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THE SEAMY SIDE OF THE TRAGIC VISION:

AN ANALYSIS OF THOMAS MIDDLETON'S TRAGEDIES
CHAPTER |
THE TRAGEDY OF WiT

SINCE THEORIES OF TRAGEDY ALL TOO FREQUENTLY DEPEND UPON.THE“PHI-
LOSOPHIC ORIENTATION OF THE CRITIC INSTEAD OF THE ARTlsT, THE APPLICATION
OF THE THEOQORIES TO EXISTING CREATIONS TENDS EITHER TO DISTORT THE INTEN=-

TION OF THE COMPOSITION OR TO "SCIENTIFICALLY" CATEGORIZE THAT WHICH DOES
NOT LEND ITSELF TO SUCH RIGIDITY. THus, rné TITLE OF THIS ;NTRODUCT|ON,
"THE TRAGEDY OF WIT," IS NOT INTENDED TO INDICATE THAT WHAT FOLLOWS PUR~-
Ponfé TO BE A FULL-FLséesp THEORY OF ALL TRAGEDY OR EVEN OF ONE klno.
CERTAIN PRESUPPQSlTldNS, HOWEVER,; ARE EVIOENT (N THE TITLE, THE MOST IM=-
PORTANT OF WHICH ARE THAT TRAGEDY EXISTS AS AN IDENTIFIABLE CONSTRUCT
AND THAT = THERE ARE SEVERAL TYPES OF THESE CONSTRUCTS. SOME CRITICS DO
NOTE THAT TRAGEDY MAY TAKE ANY ONE OF SEVERAL FORMS; MANY DO NOT. More-
OVER, SINCE TRAGEDY MAY BE ANALYZED FROM SEVERAL ANGLES, FURTHER COMPL |-
CATIONS ARISE. FIRST, TRAGEDY MAY BE THOUGHT OF AS EITHER AN IDEA OR A
FORMe |F THE FOCUS IS ON IDEA, EACH SPECIFIC WORK-MAY BE DECLARED THE
RESULT OF THE ARTIST'S THEORY BUT NOT THE CAUSE OF ANY CONSISTENT .FFECT
ON THE AUDIENCE. (THE ASSUMPTION HERE SEEMS TO BE THAT WHATEVER EFFECT

THE ART WORK HAS, IT IS A FALLACY TO TALK ABOUT THE EFFECT SINCE IT VARIES

1
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FROM PERSON TO PERSON.) SUCH FOCUS ALSO TENDS TO BECOME TOO BROAD IN ONE
DIRECTION AND TO NARROW IN ANOTHER; TRAGEDY IS NO LONGER CONFINED TO
MARTISTIC CREATIONS'" BUT MAY INCLUDE PHILOSOPHIES, RELIGIOUS ATT:iTUDES,
PSYCHOLOGY, ECONOMICS; ON THE OTHER HAND, MANY DRAMAS WHICH HAVE HERE=~
TOFORE BEEN CALLED TRAGEDIES ON THE BASIS OF FORM CANNOT NOW BE SO CON~-
SIDERED BECAUSE OF THE ATTITUDE TOWARD MAN AND/OR GOD WHICH THEY PRE=~

SENT. IF THE‘FOOUS 1S ON FORM, THE SPECIFIC WORK MAY BE ‘CONSIDERED AS

A UNITY OF PARTS, AN ARTICULATED WHOLE; AND/OR ITS EFFECTS UPON AN IMAG~

INED AUDIENGE MAY BE fNVEsriGATEo.

IN S0 FAR AS POSSIBLE, THE MORE WEIGHTY PROBLEMS OF TRAGEDY AS
PHILOSOPHIC THEORY nAvé BEEN PUT ASIDE, AND WHAT FOLLOWS IS ESSENTIALLY
A FORMALISTIC sfuov, .AN ATTEMPT AT A GRITICAL _DESCRIPTION OF THE PLAYS
ASCRIBED TO THOMAS MIDDLETON IN WHICH THE CENTRAL CHARACTERS COME TO

DESTRUCTION. THIS GENERAL DESCRIPTION OF THE TRAGEDY OF WIT 1S TO BE

THOUGHT OF AS SERVING ONLY TO FACILITATE THE ANALYSIS oF Hengist, THE

1
CHANGELING. AND WOMEN BEWARE -WOMEN; IF THE THEORY WHICH FOLLOWS HAS

1SINCE ALMOST NO ONE EXCEPT RiICHARD H. BARKER AND SAMUEL SCHOEN-
BAUM THINKS THAT MIDDLETON WROTE THE Second MaipeEN's TrRaGEDY oR THE
REVENGER'S TRAGEDY AND SINCE THEIR ARGUMENTS ARE NOT ENTIRELY CONVIN-
CING, | HAVE CHOSEN TO DISCUSS ONLY THOSE COMMONLY ACCEPTED AS BELONGING
To MIDOLETON. SEE RICHARD H. BARKER, THomMas MippLeTton (NeEw York: CoLum-
B1A UNIVERSITY PRESs, 1958) AND SAMUEL ScHOENBAUM, MIDDLETON'S TRAGEDIES
(New Yorx: CoLumMBia UniveERsS1TY Press, 1955). FuRTHERMORE, HENGIST, THE
CHANGEL ING, AND WOMEN BEWARE WOMEN HAVE CHARACTERISTICS IN COMMON WHICH
CLEARLY DISTINGUISH THEM FROM THESE TWO SUGGESTED ADDITIONS TO THE Mip-
DLETON CANON.

SIMPLY FOR CONVENIENCE, | SHALL REFER TO THE WRITERS OF HENGIST
AND THE CHANGEL ING AS MIDDLETON ALTHOUGH ROWLEY CERTAINLY WROTE A LARGE
PART OF THE CHANGEL ING AND PERHAPS THE COMIC PARTS OF HENGIST. As wiLL,
| TRUST, BE CLEAR FROM THE SUCCEEDING CHAPTER ON THE CHANGEL ING, IF Mip-
DLETON WAS NOT THE CONTROLLING FORCE IN THE COMPOSITION, HE AND ROWLEY
CERTAINLY HAD A SINGLE=-MINDEDNESS OF PURPOSE SELDOM SEEN IN OTHER COLLAB-
ORATORS. FOR THE TECHNICAL DISCUSSION OF WHAT PARTS BELONG TO WHOM SEE
THoMAs MiooLETON AND WiLL 1AM RowLEY, THE CHANGELING, ED. BY N. W. BAwcuTT
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WIDER APPLICATION, SUCH EFFECT IS FORTUITOUS. THE INDIVIDUAL ANAFYSES
HAVE ATTEMPTED TO SEE THE PLAYS AS THEMATIC STATEM;NTS, AS DRAMATIC CON=
STRUCTS, AND AS AESTHETIC UNITS, EACH ELEMENT OF WHICH AFFECTS THE AUDI~-
ENDE IN A UNIQUE WAY. THE AUDIENCE IS AN IMAGINED ONE, NOT CO“FINED IN
TIME AND SPACE NOR LIMITED BY ANY SINGLE PHILOSOPHIC PERSPECTIVE. THE
PLAYS THEMSELVES, HOWEVER, HAVE BEEN CONSIDERED AS THEY APPEAR BOTH IN
AND OUT OF TIME.

IN THE FOLLOWING ANALYSIS,-fHE TERM TRAGEDY SIGNIFIES A GENERlC
CREATION, A DRAMA WHOSE DISTINGUISHING CHARACTERISTIC 1S A NARRATIVE, A
VIRTUAL HiISTORY, OF INEVITABLE DESTRUCTION.2 |NEVITAB[LITY REQUIRES A
UNIVERSE WITH SOME KIND OF GAUSE~EFFECT PATTERN, ALTHOUGH THE DRAMA MAY
NEVER PENETRATE THE CAUSE |+ser; THAT IS, INEVITABILITY DOES NOT DENY
FATE OR FORTUNE IF IT 1Is SEEN EI{THER AS THE DETERMINING AGENT ORVAS A
CAUSE WITH A FORESEEABLE RESULT, A PATTERN OR RHYTHM. ANY FURTHER MOD=
TFYING CHARACTERISTICS IDENTIFY THE INDIVIDUAL TRAGEDY AS NATURALISTIC,
CLASSIC, ROMANTIC, SATIRIC, OR WHATEVER. (SINGE BOTH THE PRECEDING AND
THE FOLLOWING DISCUSSIONS MAY SEEM ARBITRARY, PERHAPS EVEN CAPRICIOUS,
IT MUST BE REMEMBERED THAT THIS THEORY OF WIT TRAGEDY IS INTENDED TO BE
SOLELY DESCRIPTIVE OF MIDDLETON'S THREE PLAYS AND IN NO WAY PRE=
SCRIPTIVE.)

WHEN TRAGEDY APPEARS AS A CRITICAL TERMy, MANY READERS SEEM TO

PICTURE A KIND OF DRAMA WHOSE POINT, AS OscaArR ManDEL sAYS, Is "To sHOw

(CameriDGE, MaSs.: HARVARD UwivERsITY Press, THeE REveLs Pravs, 1958),
PPe XXIX=XLIV. FOR A REJECTION OF THE NOTION THAT ROWLEY DID THE coOMIC
PARTS oOF HENGIST, SEE THOMAS MiooLETON, HENGIST, KING OF KENT; OR THE
MAYOR OF QUEENBOROUGH, ED. BY R, C. BaLp (NEw YORk: CHARLES SCRIBNER'S
Sons, 1938), PP. XXI=XXIll.

2SUSANNE K. LANGER, FEELING AND FORM: A THEORY OF ART (NEW York:
CHARLES ScRIBNER's Sons, ¢. 1953), p. 307.
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MAN 1S AFTER ALL A NOBLE CREATURE." SUCH DEFINITION REQUIRES THAT THE
DRAMA ESTABLISH AN EMPATHETIC RAPPORT BETWEEN VIEWER AND PROTAGONIST FOR
11) "4

THE PURPOSE OF AUDIENCE '"ELEVATION. Bur MIDDLETON WRITES A DIFFERENT
TYPE OF DRAMA FROM THIS, A TRAGEDY WHOSE YERY TECHNIQUES ACTIVELY MiLl=
TATE AGAINST SUCH RAPPORT AND ONE IN WHICH THERE 1S NO ELEVATION==WHAT |
CALL TRAGEDY OF WIT OR INTELLECTUAL TRAGEDY OR SATIRIC TRAGEDY.5

SEVERAL CRITICS, AMONG THEM PROFESSORS SCHOENBAUM, ORNSTEIN, AND

BARKER, HAVE REMARKED THAT THOMAS MIDDLETON SEEMS TO BE CREATING A NEW

FORM OF DRAMA, HALFWAY BETWEEN COMEDY AND TRAGEDY, IN HIS THREE PLAYS

3OscAR ManoeL, A DEFINITION OF TRAGEDY (New Yoax. NEw YORK UNi1=-
VERSITY Press, 1961), p. 43.

HOWEVER ONE WISHES TO INTERPRET THE TERM CATHARS!S, OR EVEN |IF
HE WISHES TO ELIMINATE IT ALTOGETHER FROM DRAMATIC CRITICISM AS WAYNE D.
DobD SuGGESTS MANY ARE DoinG (PP. 6-12), THERE IS NO QUESTION BUT THAT
CLASSIC TRAGEDY DEPENDS UPON AUDIENCE .PARTICIPATION" IN A COMBINATION OF
THE PRIMARY EMOTIONS OF PITY (OBJUECTIVE AUDIENCE RESPONSE, USUALLY AC-
COMPL ISHED THROUGH IRONY) AND FEAR (SUBJECTIVE AUDIENGE RESPONSE THROUGH
1DENTIFICATION). RAPHAEL 1NS1STS THAT THE DESTRUCTION BE THE RESULT OF AN
EXCESS OF THAT WHICH MAKES THE PROTAGONIST ADMIrABLE (pP. 25-26), ELsE
THERE 1S NO RAPPORT OR ELEVATION (PP. 17, 30). MANDEL SAYS THAT THE HERO
MUST COMMAND '"OUR EARNEST G0OD WILL™ (P. 20) AND THAT HE CANNOT BE A SATAN-
FIGURE BECAUSE THE AUDIENCE WILL NOT BE ELEVATED BY HIS DESTRUCTION EVEN
IF A RAPPORT WERE To BE EFFecTED (P. 18). Wayne D. Dooo, "THE MorTAL CoON-
DITION: A DEFINITION OF TRAGEDY'" (UNPUBLISHED DOCTORAL DISSERTATION, UNI-
VERSITY OF OkLAHOMA, 1963); Davio D. RaPHAEL, THE PARADOX oF TRAGEDY
(BLooMINGTON: INDIANA UNIVERSITY PRESs, ¢. 1960, THE MAHON PoweLL Lec-
TuReEs, 1959). Set aLso F. L. Lucas, TRAGEDY: SErRious DRAMA IN RELATION T0
ARISTOTLE'S PoETics (Rev. €0., NEw YORk: CoLLIER Books, 1962), CHAPTER
111, ESPECIALLY PP. 37-41; HeErRBERT J. MuLLER, THE SPIRIT OF TRAGEDY (New
YoRk: WASHINGTON SquarRe Press, 1965), pp. 12-19; RicHARD "B. SewaLi, Tue
Vision oF TRAGEDY (New HAVEN: YALE UNIVERsITY Press, 1959), Cuarter Tl
AND GEORGE STEINER, THE DEATH of TRAGEDY (NEw YorRk: ALFRED A. KNoOPF, c.
1961), CuarTer 1.

SSATIRIG TRAGEDY IS A TERM USED FREQUENTLY BY Hes We WELLS AL~
THOUGH NOT IN QUITE THE SAME WAY AS | HAVE EMPLOYED 1T. SeEe H. W. WeLLs,
ELIZABETHAN AND JACOBEAN PLAYVRIGHTS (New York: CorLumBiA UN:VERSITY

Press, 1939), pp. 39-44,

SCHOENBAUM, MiDDLETON'S TRAGEDIES, PP. 123, 128-130; BARKER,
Tuougs Miopreton, pP. 121, 141; ROBERT ORNSTEIN, MORAL Vision AN JACOBEAN
TrAGEDY (MaDisoN: UNIVERSITY oF WisconNsiN Press, 1960), pP. 45,
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WHICH WERE PREVIOUSLY LABELED TRAGEDIES, HENGIST, THE CHANGELING, AND

WOMEN BEWARE WOMEN. YET NONE HAS MORE THAN TENTATIVELY OUTLINED TS

-

MODUS OPERANDI, MUCH LESS DETAILED ITS PURPOSE AND ACCOMPL i SHMENT, Bur

BEFORE DESCRIBING THE CHARACTERISTICS OF THE TRAGEDY OF WIT, - | sHouLD
LIKE TO INDICATE THE REASONS FOR MY CHOICE OF TERMS.

THE TERMS §illﬁs, !li, AND INTELLECT FGCUS ON AN ACTIVITY OF THE
MIND NOT .OF THE EMOTIONS. IN ADDITION, THESE TERMS DEMONSTRATE A DETACH=—
MENT OF THE AUDIENCE. SATIRE AND WIT HAVE iN COMMON THE RECOGNITION OF
INCONGRUITY OR GROTESQUENESS. WIT DISPLAYS THE lNGOﬂéRUlTY THROUGH FELIC=-
ITOUS LANGUAGE, LANGUAGE DESIGNED TO CONVERT THE INTELLECT NOT AROUSE THE
EMOTIONS]; SATIRE SNEERINGLY ATTACKS THE INCONGRUITY BECAUSE IT 1S GRO~
TESQUE==THE INCONGRUITY 1S GROTESQUE RATHER THAN MERELY RID!bULOUS BECAUSE

THE WORLD PRESENTED IS A MORAL ONE, NOT JUST A SOCIAL ONE. THE TERM TRAG-

EDY OF WIT EMPHASIZES TECHNIQUE, WHEREAS SATIRIC TRAGEDY FOCUSES ON CON=-

TENT AS WELL AS FORM, THUS THE LATTER TER” WOULD PERHAPS BE PREFERABLE

EXCEPT THAT IT IS USED TO CLASSIFY SUCH PLAYS AS THE DUCHESs oF MALF 1 AND

TROILUS AND CRESSIDA, WHICH DIFFER GREATLY FROM MIDDLETON'S BY INCORPOR-

AT ING INTO THE PLAY THE SATIRIC RAILER. AND THE PRESENCE OF THE RAILER
AS AN IMPORTANT ODRAMATIC (RATHER THAN THEMAT!C) CHARACTER SIGNIFICANTLY

ALTERS THE TOTAL IMPACT.

| HAVE USED THE TERM INTELLECTUAL TRAGEDY SINCE THE PLAY DEPENDS

FOR ITS EFFECT UPON THE INTELLECTUAL CONCENTRATION OF THE VIEWER, AND
HHATEVEk EMOTIONS ARE INVOLVED ARE SECONDARY-=—=ONLY THOSE EMOTIONS WHICH
EXIST AFTER A CONSCIOUS COMPARISON OF THE PLAY'S WORLD WITH THE IDEAL
WORLD AND ARE DEPEHDEHT FOR THEIR VERY EXISTENCE UPOM THE THOUGHT PROCESS.

AGAIN, INTELLECTUAL TRAGEDY MIGHT BE AN IDEAL TERM, BUT IT SEEMS TO IMPLY
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THAT CLASSIC TRAGEDY REQUIRES THE VIEWER NOT To THINK BUT MERELY TO EMOTE
~~AN IDEA WHICH | MOST CERTAINLY DO NOT WISH TO CONVEY. FURTHERMORE, THIS
TERM DOES NOT INCLUDE THE IMPORTANT IDEA OF DERISION. CONSEQUENTLY, ALL
THREE TERMS ARE sonéTHING LESS THAN COMPLETELY SATISFACTORY. THUS, REAL=~
IZING THE DIFFICULTIES OF TERMINOLOGY BUT HAVING AN AVERSION TO ADDING TO
THE WEIGHT OF AN ALREADY BURDENSOME CRITIGAL JARGON, | SHALL TRY, IN THE
FOLLOWING SECTION, TO CLEARLY ozrlﬁs THESE TERMS AS | SHALL USE THEM, HOP-
ING THE WHILE NOT TO SEEM MERELY ANOTHER HumpTY DuMPTY.

