emotionless, . . ., 7

16Ribner, p. 119,

o 17Robert Ornsteln, Moral Vision of Jacobean Drama
(Madison, ,University of Wisconsin, rPress, 1960), P. 146.




The Cardinal seems to be in the background through
most of the play, but he admits in the last act that
it was he who was behind the murder. He uses much
craft and cunning to accomplish his €nd and to cover

himself. He does everything for his end; he feels

that she had disgraced him and that she should thereby

be punished. Not feeling regret for his deed, even
at his death, shows him to be more true to the
Machiavellian type than was Bosola. The only
omission in his character to be a true Machiavel is

that he really gains nothing by his revenge.

In conclusion, I have found that John Webster's
The Duchess of Malfi does fit into the c2assification
of an Italianate tragedy. It noticeably contains

the eight elements characteristic to this genre.
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