FOR A DESCRIPTION OF THE SArlnlc'cHARAcTERISTIcs OF THE TRAGEDY OF
WwiT, | HAVE RELIED ALMOST EXCLUSIVELY UPON THE EiEELLENT DISCUSSIONS FOUND

IN THE ANATOMY OF SATIRE BY GILBERT HIGHET AND IN THE CANKERED Muse BY

7

ALVIN KERNAN. SINCE THEY HAVE FOCUSED ON THE FORM OF SATIRE OR "TRAGI~

CAL™ SATIRE RATHER THAN ON TRAGEDY OR M"SATIRICAL' TRAGEDY, | HAVE MADE THE
MonlrtcAT1o§s NECESSARY TO APPLY THESE CHARACTERISTICS TO THE DRAMATIC
MODE. | HAVE, FURTHERMORE, ADDED CERTAIN CHARACTERISTICS WHICH, HOWEVER,
ARE NOT REALLY ORIGINAL IDEAS OF MINE BUT RATHER LOGICAL OUTGROWTHS OF
THEIR CRITICAL ANALYSES.

‘.OF THE MANY CHARACTERISTICS WHICH THE TRAGEDY OF WIT HAS, SOME ARE
UNIQUE; SOME IT SHARES WITH OTHER LITERARY GENRES. |TS METHODS OR TECH-
NIQUES IT SHARES WITH COMIC DRAnA, THE NOVEL, EVEN CLASSIC TRAGEDY. ITs

PURPOSE OR FUNCTION IS WHAT REALLY DISTINGUISHES THIS TYPE OF TRAGEODY

FROM {TS NEAR=RELATIONS.

?GlLBERT H1GHET, THE ANATOMY OF SATIRE (PRINCETON: PRINGETON
UNIVERSITY PRESs, 1962); ALvIN B. KErRNAN, THE CANKERED Muse: SATIRE oF
THE ENGLISH RENAISSANCE (New HAVEN: YALE UNIVERSITY Press, 1959). SeEe
ALs0o DAviID WorceESTER, THE ART OF SATIRE (CAMBRIDGE, Mass.: HARVARD UNI-
VERSITY Press, 1940). '
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ALTHOUGH SATIRE INSISTS THAT IT PRESENTS AN EXACT PICTURE OF THE
REAL WORLD, THE PICTURE (S REALLY AN EXAGGERATION. As HIGHET REMARKS:

A SATIRIGAL PICTURE OF OUR WORLD « « o MUST PRETEND TO BE A
PHOTOGRAPH, . AND IN FAGT BE A CARICATURE. |T MUST DISPLAY THEIR
[1Ts INHABITANTS'] MORE RIDICULOUS AND REPELLENT QUALITIES IN
FULL FLOWER, MINIMIZE THEIR ABILITY FOR HEALTHY NORMAL LIVING,
MOCK THEIR VIRTUES AND EXAGGERATE THEIR VICES, ODISPARAGE THEIR
GREATEST HUMAN GIFTS, THE GIFT FOR COOPERATION AND THE GIFT FOR
INVENTIVE ADAPTATION, TREAT THEIR RELIGION AS HYPOGRISY, THEIR
ART AS TRASH, THEIR LITERATURE AS OPIUM, THEIR LOVE AS LUST,
THEIR VIRTUE AS HYPOCRISY, AND THEIR HAPPINESS AS AN ABSURD ILLU=-
S1ON. AND IT MUST DO ALL THIS WHILE PROTESTING THAT IT IS A TRUTH=-

FUL, UNBIASED, AS NEARLY AS POSSIBLE DISPASSIONATE w:rnzss.g
NOQETHELESS,.NITHIN 2}hé MIDST OF THIS GROTESQUE WORLD, WHICH AS HIGHET
INDICATED IS SO CLOSE TO REALITY AS TO GIVE THE APPEARANCE OF REALITY IN
MOST WELL-~WRITTEN SATIRIC WORKS, THE HINT OF THE IDEAL IS TO BE FOUND IN
ONE OR A FEW CHARACTERS AND THEIR ACTIONS~=CHARACTERS WHO APPEAR ABNORMAL
IN THIS UORL;10 SINCE THE RESULT OF THIS TECHNIQUE IS THAT ANY ''NORMAL"
(600D) CHARAGTER APPEARS ""ABNORMAL.'" THE REST OF THE CHARACTERS WHO IN=-
HABIT THIS WORLD ARE FREQUENTLY CARICATURES: SOME MAY BE ONLY MILDLY
COMIC, BUT THE CENTRAL ONES ARE BITTERLY COMIC. |INDEED, SOMETIMES ALL
THE CHARAGCTERS EXCEPT THE Nonh CHARACTER ARE BITTERLY COMIC.

THE SATIRIC IMPULSE FINDS LIFE "RIDICULOUSLY CONTEMPTIBLE AND

: 11
NAUSEATINGLY HATEFUL." THE WORLD IS IN THIS STATE BECAUSE '"FOOLS AND

12
FOOL ISHNESS HAVE GOTTEN OUT OF HAND.' EVERYWHERE THERE IS IDIOCY,

HiGHET, ANATOMY OF SATIRE, P« 5; KERNAN, CANKERED Muse, P. 2.

9

Hieuer, P. 190. 1OKERNAN; P. 11.

12

1HIGHET, P. 236. KernAN, P. 20.
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FOOL'SHNESS, DEPRAVITY, AND DIRT. 3 Now ALONE, IDIOCY AND FOOL ISHNESS CAN
BE SATlRl:ED AND PRODUCE COMEDY, BUT ONLY WHEN THE FOOL ISHNESS HAS LED TO
DEPRAVITY, CAN ITS SATIRIZATION PRODUCE TRAGEDY. AND ONLY WHEN THE DEPRAV=
ITY IS VIRTUALLY TOTAL AND MURDER AND INCEST ARE ORDINARY PRACTICES CAN
14 "
SUCH PRACTICES BE SATI!IRIZED. THE SCENE IS ALWAYS DISORDERLY AND CROWDED,
1115 -
PACKED TO THE VERY POINT OF BURSTING —-=ALL DESIGNED TO PROQUCE HORROR AND
16
FEAR AND HATE AND INDIGNATION. Burt THESE WITHOUT CONTEMPT WILL NOT BE
SATIRIC; WITHOUT CLEVERNE§§ WILL NOT BE WITTY==THERE MUST BE A ""WRY AWARE=-

17

NESS THAT LIFE CANNOT ALL BE CALLED REASONABLE OR NOBLE." AND THIS TRAG=

EDY DOES NOT DEPEND UPON THE UNDERLYING CERTAINTY "THAT RIGHT REASON IS
: W18
ULTIMATELY THE WAY OF THE WORLD, AS DO CLASSIC TRAGEDY AND COMEDY.
CLASSIC TRAGEDY SHARES WITH SATIRIC TRAGEDY THE 'DARKLY SERIOUS'

.

VIEW OF THE WORLD BUT DIFFERS IN ITS CONCLUSIONS BECAUSE IT FINDS SIGNIF=-

19

ICANCE IN TERMS OF THE HERO'S CHANGE. UNLIKE THIS WORLD OF CLASSIC TRAG-

EDY, WHERE CHANGE 1S A NECESSITY, THE WORLD OF SATIRIC TRAGEDY IS STATIC.

KERNAN REMARKS TO THIS PROBLEM: "THE SCENERY AND THE FACES MAY HAVE CHANGED

OUTWARDLY, BUT FUNDAMENTALLY WE ARE LOOKING AT THE SAME WORLD, AND THE SAME
n20 ' 21 _

FOOLS « ¢ o« & AND TAKING FRANCIS FERGUSSON'S 1DEA THAT A TRAGIC PLOT

IS THE CONTINUING RHYTHM OF "PURPOSE, PASSION, AND PERCEPTION'"'—-~WHERE THE

13KERNAN, CANKERED Muse, P. 7. 14KERNAN, P. 192.
15KERNAN; Pe 7o 16H|GHET, ANATOMY OF SATIRE, P. 22.
17HUGHET, P. 21. 18KERNAN{ P. 20.

19KERNAN, PP 21=-22. ZOKERNAN, P. 30.

21

FERGUSSON 1S, OF COURSE, USING TRAGIC IN ITS MORE LIMITED SENSE.
| BELIEVE THAT THE TERMS PURPOSE, PASSION, AND PERCEPTION GCAME ORIGINALLY
FROM KENNETH BURKE RATHER THAN FROM FERGUSSON ALTHOUGH KERNAN MENTIONS
ONLY THE LATTER.
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HERO PERFORMS AN ACTION (PURPOSE), SUFFERS CONSEQUENCES (PASSION), AND
THEN GCOMES TO A NEW UNDERSTANDING BECAUSE OF H1S SUFFERING--KERNAN STATES
THAT SATIRE '"LACKS THE CRUCIAL ACT OF PERCEPTION WHICH PERMITS DEVELOP~
"22 1)

MENT AND FORWARD MOVEMENT. THUS HE sSAYS: "WHENEVER SATIRE DOES HAVE
A PLOT WHICH EVENTUATES IN A CHANGE, IT IS NOT A TRUE CHANGE BUT SIMPLY
w3
INTENSIFICATION OF THE ORIGINAL GCONDITION.

IN SATIRIC TRAGEDY, THE PERCEPTION OF SIGNIFICANCE IN THE OUTCOME
BELONGS TO THE VIEWER. THE ARTISTIC RESULTS OF THIS APPARENT CHANGE WHICH
IS NO CHANGE IS THAT THERE ARE FREQUENTLY HIGHLY CHARGED SCENES WITH FEW
CONNECTIVES. THUS, THE DRAMATIC ACTION MAY CONSIST OF SCENES WHICH PRE~-
SENT ONLY THE "HIGH POINTS' OF THE DRAMA WITH NO DEVELOPING SCENES. RE=-
PLACING THE DEVELOPING SCENES ARE COMIC AND/OR SUBPLOT SCENES WHICH FORM
SYMBOLIC PARALLELS OR ANTITHESES TO THE MAIN PLOT. THE UNEXPECTED AND
IMPROBABLE CONSTANTLY INTRUDE, NOT AS DEFICIENCIES IN ARTISTIC ACHIEVE=-
MENT BUT AS FUNCTIONAL ELEMENTS FOR DRAMATIZING A WORLD WHERE REALITY IS

LY

A TALE TOLD BY AN IDIOT, FULL OF SOUND AND FURY SIGNIFYING NOTHING.  THE
GAPS, INCONSISTENCIES, AND LACK OF CHARACTER DEVELOPMENT WHICH HIGHET
MOTES AS A CHARACTERISTIC OF SATIRE CAN BE FOUND IN THE TRAGEDY OF ‘WIT AS
SCENES WHICH PRESENT ONLY THE EXFOLIATION OF THE CHARACTER, NOT HIS EVO=-.

LYTION. THE FAILURE TO UNDERSTAND THESE TWO CHARACTERISTICS OF THE TRAGEDY

22KERNAN, CANKERED Muse, pP. 32-33.

23KERNAN, Pe 31. KERNAN DOES ALLOW FOR A BREAKING OF THE STASIS
IN NON-PURE SATIRIC FORMS. HE sAavys: "PURE SATIRE IS FAR RARER THAN THE
MIiXED KINDS IN WHICH AFTER A TIME THE SATIRIC STASIS IS BROKEN AND THE
CHARACTERS. « «» ARE SWEPT FORWARD INTO THE MIRACULOUS TRANSFORMATIONS OF
COMEDY OR THE CRUEL DIALECT!C OF TRAGEDY" (P. 34). IF AT ALL IN MiDDLE~-
TON'S TRAGEDIES, SUCH MOVEMENT OCCURS ONLY IN THE CHANGEL ING-—PERHAPS IN
THE CHARACTER OF ALSEMERO.

2hHIGHET, ANATOMY OF SATIRE, PP. 11, 206.
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OF WIT HAS LED CERTAIN CRITICS TO MANUFACTURE PRINCIPALLY TWO KNOTTY BUT
UNNECESSARY PROBLEMS (ALTHOUGH THERE ARE SEVERAL MINOR ONES ATTENDANT
UPPN THE THO): THE SO-CALLED MELODRAMATIC CONCLUSIONS AND THE '"OFFEN- ]
SIVE'" cOMIC MATERIALS. SOME CRITICS FIND THEM 'OUT AND OUT ‘ARTISTlé

25

FLAWS, AND EVEN THOSE WHO FIND TENTATIVE ARTISTIC JUSTIFICATION ON THE

27

” ‘ 26 2
BASIS OF JACOBEAN MORAL THEORY, AMPLIF ICATION, IMAGE PATTERNS, AND

, 29 )
GOMIC RELIEF, ARE IN THE FINAL ANALYSIS EMBARRASSED BY THEIR EXISTENCE.
ONLY RIBNER AND BRADBROOK SEEM COMPLETELY SATISFIED.’

WHILE THERE IS NO REAL CHANGE IN SATIRIC TRAGEDY, SOMETIMES A

"TRANSFORMATION'" OCCURS, A TRANSFORMATION SIMILAR N KIND TO THAT WHICH
OCCURS IN JONSONIAN COMEDY. As KERNAN REMARKS ABOUT VOLPONE AND THE AL~ -

CHEMIST, R!GHTING THE WORLD OCCURS

e o o« NOT THROUGH ANY VIRTUE IMMANENT IN MAN, NOT BY THE CLEVER

ACTIVITY AND OPPORTUNISM OF A SINGLE HERO, NOT THROUGH THE INTER~-

25T. S. ErLtoT, Essuvs AN EL1ZABETHAN DRAMA (New York: HARGCOURT
BRACE AND Co., A HARVEST Book, ~1956), P. 89; T. S. EL10T, Tue UsE oF POET-
RY AND THE Ust OF CRITICISM (NeEw York: BARNEs AND NoBLE, INC., 193—7
H?, BARKER, MIDDLETON, PP. 129, 144; ScHoeneaumM, MIDDLETON'S TRAGEDlEs,
pp. 103, 147; WeLLs, EL1ZABETHAN AND JAGCOBEAN PLAYWRIGHTS, PP. 40-41;
ORNSTEIN, MORAL Vision, P. 1805 CHRISTOPHER RIcKs, '"THE MoRAL AND PoeTiC
STRUCTURE OF THE CHANGELING,' Essays AN CRITICISM, X (1960), 301.

6|RVING S. RiBNER, THE ENGLISH HISTORY PLAY IN THE AGE OF SHAKES-—
PEARE (PRINCETON: PRINCETON UNIVERSITY PRESS, 1957), P. 261; ORNSTEIN,
P. 197; WeLLs, P. 40.

27MURIEL C. BRADBROOK, THEMES AND CONVENTIONS OF ELIZABETHAN TRAG-
oy (CaMmBRIDGE: AT THe UNIVERSITY PRESs, 1960), pp. 221-222; UNA ELLts-
Fennon, THE JACOBEAN DRAMA: AN INTERPRETATION (New York: Ranoom Housk,
VINTAGE Books, 196L), PP. 139-140; BawcuTT, MIDDLETON'S CHANGELING, PP.
LXII=LXVIlt, .

28

BrRADBROOK, P. 239; BawCcUuTT, PP. XXII=LXVIiI1.

293ARKER, P. 120; BaLp, MIDDLETON'S HENGIST, P. XLVI; SCHOENBAUM,
98, 131; BAwcCUTT, P. LXI111.
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VENTION OF A BENEFICENT, SUPERNATURAL NATURE, NOT THROUGH THE
EFFECTIVENESS OF SOCIETY AND ITS LAWS « ¢« « BUT MERELY BY A DE-
FECT INHERENT IN VICE AND FOLLY WHICH LEADS THEM TO OVERREACH

THEHSELVES.30
THiIS jNuERENT DEFECT 1S NOT INDICATIVE OF A.éUPREME ORDER BUT GIVES THE
EFFECT OF BLIND AND IDIOTIC CHANCE=—A WORLD THAT IS NOT BY NATURE ORDERLY
AND RATIONAL.31 AS A RESULT THE SNEER OF CONTEMPT 1S NOT CONFINED MERELY
TO THE CHARACTERS BUT INCLUDES BY INDIRECTION AND EXTENSION THE AUDIENGCE
AS NELL.32 |

HIDDEN WITHIN THE CAST OF CHARACTERS IS THE HINT OF THE IDEAL,
FOR THE POWER OF éLlno AND 1D10TIC CHANCE DOES NOT oavuAf: THE POSSIBIL=-
ITY OF ACCEPTABLE BEHAVIOR. SINCE THE FUNCTION OF THE SATIRIC ELEMENTS
IS TO SHOW HOW FAR FROM THE IDEAL ARE THE NUMBERLESS HORDES OF MEN, THE
IDEAL IS NEVER THE CERTER OF ATTENTION, NEVER THE FOCUS OF ACTION, NEVER
DRAMATICALLY SIGNIFICANT ENOUGH TO HAVE A CHANCEiAT RIGHTING THE WORLD.
OncEe THIS ""NORM'" CHARACTER aEcoﬁEs THE DRAMATIC CENTER, HE BECOMES -THE
RAILER, TAINTED BY THIS WORLD IN WHICH HE LIVES; ﬁven THOUGH HE IS COG-
NIZANT OF THE FLAWS IN OTHERS, HE IS BLIND TO HiS OWN. WHEN THE RAILER
1S PRESENT, HE éTAnos AS THE PERSONA OF THE SATIRIST (NOT EXACTLY HIS
SPOKESMAN-—CERTAINLY NOT TO BE EQUATED WITH THE AUTHOR), AND HIS VIEW OF

OTHERS 1S BASICALLY ACCURATE ALTHOUGH EXAGGERATED BY HIS OWN FLAUS-AWHEN

HE DISAPPEARS, "o . . WE ARE LEFT WITH ONLY THE FOOLS AND THE VILLAINS

-

3OKERNAN, CANKERED Muse, PP. 190-191. ALTHOUGH KERNAN ACTUALLY
SPEAKS HERE OF JONSON'S VOLPONE AND ALCHEMIST, THIS CHARACTERISTIC ALSO
HOLDS FOR MIDDLETON'S TRAGEDIES. :

31

HicueT, ANATOMY OF SATiRre, PP. 10, 206.

32

KERNAN, P. 10.
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32

WHO ARE ALLOWED TO EXPOSE AND PUNISH ONE ANOTHER" AND THE DRAMATICALL*
INARTIGULATE BUT THEMATICALLY NECESSARY NORM CHARACTER.

SATIRIC TRAGEDY IS DESIGNED TO PRODUCE BOTH INSIGHT AND A CON=
TEMPTUOUS SNEER IN THE AUDIENCE THROUGH THE USE Of CERTAIN TECHNIQUES
WHICH IT SHARES WITH OTHER GENRES. EACH OF THESE TECHNIQUES, WHILE AID-
ING CLARle OF ViSIONy, MILITATES AGAINST AN EMPATHETIC RESPONSE FROM THE
AUDIENCE. EVERY DESCRIPT!ON IS EXACT,y INCISIVE, BUT UNPLEASANT IN ORDER
TO SHOCK THE INSENSITIVE AND MYOPIC, THE IMAGINED Al.ll)lENCE.Bl+ iN ADD =
TION TO THE YIVIDNESS OF TH; NAUSEATING iIMAGERY, THERE ARE OBSCENITY,
BOTH IN WORDS AND ACTIONS, AND OTHER‘TABOO EXPRESSleS SUCH AS TRI&IAL,
COMIC WORDS AND COLLOQUIAL, ANTI=LITERARY NORDS.35 THESE ALONE MIGHT

_PRODUCE GONTEMPT; BQT FOR REAL INSIGHT AND THE APPRECIATIVE SNEER OF PER=
CEIVED INCONGRUITY stE OR ALL OF THE FOLLOWING ARE NECESSARY: IRONY,

PARADOX, ANTITHESIS, PARODY, ;NTICLIHAX, EXAGGERATION,36 OBLIQUI%Y, EARI-'
CATURE, DISABLING IMAGERY (FREQUENTLY, THOUGH NOT NECESSARILY, ?REUDIAN),
AND WIT (IN THE LIMITED SENSE HERE OF THE "THRUST OF THE UNEX#ECTED").37

FINALLY, THERE ARE SOME CHARACTERISTICS WHICH SEEM RATHER NEBU-

LOUS AND WHICH | THEREFORE DO NOT WISH TO OVEREMPHASIZE.. THESE ARE CER=-

TAINLY NOT SINE QUA NON FOR THE TRAGEDY OF WIT] THEY ARE MERELY SATIRIC
ELEMENTS FOUND IN SOME COMEDIES AND ROMAN SATIREy ELEMENTS WHICH APPEAR

tN MIDDLETON'S TRAGEDIES, ALTHOUGH SOMEWHAT METAMORPHOSED. EVEN THOUGH

33
34
35
37

KernaAN, CANKERED Muse, P. 15.

HIGHET, ANATOMY OF SATIRE, PP. 19-20.

36

HieueT, P. 18. Hieuer, P. 18.

KErRNAN, P. 5.
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THEY MAY NOT BE REQUISITES FOR THE SATIRIC woéLo, THEY FREQUENTLY APPEAR
IN SATIRE AND AMPLIFY THE SYMBOLIC DIMENSIONs. FIRST, THE CHARACTERS OR
ACTIONS ARE SO OFTEN REPEATED FROM AUTHOR TO AUTHOR OR EVEN WITHIN THE
SAME AUTHOR'S WORKS THAT THEY ARE FREQQENTLY CALLED STOCK OR TYPE CHAR-
ACTERS. SECOND, THE TOPICS FOR ATTACK ARE SOMETIMES GLUTTONY, SOMETIMES
GREED, SOMETIMES A COMBINATION. FOR EXAMPLE, HORACE, JUVENAL, AND Pe-
TRONIUS ALL DESCRIBE "BANQUETS™ EITHER IN ANTICIPATION (cRssp) OR REAL=~

1ZATION (GLUTTONY). THEY ALSO SATIRIZE THE NOUVEAUX RICHES, ONE OF WHOSE

CHARACTERISTICS 1S GREED FOR MORE WEALTHe THIRD, THE FORM OF THE SATIRE
IS SOMETIMES A FABLE, WHOSE EFFECT IS TO DIMINISH MANKIND TO THE LEVEL OF
ANIMALS. EVEN IF THE SATIRE IS NOT ACTUALLY A FABLE, SUCH A SATIRIST AS
SAMUEL BuTLER, IN HIS HUDIBRAS, OFTEN donpAnes VARIOUS CHARACTERS TO ANI-
MALS IN ORDER TO MAKE THEM SEEM MORE UNPLEASANT. Founrn, THE LOCALE is
OFTEN NOT LONDON BUT MYSTERIOUS PLACES . SUCH AS A PA;ACE oF TIBERIUS OR
. THE DARK "ITALIAN LASC;VlOUS PALACE."38

SATIRIC consbv AND SATIRIC TRAGEDY EMPLOY MANY COMMON TECHNIQUES
AND ARE SIMILAR IN THAT THE RESTORATION OF ORDER WHICH CONCLUDES EACH
OCCURS AS A RESULT OF THE NATURE OF THINGS RATHER THAN AS A RESULT OF THE
EFFORTS OF ANY CHARACTER. BOTH TYPES OF DRAMAS CONTAIN SUCH STOCK FIG=
URES AS THE DISSOLUTE COURTIER, THE CUCKOLD, THE FOOLISH SENSUALIST, THE
RAPACIOUS WOMAN, THE PARASITE. BECAUSE IN THE TRAGIC WORLD THEIR ACTIONS
HAVE EVERLASTING CONSEQUENCES, THEY ARE SEEN NOT JUST AS ANTI=SOCIAL BUT

ACTUALLY AS ANTI=MORAL. MOREOVER, SOME FIGURES FOR WHOM THERE (IS NO PLACE

IN THE COMIC WORLD APPEAR ALONG WITH THESE TRANSMUTED COMIC FIGURES?

38KERNAN, CaAnkereD Muse, P. 5.
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139

POLITICAL INTRIGUERS, TRAITORS, MURDERERS, RAPISTS, '"ATHEISTS.'
AND MONEY, AND INTRIGUE ARE THE COMPONENTS OF THE PLOTS OF BOTH: IN SA-
TIRIC COMEDY, SEX (IN THE SOCIALLY=ACCEPTED FORM OF MARRIAGE) IS THE RE=-
WARD FOR THOSE WHO COME TO TERMS WITH THE REQUIREMENTS OF SOCIETY, AND
MONEY 1S GENERALLY THE LAGNIAPPE; EACH RESULTS FROM THE INTRIGUE OF THE
4o
ANT1-SOCIAL CHARACTERS, WHICH HAS BACKFIRED. HOWEVER MANY MACHINATIONS
THE CHARACTERS MAY HAVE SET IN MOTION, NO IRREVOCABLE EVENT HAS OCCURRED. .
BUT IN SATIRIC TRAGEDY, MEN ACTUALLY DO GCOMMIT MURDER, RAPE (OR ADULTERY),
AND TREASON--MADMEN WHO REMAIN THE OBJECTS OF RID{CULE BECAUSE THEY HAVE
FOOLISHLY ASSUMED THAT THE PURSUIT OF MATERIALISTIC AND WORLDLY INTERESTS
IN THE MORAL WORLD WOULD HAVE NO MORE CONSEQUENCES THAN THE SAME INTER-
ESTS IN THE SOCIAL WORLDe. THE OBUEGTS OF COMIC SATIRE ARE FOOLISH AND
i
VICIOUS BUT CAN BE LAUGHED AT BECAUSE, WHILE THEY MAY MOMENTARILY INTER~
FERE WITH SOCIAL HEALTH, THEY ARE NEVER SERIOUSLY THOUGHT CAPABLE OF PRE~
" “h"
VENTING THE "CONTINUATION OF CIVILIZED LIFE. BUT THE OBJECTS OF TRAGIC

SATIRE PROVIDE THE AUDIENCE WITH AT BEST A DEATH'S~HEAD GRINy AN ANTICI=-

PATION OF HORROR, FOR NO MATTER HOW CLEVER THE CHARACTER 1S, HIS ACTS,

» 39KERNAN, CANKERED Muse, P. 193. KERNAN LISTS AS THE '""MORE DAN-
GEROUS TYPES: THE FLATTERER, THE MACHIAVEL, THE PARASITE, THE TRAITOR,"
BUT THE FLATTERER AND THE PARASITE ARE BOTH STOCK FIGURES OF SATIRIC COM-
EDY ALSO AND APPEAR, LIKE THE SEM3UALIST, MERELY TRANSFORMED IN TRAGEDY.
| HAVE ADDED . THE OTHER FIGURES {(PERHAPS THOSE WHOM AS A GROUP HE CALLS
"MEN WHOSE LUST AND GREED ARE CAST IN A HEROIC MOLD'")=~ESPECIALLY THE
"ATHEIST!" BECAUSE RELIGION. 1S IMPORTANT IN SATIRIC TRAGEDY. THE HEROES
OF SATIRIC TRAGEDY CERTAINLY ARE NOT ALL TECHNICALLY ATHEISTS]; HOWEVER,
THEY ARE ACTIVE OPPONENTS OF RELIGIOUS VIRTUE AND ALL ARE METAPHORICALLY
NON-BEL EVERS IN THAT THEY REFUSE TO RECOGNIZE THE EXISTENCE OF ANY WORLD
EXCEPT THE MUNDANE AND IMMEDIATE PRESENT.

TH1S DESCRIPTION OBVIOUSLY WILL NOT FIT THOSE SATIRIC COMEDIES
WHOSE PURPOSE IT 1S TO PARODY TRADITIONAL COMIC FORM.

#1KERNAN, rP. 187.
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SIMPLY BECAUSE THEY ARE ACTS AND NOT JUST VAIN ATTEMPTS, DO HAVE INEVI=-
TABLE CONSEQUENCES. .IT IS NECESSARY, FURTHERMORE, TO KEEP CONSTANTLY IN
MIND THAT THESE PLAYS BY MIDDLETON CONCERN THEMSELVES wiTH "TRAGIC' PRO-
BLEMS, WITH EXPRESSING THE DISTURBING cHARAéTER OF THE EXISTENCE OF EVIL
NOT EXPLAIMING IT AUAY,42 WITH THE DESTRUGTION OF HUMAN BEINGS, A DE-
STRUCTION BOTH TEMPORAL AND ETERNAL OF CREATURES WHO HAVE THE POTENTIAL~
ITIES OF GREATNESS-43

As HAS BEEN INDICATED, MIDDLETON'S DRAMAS APPEAL PRINGIPALLY To
THE INTELLECT AND ONLY SECONDARILY TO THE EMOTIONS. |INSTEAD OF SEARCH=-
ING Foé A CHARACTER OR cHARAcTERs WITH WHOM HE CAN IDENTIFY, THE VIEWER
IS ASKED TO MAKE A RATIONAL VALUE JUDGEMENT OF THEM, A JUDGEMENT BASED
UPON THE DEVIATION bF THEIR ACTIVITIES FROM AN I1DEAL NORM. SUGHAA TRAG-
EDY PRESENTS THE PROTAGONIST FAILING NOT IN ANY INTERPLAY BETWEEN FATE AND
FREE WILL BUT BEGCAUSE OF HIS OWN FREE WILL-~THAT 1S, THE VIEWER 1S 0BLI~
GATED TO GONDEMN BECAUSE THE INDIVIDUAL CHARACTERS DO HAVE THE ABILITY TO
MAKE A CHOICE BETWEEN GOOD AND BAD, AN ABILITY NOT MODIFIED BY THE IRONIES
OF FATE WHICH KEEPS MECESSARY INFORMATION HIDDEN FROM THE CHARACTERS.

ALTHOUGH SECONDARY, THE EMOTIONAL APPEAL IS NONETHELESS REAL AND

IMPORTANT. BUT THE PRINCIPAL EMOTION WHICH 1S CREATED 1S HORROR. HORROR

ZRAPHAEL, ParRADOX oF TRAGEDY, P. 25.

43Tu|s IDEA IS SIMILAR TO MUuLLER'S BROAD DEFINITION OF TRAGEDY
AND TO A. C. BRADLEY'S NOTION OF "WASTED GOODNESS'" EXCEPT THAT BRADISY 1S
THINKING OF A GOODNESS ALREABY IN EXISTENCE BUT MADE INOPERATIVE BY EVIL
. RATHER THAN OF A GOODNESS WHICH REMAINS IN POTENTIA. SEE MuLLER, SPIRIT
OF TRAGeDY, P. 11, AND A. C. BRADLEY, SHAKESPEAREAN TRAGEDY: LECTURES ON
HaMLET, OTHELLO, KING LEAR, MacBETH (2nND ED., LONDON: MacMILLAN AND Co.,
Lto., 1926), pr. 23, 37."

SEE BRADLEY, PP. 32-33. BRADLEY INSISTS THAT "WHEN WE ARE IM=-
MERSED IN A TRAGEDY, WE FEEL « + o EMOTIONS . . « BUT WE DO NOT JuDGe"
OR WE DO SO EITHER THROUGH OUR OWN FAULT OR THE FAULT OF THE PLAYWRIGHT.
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ITSELF IS A SECONDARY EMOTION WHICH OCCURS AS A REVULSION WHEN ONE RECOG-

NIZES THE SIMULTANECUS EXISTENCE OF BOTH THE SIMILARITIES TO AND THE DIS=-

-

TORTIONS OF THE IDEAL, PRESENT IN ANY GIVEN CHARACTER OR SiTUATION. It A

REQUIRES, HOWEVER, A PREPONDERANCE OF THE DISTORTIONS SO THAT THE VIEWER,
FINDING HIMSELF ON THE VERGE OF APPROVAL BECAUSE OF ONE "ADMIRABLE" CHAR-
ACTERISTIC, 1S ABRUPTLY BROUGHT UP SHORT WHEN H1S JUDGEMENT FORCES UPON
HIM THE REALlZATloﬁ OF'THE UNACCEPTABLE Qsz TO WHICH THIS ONE CHARACTER-
ISTIC IS BEING PUT. THAT ISy THE PROTAGONIS+ HAS AN ADMIRABLE QUALITY
WHOSE EXAGGERATION L;ADS‘THE CHARACTER TO oéPRAVITv; snhcé THE CHARACTERS
WITH WHOM HE IS SURROUNDED, WHILE HAVING NO "EvIL" QuUALITIES, MAY‘HAVE NO
ADMIRABLE ONES EITHER, THE VIEWER'S UNQJALIFIED REACTION IS TO APPROVE
THE PROTAGONISTes THE HORROR ARISES wﬁEN Tué VIEWER PERCEIVES (quaLi=
FIED JUDGEMENT) THAT HE HAS ALL BUT APPROVED GROSS EVILS ALONG WITH THE
GOOD. SINCE TH!S ONE ADMIRABLE CHARACTERISTIC IS USUALLY CLEVERNESS IN
THE TRAGEDY OF N;T, THE FIRST RESPONSE OF THE MIND IS TO WISH FOR THE AT-
TAINMENT OF THE PROTAGONIST'S MACHINATIONS. Hoéaon THEN 1S THE STABILIZ~-
ING EMOTION WHICH OCCURS WHEN THE MIND GRASPS THE TOTAL PICTURE. BuUT HOR-
OR, OF COURSE, 1S AN ANTIPATHETIC NOT AN EMPATHETIC RESPONSE. THE AUDI=-
ENCE MA; HAVE LAUGHED AT THE PROTACGONIST'S WIT AND MAY HAVE EVEN ADMIRED
THE HISTRIONIC HEROISM OF HIS DEATH, BUT THE ADMIRATION AS WELL AS THE
LAUGHTER REMA INS SOLITARY, WITHOUT THE SHARED WARMTH OF GROUP FEELING AND
. 3

WITHOUT PITY. CLEARLY, SUCH AN EFFECT ON THE AUDIENCE DIST)”GUISHEQ THE
TRAGEDY OF WIT FROM OTHER TYPES OF fnacsov.

ALTHOUGH IN THE ACTUAL SEQUENCE OF EVENTS IN THE STuDY OF MnoﬁLE-

TON'S TRAGEDIES THE CHARACTERISTICS DESCRIBED IN THE PRECEDING PAGES WERE

FOUND AS A RESULT OF THE ANALYSIS RATHER THAN BEING A PRIORI ASSUMPTIONS,
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IT HAS SEEMED MOST FEASIBLE ‘TO CONSIDER SATIRIC TRAGEDY AS A GENRE AND
TO DELINEATE ITS DIFFERENCES FROM CLASSIC TRAGEDY IN THIS INTRODUCTION.
THE THREE PRINCI!PAL CHAPTERS ARE ANALYSES'OF THE PLAYS SEVERALLY, THEIR
THEHES,‘THEIR TECHNIQUES, AND THEIR POTENTIALlTlEé AND REALIZAT{ONSo THeEY
ARE, FURTHER, AN ATTEMPT TO SHOW HOW THE GENERAL CHARACTERISTICS OF SA=
TIRIC TRAGEDY ARE UTILIZED BY MlDDLETO“. THE‘ORDER OF DISCUSSION IS BASED.
- ;

ON THE DATING WHICH RIBNER SUGGESTS BECAUSE AN ANALYSIS OF BOTH THEME AND
TECHNIQUES INDICATES A DEFINITE PROGRESSION FROM HENGIST THROUGH IﬂE

45

CHANGELING TO WOMEN BEWARE WOMEN.

THE THEMATIC STATEMENTS OF MIDDLETON'S THREE TRAGEDIES INDICATE
THIS PROGRESSION CLEARLY. THE THEMES BELONG TO THE GENERAL CATEGORY OF
REASON PERVERTED BY A WILL EMERGENT FROM UNCONTROLLED PASSIONS. THUS,
LUST, |. E« LOVE UNCONTROLLED, ' IS THE CENTRAL NARRATIVE CONGCERN OF THE
THREE PLAYS. THE DESTRUCTION OF THE PRINCIPALS OCCURS THROUGH THEIR USE
OF REASON IN THE SERVICE OF THE WILL TO GRATIFY THEIR LUSTS. SEXUALVLUST
AND LUST FOR POWER, BOTH UNLAWFUL AND HENCE UNREASONABLE |IN ALL THEIR

MANIFESTATIONS, FORM THE SPECIFIC INTEREST IN HENGIST. THE CHANGELING

SHOWS SEXUAL LUST AS THE EQUIVALENT OF UNREASON, OR WILL PERVERTED, THE

ROOT FROM WHICH ALL EVILS GROW. WOMEN BEWARE WOMEN 1S A WORLD WHERE SEX-

UAL LUST ITSELF HAS BECOME CORRUPTED, FOR IT HAS HERE BECOME INCESTUOUS

“5|RVING S. RIBNER, JACOBEAN TRAGEDY: QUEST FOR MoraL ORDER (New
York: BARNES AND NosLE, 1962), p. 124, Fo00TNOTE 1. THE DATE USUALLY
GIVEN FOR HENGIST 1S 1615-1620 aND ForR THE CHANGEL ING, 1622. See BaLD,
MipoLeTON'S HENGIST, Pe X111, AND BAawcuTT, MIDDLETON'S CHANGELING, PP.
XX1V=XXV. AS FOR THE DATING OF WOMEN BEWARE WOMEN, THERE IS NO CONSEN-
SUS. JACOBS SPENDS SOME NINE PAGES TO ARRIVE AT NO CONCLUSION. SEE
EL1zaBeTH JacoBs, "A CRiITIcAL EpiTioN OF THOMAS MIDDLETON'sS WOMEN BEWARE
WOMEN" (UNPUBLISHED DOCTORAL DISSERTATION, UNIVERSITY OF WISCONSIN,
19E15, PP. LXV111=LXXVIie. COPE ARGUES THAT IT BELONGS WITH TRIUMPHS gg'
TRUTH, 1613-1614. See Jackson |. Cope, "THE DATE oF MIDDLETON'S WOMEN
BewarRe WoMEN,'" MoDERN LAMGUAGE NoTes, LXXVI, 295-300.
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OR 1S PUT TO THE SERVICE OF MATERIALISM., THE CHANGEL ING SHOWS MAN GEN=

ERALLY MORE DEGRADED THAN IN HENGIST, NHERE’THERE ARE STILL A NUMBER OF

GOOD PEOPLE. WOMEN BEWARE WOMEN IS A WORLD WORSE YET WITH ONLY ONE CHAR=-

'ACTER WHO IS ACCEPTABLE-—AND EVEN HE CANNOT FUNCTION AS AN INTEGRAL PART
OF THIS WORLD.
THE MANIPULATION OF TECHNIQUE SHOWS THE SAME ORDER FOR THE PLAYS

AS THAT SUGGESTED BY THE THEMES. ALTHOUGH THE CHANGELING IS JUST AS GOOD

A PLAY AS WOMEN BEWARE WOMEN, OR PERHAPS EVEN BETTER, IT IS NEARER IN

TECHNIQUE TO HENGIST THAN 1S WOMEN BEWARE WOMEN. FiRsT, wHEREAS HENGIST

HAS TOO MANY dHARACTERS WHO FOR THE MOMENT OCCUPY TOO MUCH ATTEﬁTION FOR

{T TO BE DRAMATICALLY FOOUSED, 'IN THE CHANGELING THE DRAMATIC ENERGY IS

NOT DISSIPATED SINCE MIDDLETON TAKES THE TWO MOST INTERESTING TYPES FROM

. HENGIST AND MAKES THEM THE CENTER OF THE ACIJON; ALTHOUGH THERE 1S SOME

SIMILARITY BETWEEN THE CHARACTERS OF HENGIST AND THOSE OF WOMEN BEWARE
WOMEN, A GREATER SIMILARITY EXISTS BETWEEN THOSE OF HENGIST AND THOSE

OF THE CHANGEL ING. SECOND, BOTH HENGIST AND THE CHANGEL ING USE THE DUMB=-

SHOW, WHEREAS WOMEN BEWARE WOMEN USES THE MASQUE. ALTHOUGH THE DUMB-

SHOWS IN BOTH HENGIST AND THE CHANGEL ING FUNCTION THEMATICALLY, THEY ARE

DRAMATICALLY DETACHED. BuUT THE MASQUE IN WOMEN BEWARE WOMEN IS CAREFULLY

INTEGRATED INTO THE DRAMATIC STRUCTURE. LIKEWISE THE USE OF THE SUBPLOT

MOVES FROM HENGIST THROUGH THE CHANGEL ING TO WOMEN BEWARE WOMEN. IN EACH

SQOOEEDING PLAY, THE STRUCTURE OF THE SUBPLOT BECOMES MORE INTRICATE.
THE suBPLOT OF HENGIST SCARCELY HAS A NARRATIVE STRUCTURE AT ALL; Fur-

THER, IT HAS A RATHER MORE GENIAL COLLECTION OF COMIC FIGURES THAN DO THE
OTHER TVQ. THEY HAVE NOT BEEN MADE TOTALLY SUBORDINATE TQ THE CONTROL~-

LING TRAGIC RHYTHM OF WHICH THEY ARE A PART. THE SUBPLOT OF THE CHANGELING
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IS A PERFECT VEHICLE:? IT HAS A STRUCTURE W|THOUT LOOSE ENDS; THE COMIC
FIGURES HAVE INTEGRITY IN THEIR OWN COMIC STRUCTURE, BUT THE STRUCTURE

ITSELF HAS EXISTENCE ONLY AS A MIRROR WORLD IN A TRAGEDY. YTHE SUBPLOT,

LIKE THE MAIN PLOT, OF WOMEN BEWARE WOMEN SHOWS MANKIND AS MORE REPULSIVE
THAN HE APPEARS IN THE OTHER TwWO PLAYS. FINALLY, THE TwO PLOTS OF WOMEN

BEWARE WOMEN ARE TIGHTLY INTERWOVEN IN NARRATIVE AS WELL AS IN THEME AND

IN ;MAGERY-

.IN THE FOLLOWING CHAPTER, VHENGIST IS SEEN TO BE A SATIRIC VIEV
OF HAN AND HIS CONQERNS AS SEEN THROUGH A SEGMENT OF EARLY ENGLISH H}S-
TORY. ALTHOUGH HISTORY SUPPLIES THE NARRATIVE, THE‘REAL SUBJECT OF THE
PLAY IS MA&'S CREATION OF A GROTESQUE WORLD WHEN HE USES RATIONAL EMPIR-
ICISM ALONE AS H!IS GUIDEg THE EVILS OF THIS U&RLD ARE NOf SIMPLY LUST,

GREED, MURDER); THESE EXIST HERE BECAUSE THEY ARE THE RESULT OF ACTS OF

witlLe HENOE, THE RECURRENCE OF TERMS SUCH AS JUDGEMENT AND WILL COUPLED
WITH THEIR METAPHORIC EQUIVALENTS, IMAGES OF SIGHT AND BLINDNESS. 014
SUCH COMPLEXITY 1S THE DRAMATIC ARTICULATION IN MIDDLETON'S EARLIEST

TRAGEDY, HENGIST, KING OF KENT.




CHAPTER 11

HENGIST

HENGIST KiNG OF KENT ©OR THE MAIOR OF QUINBUROUGH, MIDDLETON'S

FIRST TRAGEDY;A IS AN INTRIGUING FAILURE., EVEN THOUGH IT FAILS DRAMATI-

CALLY, IT FORMS A MUCH MORE IMPORTANT PART OF MIDDLETON'S CANON THAN HAS
1

HITHERTO BEEN NOTICED EXCEPT BY RIBNER BRIEFLY AND BY BALD, WHO MAKES

IT THE AIM OF SECTION IV OF HIS INTRODUCTION TO SHow "THAT HeENGIsT, KING

oF KENT 1S A PRODUCT OF THE SAME MATURE POWER THAT CREATED WOMEN BEWARE

WoMEN, THE CHANGEL ING, AND A GAME AT CHESS, AND 1S NOT UNWORTHY TO BE

RANKED éesnos THEM."Z ALTHOUGH NO cénrlcs HAVE GONE SO FAR AS BALD IN
ITS PRAISE, IT HAS LONG SINGE BEEN REMARKED THAT THE POETRY AND MANY OF
THE INDIVIDUAL SCENES ARE ExcsL;ENT. EVEN THOUGH BY COMPARISON WITH THE
MASTERPIECES Tu; CHANGEL ING AND WOMEN BEWARE WOMEN IT FALLS FAR SHORT OF

3

THEIR ACHIEVEMENT, AN ANALYS!S SHOWS THAT MIDDLETON WROTE AT LEAST

HiS TRAGEDIES FROM A CLEARLY DEFINED POINT OF VIEWy, CONTRARY TO THE

1RlaNER, JAGOBEAN TRAGEDY, P. 125.
2

BALD, MiDDLETON'S HENGIST, P. XLII1.
9 ]

3BALo WISHES TO RANK THE THREE TOGETHER PRINCIPALLY BECAUSE HE
DOES NOT FIND THE COMIC SCENES OF THE LAST TWO ANY BETTER THAN THOSE OF
HENGIST, WHICH HE SAYS FAIL TO "EMPHASIZE THE TRAGIC THEME'" ALTHOUGH HE
DOES ADMIT THAT THE SCENES IN HENGIST '"WORM A NOT UNWELCOME INTERMISSION
FROM THE GRIM POWER OF THE TRAGEDY IN WHICH THEY ARE seT" (PP. XLV,
L1)e HE THINKS THAT BRADBROOK'S DEFENSE OF THE SUBPLOTS IN THE CHANGEL ING
AND WOMEN BEWARE WOMEN 1S NOT VERY CONVINCING (Pe xLVI).

20
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OPINIONS OF T. S. ELtOT AND UNA ELLIS-FERMOR, AND WITH THE SAME STRUC=-
TURAL TECHNIQUES. FURTHERMORE, |IN ADDITION TO BEING THE SAME KIND OF

TRAGEDY AND USING THE SAME TECHNIQUES AS THE CHANGEL ING AND WOMEN BEWARE

WOMEN, IT HAS THE SAME COMPLEXITY AND ORGANIC INTERRELATION OF STRUCTURE,
vPLOT, IMAGERY, AND LANGUAGE WHICH THEY HAVE AND WHICH MIGHT WELL HAVE
| ) ~

PRODUCED A MASTERPIECE. .

ALTHOUGH HENGIST IS NOT WITHIN ITSELF A GREAT TRAGEDY FOR DRAMA—
TIC REASONS, IT MUST HAVE BEEN OF INESTIMABLE VALUE TO MIDDLETON AS A
PROVING GROUND FOR THE TwO GREATER PLAYS. IN IT HE ATTEMPTS A COMBINA-
TION OF THE Tﬁo STRUCTURAL METHODS THAT HE WAS LATER TO sspAéATE IN THE
TWO OTHER PLAYS: THE REDUPLICATION OF THE THEMES, cHAnAcTéRs, INCIDENTS
IN THE TRAGIC PLOT AND THE PARALLELING OF THE TRAGIC ACTION WITH COMIC
SCENES. |T ALSO GIVES A PREVIEW OF MANY OF THE SAME CHARACTERS, MOST OF
THE SAME THEMES, SOME OF THE SAME IMAGES. FINALLY, IT DEMONSTRATES THAT
MUCH~D1SCUSSED MIDDLETON TALENT, THE IRONIC OR SATIRIC METHOD.

BEFORE ANY FRUITFUL DISCUSSION OF HENGIST AS AN ANTICIPATION OF
- THE TWO LATER PLAYS CAN TAKE PLACE, IT IS NECESSARY TO SEE WHAT MiooOLE-
TON DID OR TRIED TO DO HERE. OF THE THREE PRINCIPAL CRITICS WHO DEAL AT
ALL KINDLY WITH THIS PLAY,5 THE CONSENSUS SEEMS TO BE MOST APTLY STATED
BY SCHOENBAUM: M. , « THE FINISHED PRODUCT 1S LACKING IN UNITY OF PUR-

6
POSE'™ OR IT HAS AN "UNCERTAINTY OF INTENT.' THE FAILURE TO DISCOVER A

UNITY OF PURPOSE MAY HAVE RESULTED FROM THE FACT THAT THESE AND OTHERS

4EL|OT, EL1ZABETHAN DrRAMA, PP. 83-85; ELLIs-FERMOR, JACOBEAN
DraMA, P. 129. :

DBALD, MipoLETON's HENGIST, P. xL111; BARKER, MIDDLETON, P.
152; ScHoensBauM, MIDDLETON'S TRAGEDIES, P. 101,

ScHoENBAUM, P. 101.
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HAVE NOT SETTLED IN THEIR OWN MINDS JUST WHAT KIND OF PLAY THEY ARE CON-—
SIDERING OR aAVE TRIED 'TO FORCE THE PLAY INTO SOME RIGID FORM BECAUSE OF
THE SUPERFICIAL RESEMBLANCES IT MAY HAVE TO OTHER PLAYS OF THAT GENRE.
RATHER THAN LOOKING AT THE PLAY ITSELF OR COMPARING IT WITH Iﬂs

CHANGEL ING OR WOMEN BEWARE WOHEN, MOST HAVE FOCUSED ON PARTS OF THE PLAY

RATHER THAN ON THE WHOLE OR HAVE USED ACCIDENTAL OR INCIDENTAL SIMILARIi~
TIES TO OTHER ELI1ZABETHAN PLAYS TO DISCOVER ITS TYPE AND HENCE ITS PUR-

7

POSE. |T HAS BEEN VARIOUSLY CLASSIFIED AS A COMEDY, A TRAGICOMEDY, A
9 10 L 1 " ]
TRAGEDY,” A CHRONICLE PLAY, AND A "THING," AN '"| DON'T KNOW WHAT IT 15,
] ‘- "1 1
BUT IT'S AS MUCH A HISTORY AS A TRAGEDY OR VICE VERSA. ALTHOUGH KLEIN
IS NOT SPEAKING OF HENGIST, HIS REMARKS UPON SIMON'S QUESTION "CALL You
THIS A MERRY COMEDY, WHEN A MAN'S EYES ARE PUT OUT IN IT2" ARE MUCH TO
THE POINT. HE sAYs THAT "MIDDLETON HERE IS POKING FUN AT THE PRACTICE OF
EARLY TITLE-PAGES TO DESCRIBE A PLAY AS MERRY, WHEN IT WAS A CONFUSION OF
' ll1‘2 | " "
HORSEPLAY AND TRAGEDY. ALTHOUGH | DO NOT THINK IT IS A '"CONFUSION" OF

HORSEPLAY AND TRAGEDY, SOME D0, BUT SO FAR AS | KNOW NO ONE NOW SUGGESTS

THAT IT MIGHT REALLY BE A COMEDY. | ALSO SEE NO POSSIBLE JUSTIFICATION

7TITLE PAGE 7, THE QUARTO, FACSIMILE IN BALDO, MIODLETON'S HENGIST,
Pe XXVie

8THOHAS'MIDDLETON, WOoRKS, ED. A. H. BuLLeEn (BosTonN: HouGHTON
MiFFLIN AND Co., 1885), 1, xix-xx; ARTHUR SYMONS, STUDIES IN EL1ZABETHAN
DraMa (New York: DuTTon AND Co., ¢. 1919), p. 217.

9BALD, P. xLvi; FREDERICK S. BoAs, INTRODUCTION TO STUART DRAMA
(OxForo: AT THE UNIVERSITY Press, 1946), p.230.

OFELIX E. SCHELLING, THE ENGLISH CHRONICLE PLAY (NEw YORk: Mac-
MiLLAN Co., 1902), pp. 181-183; BaRker, MiDDLETON, P. 116.

_j1SCHOENBAUH,'MIDDLETON'S TRAGEDIES, PP. 70, 863 RiIBNER, JACOBEAN
TrRAGEDY, P. 125, FOOTNOTE ONE; R1BNER, HISTORY PLAY, P. 250,

2DAvw KeeiN, THE EL1ZABETHAN DRAMATISTS AS CriTics (New York:
PHILOSOPHICAL L1BRARY, c. 1963), P. 194.
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FOR ITS CLASSIFICATION AS A TRAGicOMEDY UNLESS ONE SEES THE PLAY AS MET-
ING OUT REWARDS AND PUNISHMENTS ON THE BASIS OF POETIC JUSTICE OR UNLESS
ONE 1S USING THE TERM FOR ANY COMBINATION OF COMIC AND TRAGIC HATERIALS.A
ALTHOUGH IT ACCOUNTS FOR THE USE OF THE PRESENTER AND THE CHORUS AND FOR
THE EPISODIC STRUCTURE, TERMING HENGIST A CHRONICLE PLAY IGNORES THE STAN=~
DARD FUNCTION OF CHRONICLE PLAYS, FOR HENGIST HAS MUGCH LESS OF A POLiTICAL

-IMPLICATION FOR RENAISSANCE ENGLAND THAN EVEN HAMLET AND LEAR, FAR LESS

P

THAN RICHARD ||l OR RICHARD |ll. RATHER THE THEMATIC PURPOSE {S |IN THE

AREA OF MORALITY INSTEAD OF 'IN THE AREA OF'STfTECRAFT--HENcE, A TRAGFDY
RATHER THAN A CHRONICLE HISTORY.13 l? ONE PUTS ASIDE PRECONCEIVED NOTIONS
OF TYPE CAUSED BY THE FACT THAT HENGIST EMPLOYS MATERIALS FROM ENGLISH
HISTORY‘AND IS EPISODIC IN STRUCTURE, THEN HE CAN SEE THAT LIKE OTHER
TRAGEDIES IT SPEAKS DIRECTLY TO THE INDIVIDUAL VIEWER AS A MORAL AGENT
RATHER THAN AS A POLITICAL UNIT.

CLEARLY AN OVERT STATEMENT OF PURPOSE 1S NOT THE FINAL. DETERMI~
NANT:IN'DECIDING’ WHETHER THE PLAY FULFILLS AJ UNIFIED PURPOSE, BUT lTl
CERTAINLY IS WORTHY OF CONSIDERATION, AT LEAST AS A PLACE TO BEGIN. In
THE FIRST CHORUS, RAYnuLPH THE PRESENTER STATES EXPLICITLY THE GU;DING
PRINCIPLE:?

ANCIENT STORYES HAUE BENE BEST,
FASHIONS THAT ARE Now CALLD NEW

u
HAUE BENE WORNE BY MORE THAN YO ,

13ALTHouou THERE IS MUCH CONFUSION IN ELIZABETHAN AND JACOBEAN
DRAMA OVER THE EXACT LIMITATIONS OF TRAGEDY AND THE CHRONICLE PLAY, IT IS
OF LITTLE CONCERN HERE SINCE HENGIST ONLY ACCIDENTALLY HAS A NARRATIVE
WHICH COMES FROM ENGLISH HISTORY. FOR THE BEST DISCUSSION OF THE FUNC-
T1ON OF ENGLISH HISTORY IN ELI1ZABETHAN AND JACOBEAN DRAMA SEE RIBNER,
HisTOoRY PLAY, CHAPTERS 11 AND XIX.
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ELDER TIMES HAUE vsD vE SAME

‘THOUGH THESE NEW ONES GET YENAME,

SO IN STORY WHATS NOW TOLD

THAT TAKES NOT PART WITH DAYS OF OLD?

THEN TO PROUE TIMES MUTUALL GLORYE

loOYNE NEW TIMES LOUE, TO OLD TIMES sroavz.1

< (CHorus 1, 10-18)

THE IDENTITY OF MEN'S PAST AND PRESENT ACTIONS IS A THEME WHICH HAS HELD
THE ATTENTION OF MANY WRITERS, BUT FEW HAVE SO EXPLICITLY STATED IT.

_ -
THE SPECIFIC MOTIFS IN THIS PLAY WHICH SHOW THAT THERE IS NOTHING NEW

UNDER THE SUN ARE IMPLICIT BUT NONETHELESS EVIDENT:_ ONE, THE TEMPTATIONS

TO EVIL REMAIN CONSTANT FROM ADAM TO CHRIST To CONSTANTIUS, VORTIGER, ET

CETERA TO THE AUDIENCE (THE LATTER BY 0BVIOUS SYMBOLIC EXTENSION); Two,

A FEW WITHSTAND TEMPTATIONS; MOST SUCCUMB; THREE, THOSE wu§ SUCCUMB HAVE
ALWAYS aeéu TRYING TO FIND REASONABLE JUSTIFICATION FOR THEIR FAILURES TO
WITHSTAND THESE TEMPTATIONS; FOUR, THE BEST ENDOWED FREQUENTLY BEHAVE THE
WORST AS DO HORSus AND RoxENA.

THE CONDITIONS OF THE TEMPTATIONS TO EVIL IN HENGIST ARE SIMILAR
TO THOSE OF ADAM, CHRIST, OR ANY MAN. FIRST, THE TEMPTATIONS CAN BE
CLASSED TOGETHER UNDER THE GENERAL HEADINGS OF THE LUST OF THE FLESH, THE
LUST OF THE EYE, AND THE PRIDE OF LIFE.16 OR TO SHIFT THE FOCUS TO THE

RESULT==THEY ARE TEMPTATIONS TO COMMIT ONE OR MORE OF THE SEVEN DEADLY

1% -
ALL QUOTATIONS FROM HENGIST ARE IN THE BALD EDITION CITED ABOVE.

1

5IN THE PHILOSOPHIC LYRIC, BOTH Ts S. ELIOT IN "BurnT NORTON"
AND WALT WHITMAN IN T'"PASSAGE TO INDIA'" STATE THE IDEA RATHER DIRECTLY.
IN DRAMA THE MOST OVERT STATEMENT 1S IN THORNTON WILDER's THE SkIN oF QuR

TEETH.

16
| BELIEVE THAT THIS 1S STANDARD PROTESTANT TERMINOLOGY BASED ON
THE THREE PART DIVISION OF THE TEMPTATIONS OF EVE AND CHRIST.
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suns.17 SECOND, EACH PERSON HAS A TEMPTER, A DECEIVER: Voquezn ACTS
AS TEMPTER FOR CONSTANTIUS, CASTIZA, AND Roxsng; HoRrRsus FoOR Voérlsza
AND CasTizAa; SYymoN FOR HeENGIST aND OLIVER. Excepjr FOR ConsTaNTius, Cas-
TiZA, AND POSSIBLY OLIVER,18 THE OTHERS IRONIGALL* ENOUGH Ac; AS BOTH
TEMPTED AND TEMPTER. THIRD, SOME YIELD TO TEMPTATION AND BLAME FATE,
WHEREAS A FEW WITHSTAND TEMPTATION AND DESCRIBE THEIR CONDITIONS AS THE
WORKINGS OF THE WILL OF HEAVEN. THOSE WHO WITHSTAND ARE TEMPTED ONLY BY
clacunsWANcES_qvea WHICH THEY HAVE NO CONTROLj; THOSE WHO SUCCUMB CALL UP
TQEIR OWN TEMPTERS.

AN ANALYSIS OF THE MAJOR CHARACTERS REVEALS THAT YIELDING TO FOR-
BIDDEN DESIRES LEADS TO DESTRUCTION IN LIFE. HORSus, ROXENA, VORTIGER,
AND Hené|sr ALL DIE AS A DIRECT RESULT OF THEIR APPETITES. YET THE PLAY
DOES NOT MAKE THE CONVERSE gTATEHENT FOR VIRTUE==THAT IF ONE 1S GOOD AND
DISCIPLINES HIMSELF WISELY HE WiLL PROSPER. ALTHOUGH CASTIZA'S RESTOR-
ATION IN THE EYES OF HER FELLOWS MIGHT BE CONSIDERED VIRTUE REWARDED,
THERE IS NO EVIDENCE THAT THE AUDIENCEl 1S SUPPOSED TO INTERPRET IT IN
THIS WAY. FURTHERMORE, DESPITE THE BELIEF OF CONSTANT |US THAT HIS DEATH
MAY BE THE "WAIREST GOOD'" TO COME FROM HIS KINGSHIP, HIS MURDER CAN HARD-
LY BE SO~CLASSIFIED FROM THE POINT OF VIEW OF THE AUDIENCE.

UNTIL HIS DEATH IN THE DUMB=-SHOW AT THE END OoF AcT Il, SCENE 1,
CONSTANTIUS RESISTS FIRST THE TEMPTATION OF PRIDE=—EARTHLY Pdwea AND PRO~
GENY~~AND YIELDS TO THE DEMANDS OF RULE ONLY UPON THE JUDGEMENT OF HIS

RELI1GIOUS SUPERIOR GERMANUS:

1 .
7THE TERM SEVEN MORTAL SINS 1S CATHOLIC TERMINOLOGY FOR THE SAME
{DEA EXPRESSED BY PROTESTANTS IN A THREE DIVISION TERM.

18 :
“"OLIVER tS A COMIC FIGURE, NOT AN EXAMPLE OF GOOD.
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ConsT: : STAND NOT |
CLEERE FROM ALL TEMPORALL CHARG BY MY PROFESSION?
GERM: NOT WHEN A TIME SO VIOLENT CALLS VPON YOU: ,
WHO's BORNE A PRINCE IS BORNE FOR GENERALL.ﬁEAOE
NOT HIS OWNE ONELY, HEAUEN WILL LOOKE an HIM
IN OTHERS BUISNES, AND REQUIRE HIM THEIR.

, (1, 1, 98-103)
EVEN AFTER THIS DECISION, HE DOES NOT AGCCEPT WITH ANY KIND OF PLEASURE--
RATHER THE OPPOSITE: "wELL MAY THE WAIGHT [OF TEMPORAL RULE] KkiILL Mg/
AND THATS THE FAIREST GooD | LOOKE FOR FroM'T" (1,1, 134-135).

THE TEMPTATION TO SLOTH=-THE PLEASURES OF RULE WITHOUT THE BUR=
DENS=-1S TURNED VERY NEATLY, ALTHOUGH unconsélouva,_ AGAINST VORTIGER,
THE TEMPTER, BECAUSE ConsrAqups DOES NOT WISH TO SUFFER THE PANGS OF RE—~
MORSE IN SEEING MANOTHER GROANE VNDER [(vis] BurTHen" (1, 1, 162). A sim=
ILAR INTEREST IN WHAT MIGHT BE TERMED THE POMP OF POWER IS NOTICEABLY
LACKING IN CONSTANTIUS, AS CAN BE SEEN IN HIS URGING THE GENTLEMEN ATTEN=~
DANTS NOT TO MAKE HIS PRESENCE THE CAUSE OF THEIR stoTH (I, 11, 69).

THE NECESSITY, URGED BY VORTIGER,VTO BEGET PROGENY FOR puaposeé
OF SUCCESSION IS ALSO TURNED ASIDE.- THIS MAY STAND EITHER AS A FURTHERV
TEMPTATION TO VANITY OR, IF CONSTANTIUS HAD aeén SO INCLINED, AN EXCUSE
FOR sExUAL'DESIRE. AT ANY RATE, THIS DISCUSSION LEADS VORTIGER IMMED I~
ATELY TO SEND CASTI2A TO TEMPT CONSTANTIUS TO THE LUST OF THE FLESH. This
TEMPTATION, LIKE THE PREVIOUS ONE TO sLOTﬁ, TURNS UPON THE TEEPTER, FOR
CONSTANTIUS' ARGUMENTS FOR MAINTAINING VIRGINITY CAUSE CASTIZA TO RESOLVE
NOT TO MARRY VORTIGER, TO WHOM SHE 1S CONTRACTED.

ALL THE '"VEXATIONS'" PRESENTED TO THE KING IN ADDITION TO THEIR

URGE TO PRIDE, LECHERY, AND GLUTTONY ARE TEMPTATIONS TO WRATH. INSTEAD

OF WRATH, HOWEVER, HE FINDS PATIENCE AND CONCLUDES: ‘
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OH THiIS ONE OF.MY AFFLICTIONS
THAT WITH THE CROWNE INCLOSD ME, | MUST BEARE IT.
(1y 11, 107-108)

IN CHORUS 111, RAYNULPH, COMMENTING UPON THE MURDER OF THE KING, OFFERS

THE FOLLOWING SUMMARY:

e ¢« o+ NOTHING COULD PREVAILE TO TYRE

THE 600D KINGS PATIENGE + « « o (CHORUS 111, 1=2)

CASTIZA, LIKE THE KING, IS ABLE TO WITHSTAND THE TEMPTATIONS OF~
FERED HER ALTHOUGH THEY ARE MORE LIMITED. IN NUMBER THAN nge AS MIGHT BE
EXPECTED IN A JACOBEAN TRAGEDY, HER TEMPTATIONS CONCERN THEMSELVES WITH
usn-séxyAL FIDELITY. OSTENSIBLY, HER TRIAL IS MOST SEVERE WHEN Horsus
URGES HER "Consent" (111, 11, 89) To "uis pEsIRES." BuT HORSUS AND THE
AUDIENCE HAVE ALREADY BEEN WARNED NOT TO EXPECT CAPITULATION BECAUSE OF
VORTIGER'S bsscaléfloﬁ OF HIS wire:

SHEES SO SYN=KILLING MODEST, THAT IF ONLY
To MOUE THE QUESTION WERE ENOUGH ADULTERY
To CAUSE A SEPERATION, THEIRS NOE GALLANT
So BRASSYE IMPUDENT, DURST VNDERTAKE

THE WORDES THAT SHOLD BELONG TooT. (I1l, 1, 149-153)
YET SHE REACTS TO HER UNDESIRED MARRIAGE TO VORTIGER WITH THE STATEMENT:

YET'T'HAS PLEASD |UST HEAUEN
To seND ME A CONTENTED BLESEDNESS

IN THIS OF MARRIAGE w°" | EUER DOUBTED. ity 11, 16-18)
SECOND, AND THIS | THINK IS THE MOST SEVERE TRIAL, SHE MIGHT HAVE USED
""REASONABLE LOGIC'" TO CONCLUDE THAT SHE COULD IN GOOD CONSCIENCE sweAR
TO HER "MUNSTAINED PERFECTION' SINCE SHE DID NOT WILLINGLY LOSE HER HONOR.
SINCE THE DISASTERS RESULTING FROM MORAL CAPITULATION PROVIDE THE

THEMATIC FOCUS, THE FALLEN OCCUPY MORE ATTENTION THAN THE VIRTUOUS. Even
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THOUGH HE MAY NOT BE THE BEST DEVELOPED, THE CENTRAL CHARACTER IN THE NAR=-
RATIVE IS VORTIGER, FOR ALL OF THE MACHINATIONS OF THE PLAY INVOLVE HIS

19

AMBIiTION AND DESTRUCTION OR THAT OF HIS COMIC COUNTERPART, SIMON. THE
THEMATIC REDUPLICATIONS MAY MOMENTARILY FOCUS ON ANY OF THE OTHER MAJOR
CHARACTERS; HOWEVER, THE NARRATIVE ACTIONS STILL REVOLVE AROUND HIM. AT

v

THE OPENING OF THE PLAY, VORTIGER, WITHOUT BENEFIT OF TEMPTER, HAS SUC-
CUMBED ALREADY TO THE DESIRE FOR‘POVER. UNTIL HE IS FIRMLY ESTABLISHED
ON THE THRONE BY THE '"'FORTUNATE' ARRIVAL OF Hsnslsr AND HORSUS, THE NAR=-
P -
RATIVE IS DEVOTED TO HIS WORKING TO BEGOME KINGe HAVING SHOWN HIS AMBI=-
TION SATISFIED ALTHOUGH HIS CONTENTMENT HAS NOT BEEN REACHED, MIDOLETON
DRAMATIZES HIS PROGRESSIVE DEPRAVITY BY MAKING HIM GUILTY OF THE ADDI-
leuAL SINS OF GLUTTbNY, LUST, AND WRATH (PRIDE, ENVY, AND AVARICE HAVING
MOTIVATED HIS DRIVE FOR POWER). THE ONLY ONE OF THE MORTAL SINS HE DOES
NOT SEEM TO BE GUILTY OF IS SLOTH AND THAT 1S PERHAPS SUBSTITUTED FOR BY
THE FACT THAT HE 1S SO BUSY ACCOMPLISHING ALL THE OTHERS THAT HE HAS NOT
THE TIME FOR THIS ONEe SIGNIFICANTLY ENOUGH IT IS MENTIONED TWICE ALONG
WITH OTHER SINS. CONSTANTIUS GCOMMENTS ON THE SLOTH OF HIS ATTENDANTS,
AND Svnoﬁ ﬁELvnunafss" IT FROM BEING A SIN.
THE PIVOTAL POINT IN THIS SHIFT FROM THE FIRST COMPLEX OF SINS,
THE SINS OF THE WILL, TO THE SECOND, THE SINS OF THE BODY, IS VORTIGER;S
LonGg sPEECH (11l, 1, 96=115), WHICH SHOWS HIS READINESS FOR THE MANEUVER-
lﬁes oF Horsus, ROXENA, AND HENGIST, THE SCHEMES WHICH HAVE BEEN A~HATCH—~

ING WHILE VORTIGER IS OFF=STAGE. WHILE THIS SPEECH INDICATES HIS RECOG-

NITION THAT KINGSHIP 1S NOT WHAT HE THOUGHT T WOULD BE, HIS STATEMENTS

19

"SCHOENBAUM ALMOST RECOGNIZES VORTIGER AS THE CENTRAL FIGURE
(MiopLETON'S TRAGEDIES, P. 74), BUT SUBSEQUENTLY DENIES THAT HE IS WHEN
HE SAYS THAT THE PLAY "LAcks" A Hero (P. 100).
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CERTAINLY DO NOT SHOW HIS PENITENCE AT HAVING PLOTTED TO OBTAIN IT. RATH=
ER, HE CONCLUDES THE SPEECH BY AN INDICATION OF HIS WILLINGNESS TO DiSRUPT
FURTHER THE ORDER OF THE UNIVERSE, WHICH ESTABLISHES RULES FOR KINGS AS
WELL AS FOR SUBJECTS. IN THE TEMPTATION WHICH FOLLOWS THIS SPEECH, HORSUS
DOES NOT OCCUPY THE SAME POSITION IN REFERENCE TO VORTIGER THAT VORTIGER
DOES (N REFERENCE TO CONSTANTIUS; THAT IS, SINCE VORTIGER UNLIKE CONSTAN-
TIUS ALREADY HAS THE DESIRE, HORsuUS DdEs‘NOT TEMPT VORTIGER TO THE SIN
OF LUST, MERELY ITS MORE READY ACCOMPL ISHMENT. HORSUS MAY BE CLEVERER AT
INTRIGUE THAN VORTIGER, BUT HE CERTAINLY IS NOT BETTER AT RATIONALIZATION,

AS THE FOLLOWING LINES INDICATE:

ILE BREAKE THOURGH CusTOME, WHY SHOLD NOT vE MinD
THE NOBLER PART THAT'S OF VS, BE ALLOWED

CHANGE OF AFFECTIONS, AS OUR BODYES ARE

STiLL CHANGE OF FOOD AND RAYMENT; |LE HAU'T SOE;

ALL FASHIONS APPEARE STRANGE AT FIRST PRODUCTION

BUT THIS wOLD BE wWeLL FoLLowED. (111, 1, 110-115) -
THE BANQUET APPEARS IN THIS SECTION OF THE PLAY RATHER THAN IN
THE EARLIER PART OF THE STORY, WHERE IT WAS IN THE SOURCE, PERHAPS BECAUSE
GLUTTONY IS ONE OF THE LUSTS OF THE FLESH. GCERTAINLY NOTHING IS MADE OF
EXCESSIVE DRINKING OR EATING AT THIS BANQUET, BUT A NUMBER OF OTHER DIS=
AGREEABLE EVENTS OCCUR HERE: THE REVELATION OF CAsTizAa's '""sIN," THE UN=-
WARRANTED ATTACK THROUGH HER UPON THE MLIUES, LANDEsS & HONOUR'" ofF DeEvoN
AND-STAFFORD, AND THE FALSE-SWEARING OF ROXENA==THE FIRST AND THE LAST
THE RESULTS OF VORTIGER'S LUST FOR ROXENA, THE SECOND THE RESULT OF HIS
AVARICE. THUS VORTIGER, UNLIKE CONSTANTIUS AND CAST1ZA, YIELDS HIMSELF
TO EVIL. ACTUALLY HE HAS ALREADY YIELDED TO AMBITION BEFORE THE PLAY

OPENSy, FOR IN HIS FIRST SPEECH, HE SAYS:
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How NEERE wAs | To A ScePTER AND A CROWNE,

FAtRE POWER WAS EEN VPON ME, MY DESIRES

WERE TASTING GLORY, TILL THIS FORKED RABLE

WITH THEIR INFECTIOUS ACCLAMATIONS

POYSONED MY FORTUNE; THEY WIiLL HERE HAUE NONE

As LONG AS CONSTANTINS THREE SONS SURUIUE,
(ty 1y 5-10)

AND THE REST OF THE AGTIONZD FOCUSES ON THE LENGTHS TO WHICH VORTIGER
: adl /
GOES TO SATISFY HIS SELFISH DESIRES-=AMBITION IS JUST THE FIRST==AND ON
THE DESTRUCTION ATTENDANT UPON SUCH ACTIONS. HIS INTENDED REJEGTION OF
HENGIST, WHICH CALLS FOR THE PARLEY IN ORDER TO SAVE HIS KINGDOM, APTLY
PREFIGURES HIS WILLINGNESS TO HAND OVER HORSUS TO AURELIUS AND UTHER PEN-
DRAGON IN ORDER TO SAVE HIS LIFE. BUT INSTEAD OF HIS BREAKING THE RULES
AT WILL WITH IMPUNITY AS HE HAS DETERMINED‘TO DO, THE ACTUAL OUTCOME IS
THAT HE IS FIRST DETHRONED, THEN RETURNED TO THE THRONE ON CONDITIONS
ESTABL ISHED BY HIS SUBJECTS==THAT HE DISSOCIATE HIMSELF FROM THE SAXONS.
BEGAUSE HE HAS BEEN AWARE THAT WHAT HE WANTS HAS BEEN FORBIDDEN AND TRIES
TO RATIONALIZE AWAY HIS GUILT, HIS.ACTS ARE ACTS OF WiLL. THUS HIS DE=
STRUCTION INVOLVES NOT ONLY THE LOSS OF HIS KINDGOM AND HIS PHYSICAL DEATH
BUT ALSO THE LOSS OF HIS SOUL SINCE HE FAILS TO GOME TO ANY RECOGNITION OF

HIS GUILT==A NECESSARY PREREQUISITE FOR ANY PENITENCE OR FORGIVENESS.

FlNALLY, HIS DEATH SYMBOLICALLY DRAMATIZES THE DESTRUCTION OF THE SOUL.

20
THE DRAMATIC ACTION CONGCLUDES WITH THE DEATHS OF VORTIGER, HOR=-
SUS, AND ROXENA. | SHALL DISCUSS THE ACTUAL TEXT CONCLUSION AT THE END
OF THE CHAPTER WHEN | ANALYZE THE FAILURES. SEE INFRA P. 54-55,

1VORTIGER OBV IOUSLY DOES NOT SAY THAT HE REFUSES TO RECOGN | ZE
HIS RESPONSIBILITY, BUT HIS INSISTENCE, FIRST, THAT NOBODY OBJECTED TO
Hi1S MURDER OF CONSTANTIUS AND, SECOND, THAT HORsSus 1s RESPONSIBLE FOR HIS
MISTREATMENT OF HIS VIRTUOUS QUEEN CLEARLY DEMONSTRATES THE LACK OF SUCH
RECOGNITION.
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IN TORMENT AND HELL'S FIRE, IN JUST THE SAME WAY AS DO THE DEATHS OF HOR=-
suUSs AND ROXENA.

HENGIST, HbRsus, AND ROXENA, LIKE VORTIGER, END IN THAT DESTRUC-
TION WHICH IS THE INEVITABLE cowcLbsION OF THE CONTINUATION OF THE MORAL
COMMITMENT WHICH THEY HAVE ALREADY MADE BEFORE THEY APPEAR ON STAGE THE
FIRST TIME. HORSUsS AND ROXENA HAVE FALLEN TO LUST BEFORE THEY APPEAR THE’
FIRST TIME AND HAVE ALSO BEEN DECEIVING HENGIST FOR SOME TIME. THEY ARE
NoOw Anslflous AS WELL. HENGIST IS ALSO OVERLY AMB ITIOUS. AND THE TWO MEN
HAVE ;LREADY PUT THEIR TRUST IN FORTUNE (RATHER THAN IN THE WILL OF HEAV=—
E.u)22 AND IN THEIR OWN WIT BEFORE BEGINNING THEIR PRACTICE ON VORTIGER.

A SECOND THEMé, JUST AS IMPORTANT AS THE DRAMATIZATION OF THE’MOR-
AL CAPITULATION OF THE EVIL CHARACTERS AND THEIR SUBSEQUENT DESTRUCTION,
IS THE ANALYTICAL PRESENTATION OF WHAT IT IS IN SOME MEN THAT PRODUCES
THIS FALL. CONSTANTIUS ACTUALLY INTRODUCES THI1S PARTICULAR PROBLEM'AND
Givss HIS OWN ANSWER TO THE QUESTION, AannswER WHICH AS A SIMPLE STATE=-
MENT PREPARES THE AUDIENCE FOR ITS SUBSEQUENT DRAMATIZATION. CONSTANTIUS
SPEAKS SPEGIFICALLY‘ABOUT THE FAILURE TO KEEP FAST DAYS, BUT THE SYMBOLIC
APPLICATION iS5 BROAD ENOUGH TO INCLUDE THE REASONS FOR MAN'S COMMITTING

ANY SIN. He savs,

SURE TIS FORGETFULNESS AND NOT MANS WiLL,
THAT LEADES HIM FORTH INTO LICENTIOUS WAYES,
-~

HeE CANNOT CERTAINLY COMITT SUCH ERRORS,

AND THINK VPPON 'EM TRUELY « « « o (1, 11, 222-225)

2Mucu IS MADE, BY HORSUS PARTICULARLY, OF THE DIFFERENCE BETWEEN
THE GODS THE SAXONS WORSHIP AND THOSE WORSHIPPED BY THE ENGLISH. FORTUNE
IS THE GOODDESS, WHOM HORsSus, HENGIST, AND ROXENA WORSHIP iIN THZ DUMB—-SHOW]
THERE IS NO SUGGESTION THAT THEY THINK OF HER AS A BENEVOLENT DEITY DIREC-
TING THEIR LIVES IN THE WAYS THEY CANNOT UNDERSTAND BUT FOR THEIR ULTI-
MATE BENEFIT AS THERE IS IN THE STATEMENTS MADE ABOUT GoD BY CONSTANTIUS
AND CATIZA.
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HE 1S BOTH RIGHT AND WRONG IN TH!S STATEMENT. FIRST, MAN COMMITS EVIL
BECAUSE HE 1S SELF=-DECEIVED; THAT IS; HE IS "FORGETFUL" AND DOES NOT
THINK UPON HIS ERRORS "TrRueLY.”" |IT 1s, HOWEVER, nAN‘é wiLL THAT MOTi-
VATES THE SELF-DECEPTION.

VorRTIGER, HENGIST, HORSus, AND ROXENA ARE ALL GUILTY OF SELF-
DECEPTION. THEY DECEIVE THEMSELVES IN TWO WAYS: FleT,lTQEY ASSUME THAT
FATE (orR FORTUNE) 1S A. CONTROLLING FORCE IN THE LIVES OF MEN, NOT JUST TO
THE EXTENT OF CONTROLL ING THEI#}EXTERNAL CIRCUMSTANCES BUT ALso TO THE
EXTENT OF JUSTIFYING THEIR ACTIONS. SECOND, THE§ PERVERT ,REASON, WHICH
CONSTANTIUS sAYS "is PLACED / FGR MaANS o|REcT|§N," TO THE SERVICE OF RA-
TIONALIZATION OR RATIONAL EMPIRICISM AND CALL IT "JUDGMENT" OR "leoon."
dr THE FOUR WHO ARE SELF-DECEIVED, VORTIGER AND HENGIST REFER TO FATE OR
TO FORTUNE THE MOST FREQUENTLY, HORSus 0CCASIONALLY, ROXENA NEVER. BoTH
VORTIGER AND HENGIST IDENTIFY FORTUNE AS AN ACTIVE EXTERNAL AGENT IN
THEIR LIVES, BUT HORSUS RECOGNIZES IT AS THE PRODUCT OF HIS OWN WIT.

VORTIGER EMPLOYS FORTUNE EITHER TO IDENTIFY HIS OWN WISHES OR fo

y
JUSTIFY HIS SUBSEQUENT BEHAVIOR. AS THE SECOND, HE USES IT FREQUENTLY TO
INTRODUCE A BIT OF FURTHER "LOGICAL REASONING.'" IN RECEIVING THE NEWS OF
THE ARRIVAL OF THE SAXONS, HE MAKES THE STATEMENT, '"NEuerR CAME POWRE GUI-
DED Ww'" BETTER STARRS" (11, 111, 8)s HE ANTICIPATES HIS FORTHCOMING
STRUGGLE FOR THE THRONE BY SAYING,

THEN SINGE NESSESITY AND FATE WITHSTAND ME
ILE STRIUE TO ENTER AT A STRAIGHTER PASSAGE.

(1, 1, 25=26)
AND HE JUSTIFIES HIS SUBMISSION TO HENGIST AFTER THE TRICK AT THE PARLEY
BY COMMENTING, '"HE wHOM FFATE CAPTIUATES MusT YEILDE To Att" (IV, 111,

127). THE FOREGOING QUOTATION AND THE FOLLOWING ONE INDICATE THAT - HE
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THINKS OF FATE AS MERELY THE OPPOSITE OF FORTUNE, THE ONE WORKING TO HIS
DISADVANTAGE THE OTHER TO H!S ADVANTAGE. |IN REFLECTING ON THE FIRST
PROOF OF ROXENA'S VIRGINITY, HE SAYS,

THEIRS NO FAULT IN THEE BuT To COME SO LATE,
ALL ELS Is EXCELLENT; | CHIDE NONE BuT FFATE.
(11y 1eey 300-301)

ALTHOUGH VQRTIGER DOES NOT COME TO ANY REALIZATION OF HIS CWN RESPONSI-
BILITY FOR HIS DESTRU&TION,' HE CEASES fo ﬁgNTlou FATE OR FORTUNE ONCE T
OGCURS TO HIM TO PLAGE THE BLAME ON Horsus. HIsS LAST MENTION OF FATE
COMES WHILE HE STILL THINKS OF HORSUS AS HIS "FAITHFUL TREASURE" (IV, 111
157). WHEN, AFTER THE TRICKERY OF HENG1ST, HORsus CHIDES.HIﬁ FOR HIS FOR-
) | o | |

GETFULNESS, HE ASKS, '"Is MY RUIND FATE BLEST WITH SOE DEERE A FR}END?"
(v, 11, 154).

ALTHOUGH HENGIST IS WELL AWARE THAT FORTUNE IS USED TO EXCUSE
BEHAVIOR, AS CAN BE SEEN BY HIS STATEMENT "FORTUNE SITTS AT ALL OURS
CATcuuuc WHORES v [Tus NAME MISTRESS], / AND PLUCKS EM VP BY CLUS=
Ters" (11, 111, 240-241), HE, EVEN MORE THAN VORTIGER, PLACES THE RESPON-
SIBILITY FOR HIS CONDITION AND HIS ACTIONS UPON FATE OR FORTUNE. |IN REF-
ERENCE TO THE COMING OF THE SAXONS TO BRITAIN, ON TWO DIFFERENT OCCASIONS
HE Mzﬁrlous FORTUNE: FIRST, "OUR FATE HAS CAST VS VPPON BRITTAINES
Bounoes" (11, 11, 43), ano seconp, "A FAIRE & FohTUNAT; _CONSTELATION
RAIGND / WHEN we SET FOOTEING HERE" (111, 111, 1=2). USUALLY HOWEVER, HE
FEELS THAT GOOD FORTUNE IS MADE BETTER IF HE ACCOMPANIES IT WITH WiT.

THIS IDEA HE MAKES CLEAR BY THE FOLLOWING FOUR STATEMENTSS

(1) ' WE ARE ALL MY LORD
THE SONS OF FORTUNE, SHE HAS SENT VS FORTH
: 3 R
TO THRIUE, BY Y REDD SWEATE OF O OWNE MERRITTS.

iy 11, 39-41)
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(2) WEELE THANK OUR FORTUNE IN REWARDING HIM [Symon].
(ity 111, 49)
: , E R
(3 IT [BULL'S HIDE] IS Y FIRST FOUNDATIONS OF 0O FORTUNES.23
(hty 1y, 131)
(%) IFF WE LET SLIP THIS OPPERTUNEFULL HOWRE

TAKE LEAUE OF FORTUNE, CERTAINTY OR THOUGHT

OF EVER FIXING: WE ARE LOOSE AT ROOTE

' £ E

AND Y LEAST STORME MAY REND VS FROM Y BOSOME

OF THis LANDES HOPES FOR EVER. (v, 111, 1=5)
HOWEVER, AT THE END OF THE PLAY WHEN HIS FORTUNES;HAVE BEGUN TO FADE, HE
suoﬁs H1S CONTINUING BELIEF IN FATE AS AN OUTSlDé‘-CONTROLLING FORCE IN
THE LIVES OF MEN. WHEN HE HAS BEEN MADE PRISONERVBQ DEVON AND WITNESSES
THE DESTRUCTION OF ROXENA, HE SAYS,

THE CONSUMER HAS BENE HERE, SHES GON SHEES LOST,
IN GLOWEING CINDERS NOW LYES ALL MY'IOYES,
Y® HEADLONG FORTUNE OFF MY RASH CAPTIUITYE
STRIKES NOT SOE FERCE A WOUND 1NTO MY HOPES
As THY DEERE Loss. (v, 11, 213-217)
IN REACTION TO AURELIUS' DESCRIPTION OF HIM AS "THAT GERMANE SAXON, WHOSE

LEAST THIRST / CouLD NOT BE SATISFIED VNDER A PROVINCE,'" HE REMARKS,

HAD BUT MY FATE DIRECTED THIS BOLD ARME

To THY LIFE, THE WHOLE KINGDOME HAD BENE MINE
THAT WAS MY HOPES GREATE AIME, | HAUE A THIRST
CoLD NEVER HAUE BENE FuLL QUENCHD, VNDER ALL}

THE WHOLE LAND MUST, OR NOTHING. (V, 11, 247-251)
UNLIKE VORTIGER AND + HENGIST, ‘HORSUS SEES FORTUNE, APPLIED TO
L
HIMSELF, AS THE PRODUCT OF HIS OWN WiT. THE ONLY TWO REFERENCES HE MAKES

TO HIS OWN FORTUNE COME IN HIS SOLILOQUY AT THE END OF THE BANQUET SCENE,

2 ' :
3BOTH THIS AND THE PREVIOUS QUOTATION REFER TO HENGIST'sS .owN
CLEVERNESS IN TAKING ADVANTAGE OF A COINCIDENCE. )
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WHERE BECAUSE OF HIS INTRIGUE VORTIGER HAS BEEN ABLE TO DISPOSE OF CAs-—
TIZA AND ?ECAUSE OF HIS HANDY RATIONAL IIZATION ROXENA HAS PLEASED VORTIGER
BY HER OATH OF VIRGlNiTY. THU%, BY HIS AGILE MIND HE HAS MADE VORTIGER
HIS FORTUNE. AT THE BEGINNING OF THE soLlLoqQuy, Hé SAYSS

HA HA: HEES WELL PROUIDED NOWy, HERE STRUCK MY FORTUNE
T

W H‘NHAT AN IMPUDENT CONFIDENCE SHE SWORE HONEST,
HAUEING Y= ADVANTAGE OF Y= 0ATH. (v, 11y 270-272)
LATER IN THE SAME SPEECH, HE PREDICTS THAT HE '"SHOULD NOT HERE FROM FOR-
TUNE NE;T / VNDER AN EAéLEDOME Now.ﬁ
|N;c0NTRAST TO THESE CHARACTERS, BOTH CONSTANTIUS AND CASTIZA

éEE FORTUNE OR FATE AS EITHER CIRCUMSTANCES OR THE WILL OF HEAVEN, 'Buf
NEITHER CONSIDERS IT TO BE ANY REASON FOR EXCUSING HIMSELF FROM wHAT.HE
THINKS PROPER BEHAVIOR. IN ADDITV¥ON TO THE QUOTATIONS USED IN THE oIs-
CUSSION OF THE TEMPTAfuons oF CONSTANTIUS AND CASTIZA, THE FOLLOWING TwO
SHOULD SUFFICE TO DEMONSTRATE THIS IDEA: |N ANSWER TO VORTIGER'S STATE=-
MENT, ", o & YOU.SHALL READ IN EUERY BRITTAINES BROW / THE VRGD NEGESSITY
oF ¥© TIMES," CONSTANTIUS ASKS, "WHAT NECESSITY / CAN BE 1'TH WORLD, BUT
PRAIER AND REPENTANGE?" (I, 1, 57-60). AND WHEN CASTIZA HAS BEEN URGED BY
VORTIGER TO SWEAR TO‘HER PURITY, SHE ANSWERS, "] WiLL NOT ADD A VOLUNTARY
sYN / To A consTraIND ONE" (IV, 11, 188-189).

.~ IN THE LIGHT OF THE FOREGOING DISCUSSION, THE ORGANIC FUNCTION OF

25

DuMs=SHOwW | Is EVIDENT. HENGIST, HORsus, AND ROXENA, AS WELL AS VORTIGER

2k
AUREL IUS AND DEVON ALSO SEE FATE AS EITHER CIRCUMSTANGES OR THE
witL. oF Heaven (V, i, 4, 15, 228).

2

. 5BALD's ATTEMPT TO JUSTIFY ITS EXISTENCE ON THE BASIS OF THE
SOURCES, WHILE NOT NECESSARILY INACCURATE, DOES SEEM INADEQUATE. SEE
BALD, MippLETON'S HENGIST, P. 104,
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AND THE ATTENDANTS OF CONSTANTIUS AND CASTIZA ARE ALL WdRSHIPPERS OF THEIR
OWN PARTICULAR VERSION OF FORTUNE.
i

JUST AS FATE OR FORTUNE IS THE ACKNOWLEDGED EXCUSE GIVEN BY HENQ—
I1ST, HORSUS, ROXENA, AND VORTIGER FOR IMMORAL BEHAVIOR SO THE PERVERSION
OF REASON BECOMES THE MEANS FOR SELF=JUSTIFICATION. REASON PERVERTED IS
THE MEANS WHEREBY MAN CIRCUMVENTS THE WILL OF 606 IN TH; éRATIFlCATiON OF
HIS OWN WILLFUL DESIRES. THUS, THE YIELDING: TO TEMPTATIONS OR THE COM=-
MISSION OF THE SEVEN DEADLY SINS DEPENDS UP&N BOTH MAN'S WILL AS MOTIVATOR
AND MAN'S INGENUITY AS JUSTIFIER.. JUST AS THE AGENCY OF MAN'S WILL MARKS
THE DIFFERENCE BETWEEN A VENIAL SIN. AND A MORTAL SIN SO THE ADDITION OF
'PERVERTED REASON cHANGESVA MORTAL SIN TO AN UNFORGIVABLE ONE.

THE TERM UNFORGIVABLE SIN, OR SIN AGAINST THE HoLy GHOST, IS THE

THEOLOGICAL EQUIVALENT OF TRAGIC NECESSITY, OR DRAMATIC INEVITABILITY.

Tn:oyoelcaLLv A SIN 1S UNPARDONABLE IF THE stNER LACKS THE REQUISITE
FEELINGS TO MOTIVATE PENITENGCE]; HE LACKS FAITH IN THE COMPLETE EFFICACY
OF THE DEATH OF CHRIST "IN SAVING MAN FROM THE EFFECTS OF HIS SINS EITHER
FROM A BEL IEF THAT HIS SINS ARE TOO MOMENTOUS OR FROM AN ABSENCE OF A REAL
c&uvncrlon OF HIS OWN GUILT. DrRamATIC ;NEVITABILITY IS THE ABSOLUTE iN=-
ABILITY OF THE CHARACTER TO AVO;D.HIS cATAsraopué, WHICH IS ITSELF THE
RESULT OF EITHER FATE, HIS OWN WILL, PSYCHOLOGICAL DETERMINISM, OR ECO--
NOMIC DETERMIN|ISM=-=ANY PnlLosbpuv WHICH HAS AN EXACT CAUSE~EFFECT PATTERN
IN EITHER THE MORAL OR PHYSICAL WORLD. THE VAR]obs STEPS OF THIS DIFFER-
ENCE ARE eLEARLY MARKED IN THE SEVERAL CHARACTERS IN HENGIST.
THus CONSTANTIUS' LEAVING OF THE MONASTERY AND HIS EATING ON

SAINTS' EVES AND CASTIZA'S BROKEN OATH OF ABSTINENCE AND LOST HONOR

REMAIN VENIAL SINS. ALTHOUGH THEY ARE NOT "wILLFUL" SINNERS, THESE TWO
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CHARACTERS ARE NOT PERFECT HUMAN BEINGS IF FOR NO OTHER REASON THAN THAT
THEY ARE SOMETIMES MISTAKEN. FOR éxAnPLE, CONSTANTIUS BELIEVES THAT THE
RULES AND REGULATIONS OF A MONASTERY ARE SUITABLE FOR THE WHOLE WORLD.
FURTHER, HE THINKS AND IS ABLE TO GONVINCE CASTIZA THAT VIRGINITY IS A
PREFERABLE STATE TO MARRIAGE. ‘Tnus, THE TECHNICAL CONDITION OF THE CHAR=
ACTERS 1S NOT NEARLY SO IMPORTANT AS THE STATE OF THEIR SOULS AND MAY

HAVE NOTHING TO DO WITH IT.

TH!S DIFFERENCE IS DEMONSTRATED PRECISELY BY THE CONTRASTS BETWEEN
CONSTANTIUS AND VORTIGER AND BETWEEN CAST1ZA AND ROXENA. ConsTANTIUS!
oesuks TO CONTINUE WITKH THE RULES TO WHICH HE HAS SWORN ALLEGIANCE IS CON—-
TRASTED TO VORTIGER'S DETERMINATION TO PLACE HIMSELF ABOVE THE RULES WHICH
GOVERN THE REST OF MANKIND. FOR ROXENA, THE LOSS OF VIRGINITY HAS BEEN AN
ACT OF WILL AS WELL AS A PHYSICAL ACT; IF CASTIZA HAD GIVEN HER '"CONSENT"
To Horsus, EVEN THOUGH HER AGTUAL RAVISHER 1S VORTIGER, SHE WOULD HAVE
BEEN AS UNCHASTE AS Roxena. (MIDDLETON CAREFULLY AVOIDS HAVING TO CON-
SIDER THE REAL STATE OF CASjle IFy, HAVING REFUSED HER CONSENT, SHE HAD
BEEN RAVISHED BY SOMEONE OTHER THAN HER HusBanD [I1I1}, 11, 98-106].)

BUT EVEN THE COMMISSION OF MORTAL SIN, BAD AS TH;S 1Sy 1S NOT THE

MOST SERIOUS PROBLEM PRESENTED IN HENGIST. HENGIST DOES NOT FOCUS ON MOR—

TAL SIN unacconpanueovav PERVERTED REASON. ALTHOUGH THEOLOGY ALLOWS THE
ONE WITHOUT THE OTHER, THE TRAGIC RHYTHM DOES NOT SINCE IN THE CONCEPTUAL
CONTEXT CREATED BY MIDDLETON PERVERTED REASON 1S WHAT PROVIDES THE SENSE
OF INEVITABILITY. THUS IN ADDITION TO THE PAGANS HENGIST, HORsSus, AND

ROXENA, VORTIGER I§ GU}LTY OF UNFORGIVABLE SiN. Howévsa, POSSIBLY BECAUSE
HE HAS HAD THE BENEFIT OF CHRISTIAN TEACHING, HIS ACTIONS AND HIS CHARAC-

TER MIGHT SEEM TO THE CHRISTIAN AUDIENCE MORE HORRIBLE OR LESS ADMIRABLE
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THAN THOSE OF THE OTHER THREE.26 BuT TAKEN TOGETHER, THESE FOUR SHOW
DIFFERENT MANIFESTATIONS OF THE SAME FAULT ALL LEAolﬁG TO THE SAME GON=
CLUSION==DESTRUCTION OF BODY AND SOUL.

ALTHOUGH MUCH OF THE PREVIOUS DISCUSSION HAS DEALT GENERALLY WiTH
REASON- PERVERTED, THE SPECIFIC MANIFESTATIONS IN VorT1GER, HENGIST, HOR=-
Sus, AND ROXENA SHOW ENOUGH DIVERSITY TO MERIT INDIVIDUAL ANALsts. AT
THE BEGINNING OF THE PLAY, VORTIGER TRIES TO USE HIS WIT TO ACHIEVE THE
POWER WHICH HE HAS BEEN UNABLE TO GAIN OUTRIGHT UPON THE DEATH OF CON~-
STANTIUS. HE FAILS TO USE HiS REASON TO DISCOVER THAT THE CROWN WILL NOT
BRING WHAT HE THINKS IT WILL; HE DISCOVERS THIS TRUTH ONLY AFTER THE MUR-
DER OF CONSTANTIUS, WHICH HE THOUGHT NEGESSARY SINGE Q|s SCHEMES FOR POWER
HAD NOT WORKED. AT Tnlé POINT HIS FAULfY REASONING LEADS HIM TO SCHEME
FURTHER FOR THOSE THINGS THAT HIS EARLIER MISTAKES HAD TOLD HIM THE CROWN
WOULD BRING: HE LISTENS TO THE ARGUMENTS OF HORSUS THAT THERE IS A WAY
TO GET RID OF CASTIZA WITHOUT MURDERING HER} THAT 1S, BY THE CLEVER RAPE
PLOT. HE HAS ALREADY SUCCUMBED TO THE CLEVER DEMONSTRATION OF THE "Pndor"
oF RoxeNa's VIRGINITY. His '"Reason'' HAs T&Lo HIM THAT A VOLUNTARY PROOF
IS WORTHY OF BELIEF WHATEVER THE DETAILS OF THE PROOF==THE SILLY METHOD
OF RESTORING ﬂoasus. THE SECOND VIRGINITY TEST IS EQUALLY SILLY FROM THE
STANDPOINT OF REAL REASON, FOR HE SHOULD HAVE BEEN ABLE TO CONCLUDE THAT
VIRGINITY LIKE TRUTH DEPENDS UPON MORE THAN WORDS. .HIS CONTINUING CON—
FUSION OF REALITY WITH WORDS 1S EVIDENT IN HENGIST'S AND HORSUS' TRICKERY:
HENGIST IN THE COWHIDE MEASUREMENT AND IN THE PARLEY, AND HORSUS IN HIS

AVOWED LOVE AND FAITHFULNESS WHILE CUCKOLDING VORTIGER., THUS, FROM THE

VORTIGER IS DRAMATICALLY LESS SYMPATHETIC AS A CHARACTER, PER=-
HAPS BECAUSE IN ADDITION TO BEING EVIL HE IS ALSO A COWARD.
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BEGINNING TO THE END OF THIS PLAY, VOR*IGER FAILS TO UNDERSTAND EVERY-
THING fHAT RIGHT REASON WOULD HAVE MADE CLEAR. FINALLY, HE IS KILLED,
STILL HAVING FAILED TO COME TO THE CONCLUSION FOR WHICA REASON IS PLACED
IN HANA THE'RECOGNITION OF HIS RESPONSIBILITY IN DETERMINING THE DIFFER=

ENCE BETWEEN TRUTH AND FALSEHOOD AND IN ACTING UPON THE ONE AND REJEC~-

TING THE OTHER.

'
A\

ONLY ONE QUOTATION, | THINK, 1S NECESSARY TO SHOW WHAT HENGIST
CONSIDERS TO BE THE PROPER EMPLOYMENT OF HIS REASON. IN URGING UPON THE
SAXONS THE PARLEY TRICK, HE SAYS!

WHAT RESTS THEN BUT THAT |
MAKE'HAPPY MINE. OWNE HOPESj AND POLICIE
ForRBIDDS NOE WAY, NOBLE OR TRECHEROUS ENDED,
WHAT BEST EFFECTS 1S OF HER BEST COMMENDED.
(v, 111, 17-20)

INTERESTINGLY ENOUGH, THOUGH VORTIGER 1S SHOCKED AT -HENGIST'S BEHAVIOR,
THIS STATEMENT ECHOES ONE OF HIS OWN:

| WILL SEEKE ALL WAYES
To VEX AUTHORITYE FROM HIM, | wiLL WEARY HIM
As LOWE As THE CONDITION OF A HOUND
BEFORE | GIUE HIM OUER, AND IN ALL
STUDDY WHAT MOST MAY DISCONTENT HIS BrLooD
MAKEING MY MASKE MY ZEALE, TO'TH PUBLIQUE GOOD.
NOT POSSIBLE A RICHER POLICYE
CAN HAUE CONCEPTION IN THE THOUGHT of Man.

(l’ Iy 189‘196)
BUT UNL IKE VORTiGER, HENGIST DOES NOT HAVE TO CONVINCE HIMSELF THAT THE
END JUSTIFIES THE MEANS; APPARENTLY ALL OF THE SAX&NS SUBSCRIBE TO THIS
NOTION. THUS, WITH SUCH AN ATTITUDE ANY CONVICTION OF HIS OWN GUILT IS

OUT OF THE QUESTION FOR HENGIST.
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Horsus HAS‘PASSED BEYOND THE POINT OF BEING PREY TO THE SINS OF
THE FLESH; FOR HIM LIFE IS AN INTELLECTUAL GAME. HE PLAYS THE GAME,
KNOWING ALL THE WHILE ITS INEVITABLE CONCLUSION BUT UNMOVED BY THIS KNOW-
LEDGE. His INTELLECTUAL GRASP OF SITUATIONS IS ExAcf AND HIS PSYCHOLOG -
CAL ANALYSIS OF OTHERS- AND HIMSELF fs PERFECT. |IRONICALLY, HE IS THE
EPITOME OF THE ATHLETE'S IDEAL: "IT MATTERS NOT WHETHER ONE WINS OR LOSES}
IT'S HOW HE PLAYS THE GAME.'" MOMENTARILY PIQUED AT ROXENA'S INTEREST IN
VORTIGER, HE 1S EASILY CONVINCED OF THE '"wiSDOM" OF HER REASONING AND EAYs
HER HIS HIGHEST TRIBUTE:

May CREDULOUS MAN
PuT ALL HiIs CONFIDENCE IN SO WEAKE A BOTTOME

AND MAKE A SAUEING VOYAGE. (L, vy 72-74)
HE 1S, HOWEVER, NOT MISLED INTO ASSUMING THAT -SHE IS OTHER THAN SHE iS.
HE 1S NOT SO MISGUIDED BY HIs OWN LuéTs THAT, LIKE VORTIGER, HE CAN FEEL
NO PITY OR LOVE; HE FEELS PITY FOR BOTH CASTIZA AND ROXENA. UNFORTUNATELY,

THIS PITY HAS NO VALUE FOR HIM SINCE IT DOES NOT MOVE HIM TO ALTER HIS

ACTIONS. ‘

oo

HoRsUS' EXPERT KNOWLEDGE OF PSYCHOLOGY PROVIDES HIM WITH ALWAYS
THE RIGHT THING TO SAY TO ACHIEVE WHATEVER GOALS HE HAPPENS TO DESIRE AT
THE MOMENT. HE TWICE SUPPLIES VORTIGER WITH THE "ABSOLUTE'" PROOF OF Rox-

ENA'S VIRGINITY: FIRST, WHEN HE IS REVIVED FROM HIS FAINT BY ROXENA'S

MEDICATION, HE SAYS,

My LORD ME THINKS | CouLD DOE THINGS PAST MaN
| AM SOE RENEWD IN VIGOR, | LONG MOST
FOR VIOLENT EXERSISE TO TAKE ME DOWNE

My 10YES sO HIGH IN BLooD, | AM ABOUE FRAILTIE,

by vir, 286-289)
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SECOND, WHEN ROXENA ASKS AT THE BANQUET WHAT SHE SHOULD DO IF VORTIGER
MAKES HER SWEAR TO HER HONESTY, HE SAYS,

WHY FOOLE, THEY SWEARE BY THAT WE WORSHIP NOT
u R R
SO YO MAY SWEAR YO HEART OUT, AND NERE HURT YO SELFE.
(v, 11, 213-214)

THEN HE 1S READY WITH WHAT REALLY SEEMS THE ONLY POSSIBLE PLAN FOR TAKING .
CARE OF CAéleA. FuéfHER, HE 1S ABLE TO CONVINCE VORTIGER THAT HE IS IN=
DISPENSABLE. AND FINALLY, HE IS ABLEHTO MAKE VORTIGER'S LAST MOMENTS THE
MOST PAINFUL POSSIBLE BY GLOATING OVER HIS CUCKOLDRY. LIKE MiLTON'S SATAN,
HORSUs SEEMS TREMENDOUSLY ADMIRABLE TO THE UNWARY, THE ONEIWHO'FORGETS THE
MORAL CONTEXT OF THE TOTAL WORK. AND L IKE MiLToN, MIDDLETON IS NOT RESPON=-
SIBLE FOR THE PERVERTED REASON OF THOSE WHO FIND THESE CHARACTERS OTHER
THAN WHAT THEY WERE INTENDED. STILL, HE CERTAINLY IS LESS REPULSIVE THAN
VORT IGER.

THE FINAL ROAD ALONG WHICH PERVERTED REASON CAN LEAD IS SEEN IN
RoxENA . Hsh FlRéT ACTIONS DEMONSTRATE HER BOLD THINKING AND IMMEDIATE
GRASP OF THE DIRECTION IN WHICH HER '"FORTUNE'" LIES. SEEING THAT VORTIGER
IS IMPRESSED BY "HER SIGHT" AND 'WER BEHAVIOUR,'" SHE CLEVERLY TAKES AD-
VANTAGE OF THE SITUATION BY THE ABSURD BUT EFFECTIVE DEMONSTRATION OF HER
VIRGINITY. IN THIS AND IN THE INTERCHANGE WITH HORSUS AT THE FIRST OF AcCT
111, SCENE 1, SHE IS OBVIOUSLY THE SUITABLE OFFSPRING OF HENG!ST AND MiS-
TRESS OF HORSUS. THAT SHE AS WELL ASs HORSUS PLACES EVERYTHING ABOVE PUNY
MORAL LAWS IS EVIDENT FROM HER COMMENT, "|F LOST VIRGINITIE CAN WYNE SUCH
A DAY [MAR#:AGE To VORTIGER] / ILE HAUE NOE DAUGHTER BUT SHALL LEARNE MY
WAY." THERE 1S COOL CALCULATION IN HER DECISION THAT THT BEST WAY TO

KEEP HER RELATIONSHIP WITH HORSUS A SECRET IS TO ARRANGE A MARRIAGE WITH

VORTIGER. SHE USES SUPERB RHETORICAL TECHNIQUE IN CONVINCING HORSUS OF



b2
THE "Wwi1SDOM'" OF SUCH AN ACTION: FIRST, SHE ANSWERS AN OBJECTION WITH A
T u CH
QUESTION, BY WHAT ASSURANCE HAUE YO HELD ME THUS FARR / W YOU FOUND
FIRME « « o o' SECOND, SHE APPEALS TO HIS "COMMON REASON.'" HER CLINCHING
ARGUMENT IS

TAKE BUT TH'OPINION
OF COMMON REASON, AND YOULE FINDE'T IMPOSSIBLE
THAT v0" SHOLD LOOSE ME IN THIS KINGES ADVANGEM
WHO HEARES A VSURPER, AS HE HAS v® KiINGDOME
SO0 SHALL HE HAUE MY LOUE BY VSURPATION,
THE RIGHT SHALL BE IN THEE STILLj MY ASCENSION
To DIGNITIE 1S BUT TO WAFTE Y= VPWARD
AND ALL VSURPERS HAUE A FALLING SICKNESS

THEY CANNOT KEEPE VP LONG. (rry v, 63-72)
ANOTHER INDICATION THAT SHE CONSIDERS ''REASON'" HER IDEAL CAN BE SEEN IN
HER‘REACTION.TO HoRsUs' COMMENT ON SWEARING A FALSE OATH: SHE SAYS, "THAT
WAS WELL THOUGHT ON, [DE QUITE LOST MY sELFE." AND AS IS INDICATED IN
DumB~SHOW 111 AND CHORUS IV, AND IN THE DISPATCH WITH WHICH SHE POISONS
Vohtlnsn, SHE 1S HORSUS' EQUAL IN THE PERVERSION OF REASON TO HER OWN PUR-
POSES."AFTER SUCH A VIEW OF HER PERSONALITY, HER ACTIONS AT THE END ARE
STARTLINGLY ABRUPT. A REACTION SUCH AS THAT OF HORSUS SEEMS nbns IN KEEP=-
ING WITH HER PER;DNALITY. SHE 1S THE ONLY ONE OF THE FOUR WHO ACTUALLY
SUFFERS THE PANGS OF GUILT AS WELL AS THE DISCOMFITURE OF FAILURE AND
DEATH. STRANGELY ENOUGH, HER FINAL COMMENTS ARE MORE IN LINE WITH THE
TRADITIONAL VIEW OF THE UNPARDONABLE SIN. FOR ALTHOUGH SHE DOES COME TO
A RECOGNITION OF HER GUILT, SHE DESPAIRS OF SALVATION, BEING UNABLE To
"giue / A Curs TOo sYN."
THE TECHNIQUES WHICH MIDDLETON USES DO MUCH TO BODY FORTH THE

THEME WHICH STRESSES THE IMPORTANCE OF THE WiLL IN ACTION. MucCH OF THE
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PHYSICAL ACTION TAKES PLACE OFF=STAGE; MUGCH OF THE STAGE TIME IS DEVOTED
TO DECISIONS WHIGH SHOW THE STATE OF REASON AND JUDGEMENT, WHETHER IT IS
TRUE REASON OR REASON CORRUPTED BY WilLL.

BALD HAS REMARKED THE COMPRESSION WHICH MIDDLETON IS ABLE TO GET
VITH'THE USE OF THE DUMB-SHOWS INCLUDING RAYNULPH'S COMMENTARY, A COMPRES—
SION WHICH ALLOWS HIM TO CONCENTRATE UPON THE PSYGHOLOGICAL tNTERESTs.27
THE DUMB=-SHOWS HAVE, IN ADDITION, TWO OTHER EQUALLY IMPORTANT STRUCTURAL
FUNCTIONS. THEY PROVIDE BOTH SYMBOLIC ANTICIPATION AND VARIETY IN THE
PARALLELS. THEY GIVE A seusé ér GREAT TIME COVERAGE WITHOUT THE DISTRAC~
TIONS WHICH A FULL TREATMENT OF THE PURELY HISTORICAL ACTIONS WOULD CAUSE
AND THUS DEMONSTRATE THAT MIDDLETON 1S LITTLE GONCERNED WITH THE MERE AC-
TIONS WHIGCH ANTICIPATE OR RESULT FROM THE ©ORIVES OF THE CENTRAL FIGURE,
VORTIGER. THE FOCUS OF THIS PLAY 1S CLEARLY NOT CONSTANTIUS OR HIS DEATH,
HoRrsus' AND ROXENA'S ILLICIT RELATIONSHIP, HENGIST'S AND HORSUs' REASONS,
FOR COMING TO BRITAIN, OR THE REIGN AND DEATH OF VORTINER. DuMB=SHow 1
CREATES A TchT PLOT STRUCTURE BY INTRODUCING CHARACTERS WHO ARE SUBSE=-
QUENTLY TO BE MOST IMPORTANT BUT WHOSE INTRODUCTION LOGICALLY COMES MUCH
LATER IN THE NARRATIVE. |TS FUNCTION AS SYMBOLIC ANTICIPATION OF THE
THEME OF FORTUNE HAS ALREADY BEEN DISCUSSED IN CONNECTION WITH THAT TOPIC.
IT ALSO PROVIDES MOTIVATION FOR THE ACTIONS OF ROXENA AND HORSUS IN THEIR
FIRST TwO SCENES. DuMB~SHOW 11 ACCOMPLISHES CONSTANTIUS' DEATH WITHOUT
EMPHASIZING IT BY AROUSING EMPATHETIC EMOTIONS FOR HIM WHICH WOULD DIS~-
TRACT THE VIEWER FROM VORTIGER. [T INTRODUCES THE THEME OF PATIENT RE=-
SIGNATION, A THEME WHICH IS REITERATED IN ITS PARALLEL, THE RAPE OF CAs-

TIZA SCENE. THUS, WHILE THE SYMBOLIC IMPORT REMAINS CONSTANT, THE SECOND

27

BAaLp, MipDLETON'S HENGIST, P. XLV,
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SCENE IS NOT MERELY NARRATIVELY REPETITIOUS. BY COMPRESSING SEVEN YEARS OF
HISTORY INTO A TEM=MINUTE PANTOMIME WITH COMMENTARY, DuMB~SHOW 111 ALSO
ELIHINATES.DlSTRACTLNG SYMPATHETIC RESPONSES. |T ALSO PROVIDES FOR THE
POISON=F IRE METAPHOR AND THUS ANTICIPATES SYMBOL ICALLY THE OTHERWISE MELO=-
DRAMATIC CONCLUSION OF DEATH BY FIRE. THUS, BY ACTING AS A THEMATIC AND
IMAGISTIC SUBSTRATUM AND BY.FACUSING'THE PLAY'S ACTIVITIES AWAY FROM MERE
HISTORICAL FACT THE DUMB-SHOWS SERVE A NECESSARY STRUCTURAL FUNGCTION.

THE SECOND STRUCTURAL Tscnﬁlqus OoF HENGIST IS REDUPLICATION. MiD~
DLETON CREATES WITHIN THE TRAGIC PLOT SEVERAL IDENTIFICATIONS—=SOME IRON=
" 1C, SOME NOT==AND PARALLELS THE TRAGIC ACTIONS WITH COMIC ONES. THE IRONIC
IDENTIFICATIONS, SUCH AS ROXENA=CAST1ZA AND CONSfANTIUS-VORTIGER CARRY THE
Tusnkflc STATEMENT OF unnvéRSALlTy wn}LE AT THE SAME TIME MAKING THE WORSE-
OF EAGH PAIR SEEM MORE HORRIBLE BY GONTRAST. THE NON-IRONId IDENTIF ICA~
TIONS, SUCH AS CONSTANTIUS=CAST12ZA AND VORTIGER~HENGIST, HAVE SUFFICIENT
VARIATION BECAUSE OF REALISTIC INDIVIDUAL DIFFEREN&ES TO SUPPORT THE THEME
OF UNIVERSALITY WITHOUT MERE REPETITION.

THE TECHNIQUE OF REDUPLICATION OF INCIDENT AND CHARACTER CAN DE-
éTnov THE TIGHTNESS OF STRUCTURE B8Y CAUSING IT TO BE MERELY EPISODIC UN-
LESS THERE 1S A SUFFICIENTLY STRONG IMAGE RHYTHM WHICH CARRIES OVER FROM
ONE INCIDENT TO ANOTHER, ONE CHARACTER TO ANOTHER. FOR EXAMPLE, THE
KNEEL ING OF CONSTANTIUS IN HIS DESIRE TO ESCAPE THE PRESSURES OF RETURN=
ING TO THE WORLD IS PARALLELED BY THE KNEELING OF THE TOWNSMEN TO GAIN
THEIR WORLDLY DESIRES; THESE ARE AGAIN BROUGHT TO MIND WHEN CASTI2ZA
sAYs, "OH, SIR, WHAT ERE vo' ARE, | TEACH MY kKNEE / THUS To REQUITE You"
(rity vy 97-98). Tue CLAMOR-QUIET IMAGE RECURS FREQUENTLY; THE NOISE OF

THE MULTITUDE IS CONTRASTED WITH THE QUIET OF CONTEMPLATION: HoRsus sAYs
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To CASTIZA IN THE RAPE SCENE, '". . . PREVENT NOYSE AND CLAMOR / OR DEATH
SHALL END THY SERUICE," WORTIGER HIDES HIS STRONG PASSION FOR ROXENA UN=
DER A CALM EXTERIOR, AND HENGI1ST URGES HIS MEN, ", ., . CALME LOOKEsS But
STORMY SOULES POSSES vo!n (IV, 111, 41). SiMiILARLY 1MAGE PATTéRNs OF SEE=-
ING AND EATING APPEAR THROUGHOUT THE PLAY. THE SIGHT-BL INDNESS PATTERN
HAS THE +RADITIONAL SYMBOLIC VALUE OF WISDOM=MORAL STUPIDITY. CONSTANTIUS
caLLs GERMANUS AND LuPUS "LIGHTS / OF'HOLYNESS AND RELIGION'" (1, 1, 96~

97) AND SAYS ABOUT THE PRESSURE UPON HIM TOAéECOME KING,

u ' - R
DARE YO RECEIUE HEAUENS LIGHT (N AT YO EYE LIDDS
AND OFER VIOLENCE TO RELIGION; TAKE HEEDE,
u
THE VERY BEAME LETT IN TO COMFORTH YO

MAY BE THE FIRE TO BURNE Yo'. (1, 1, 69=72)
.|NCIDENTALLY, THE FIRE IMAGE ANTICIPATES THE FINAL CONFLAGRATION ALTHOUGH
CONSTANTIUS HIMSELF IS ACTUALLY REFERRING TO HELL FIRE, FOR THE PLAY=WORLD
1S A MORAL CONSTRUCT AND THE CONCLUSION IS, FOR THE EVIL CHARACTER, DAMNA-
TION. SIGHT-BLINDNESS FORMS A SIGNIFICANT PART OF THE RAPE SCENE: VORTI-
GER SAYS To HoRsus, ''BE SURE YOU SEIZE ON HER FULL SIGHT AT FIRST / FoR
FEARE OF MY Discouerye" (Ill, 11, 25-26). AND CASTIzA saYs To HORsus:

BE CONTENT TO TAKE
ONLY MY SIGHT AS RANSOME FOR MYNE uonoR,-
AND WHERE YOU HAUE BUT MOCKD MYNE EYES wTH DARKENESS
PLuCK EM OUT QUITE, ALL OUTWARD LIGHT OF BODYE
ILE SPARE MOST WILLINGLY, BUT TAKE NOT FROM ME
THAT w°" MUST GUIDE ME TO ANOTHER WORLD
AND LEAUE ME DARK FOR EVER, FAST w Hour
THAT CURSED PLEASURE wcu WOULD MAKE TWO SOULES

ENDURE A FAMINE EVERLASTINGLY.  (lit, 11, 98-106)
MUCH IS MADE OF BLINDNESS IN THE FINAL COMIC SGENE: THE PURITAN OLIVER

TRIES TO COVER HIS EYES SO THAT HE MAY NOT SEE SUCH A SHAMEFUL THING AS



A PLAY; SYMON 1S BLINDED BY THE MEAL AS A RESULT OF HIS STUPIDITY, AND
THE FINAL STATEMENTS OF THE COMIC MATTER SHOW THE CONJUNCTION OF BLIND-
NESS AND SIN:

Symo: LooKE To Y- REBeLL weLL TiLL | Can sEE

& WHEN MY SIGHTS RECOUERD,

ILE HAUE HIS EYES PUTT OUT FOR A FORTNIGHT
OL 1UER HANG THEE: MYNE EYES, A DEADLY SINN OR TWO

SHALL PLUCK EM OUT FIRST, THATS MY RESOLUTION.

(v, 1, 401-4C5)
BECAUSE OF ITS CONNECTION WiTH GLUTTONY, EAT ING=FAST ING FORMS AN=
OTHER DOMINANT IMAGE PATTERN. FOR CONSTANTIUS AND CASTIZA EATING OR FAS-
TING 1S CLOSELY RELATED TO THEIR WORSHIP. HE DESCRIBES GERMANUS AND LuPus
AS "HOL§ PARTENERS / I& STRICTEST ABSTNENCE, FFASTEINGS = AND viGitLs™ (I,
1, 168-169), AND HE IS AGCUSTOMED TO FASTING ON SAINTS' EVES. THE RELA-
TIONSHIP BETWEEN FOOD AND CONTEMPLATION IS EVIDENT FROM HIS STATEMENT,

E1GHT HOURES A DAY IN SER10US CONTEMPLATION
Is BuT A BARE ALOWANCE, NO HIGHMER F00D

TOoTH SOULE, THEN BREAD AND WATER TO THE BODYE.

(1, 11, 76=78)
IN THE REST OF THE CHARAGTERS, EATING IS ASSOCIATED WITH THEIR PRIVATE AM-
BITIONS. VORTIGER MAKES TWO SIGNIFICANT STATEMENTS EARLY IN THE PLAY:

FAIRE POWER WAS EEN VPON ME, MY DESIRES
WERE TASTING GLORY, TILL THI1S FORKED RABLE
WITH THEIR INFECTIOUS ACCLAMATIONS

POYSONED MY FORTUNE. (1, 1, 6=9)

AND

SWEET POWER BEFORE | CAN HAUE POWER TO TAST THEE

MusT | FOREUER LOOSE THEE. (41y 11, 89) -

As A PART OF HIS AMBITIOUS PLANS, HENGIST SAYS THAT HE PROPOSES ''"TO INUITE
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HiM [VORTIGER] AND HIs QueeNe / AND FEAsT Em nosry" (1Il, 111, 9-10). Rox-
ENA DRINKS "L IBERALL HEALTH'" TO THE KING AND FORSWEARS HERSELF AT THE BAN-
QUET.

PERHAPS THE MOST INTERESTING, ALTHOUGH ‘NOT NECESSARILY THE MOST
IMPORTANT, |HA§£ 1S THAT OF THE '"BoOke'" CONSTANTIUS IS READING WHEN HE
IS MURDERED. CASTIZA 1S READING WHEN THE RAPE SCENE OCCURS ALTHOUGH HER
ATTENDANTS HAVE ALREADY &EMARKED THAT THEY THINK R;AEING BY WOMEN IS BOTH
SHAMEFUL AND FOOLISH; SHE IS CARRYING A BOOK AT THE BANQUET, A BOOK WHICH
s oBVIOUSLY THE‘BIELE SINGE SHE SWEARS ON 1T THAT VORTIMER 1S FEGITIMATE;
HENGIST, SLEEPING OVER HIS BOOK OR PERHAPS JUST USING IT AS A SCREEN FOR
HIS EAVESDROPPING, OVERHEARS THE RESULT OF THE RAPE OF CASTIZA. VORTIGER
IS CONTEMPTUOUS OF READERS AND BOOKSe. AND IN THE COMIC SECTIONS MUCH IS
MADE OF THE ABILITY TO READ AND WRITE. OSYMON AT FIRST SAYS MERELY THAT
HE IS UNLEARNED BUT CAN MAKE HIS MARKe BUT BY THE THIRD COMIC SCENE HE
HAS BECOME CONTEMPTUOUS OF THE QLERK WHOM HE EMPLOYS. UNDER THE DIREC=-
TION OF THE CLERK, WHO HAS FOUND THE INFORMATION IN A BOOK, SYMON UNDER=-
TAKES THE SYMBOLIC PRESENTATION OF THE SCABBARD AND DAGGER TO CASTI1ZA AND
VORT1GER., OBVIOUSLY THEN, THE PARTIGULAR ATTITUDES OF THE CHARACTERS TO-
WARD BOOKS DIVIDES THE GOOD FROM THE BAD.

NoT JusT THE RECURRENCE OF THE SEVERAL IMAGES BUT THE CAREFUL
INTERWEAVING OF ONE WITH ANOTHER CREATES A TENSION WHICH PULLS TOGETHER
WHAT MIGHT OTHERWISE BE DISPARATE PARTS OF THE DRAMA. MOST OF THE QUOTA=~
TIONS THAT HAVE BEEN - USED IN THE FOREGOING DISCUSSION OF IMAGE PATTERNS
SHOW CLEARLY THIS INTERLACING OF IMAGES, FOR EXAMPLE THE CONNECTING OF
SIGHT AND TASTE 8Y CAST1ZA, OF FIRE AND SIGHT BY ConsTAyrlus, AND OF TASTE

AND POISON BY VORTIGER. IN ADDITION TO THOSE ALREADY CITED THERE ARE MANY
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MORE; THEY ALL SHOW CLEARLY THE INTRICACY OF NARRATIVE, IMAGE AND THEMA=-
TIC PATTERNS.

THE.COMic MATERIALS FORM A SPECIAL KIND OF REDUPLICATION STRUC-
TURE. THESE MATERIALS CAN HARDLY BE SAID TO FORM A - COMIC SuUBPLOT, FOR
THEY LACK ANY PLOTTED STRUCTURE AND THE INTEREST DOES NOT RESIDE IN THE
COM§DY FOR ITSELF==~ALTHOUGH PARTS OF IT ARE DELICIOUS=-BUT IN ITS SYM-
BOLISM AS A MIRROR IMAGE OF PARTS OF THE TRAGiC ACTlON. As A COMIC RE=-
FLECTION QP»TRAGIC ACTION, IT SHOWS A TOPSY=TURVY WORLD, A THROUGH TJHE

LOOKING GLASS SATIRE OF THE TRAGIC WORLD. SECOND, T CREATES AN ADDI=

TIONAL DIMENSION OF HORROR.
THERE 1S LITTLE IF'ANYTBING IN THE COMIC SCENES BUT WHAT REFLECTS
ON THE TRAGIC ACT!ION. LIKE VORTIGER AND HENGIST, SYMON ls’AMalilous. Bur,
HIS AMBITION SATISFIED, HE is TO BE MAYOR FOR ONLY A YEAR. ALL HE ACCOM-
"PLISHES 1S HIS OWN PAIN AND THE PLEASURABLE GRATIFICATION OF HIS ENEMY.
HE 1S sTuP1D, ALTHOUGH HE THIJKS HIMSELF VERY CLEVER, AND 1S AN EASY PREY
THROUGH PRIDE IN HIS OWN INTELLECTUAL ABILITY. THE GUILDSMEN CHOOSE THEIR
LEADER WITH ABOUT AS MUCH GOOD SENSE AND DISCRETION AS THE NOBLES CHOOSE
AND DEPOSE Anb CHOOSE AGAIN THEIR KING. AS A MATTER OF FAcT ALL THE MEM=
BERS OF THE COMIC ACTION EXCEPT OLIVER, JUST AS MOST OF THOSE IN THE TRAG=-
IC ACTIONy, ARE ENAMORED OF THEIR OWN INTELLECTUAL ABILITIES AND ARE PRE-
OCCUPIED WITH USING THEM TO GRATIFY THEIR OWN PLEASURES. THEY TOO ARE AM-
suTu&us, GREEDY, EASY TO ANGER, JEALOUS. THE FOOLISH AND MUNDANE DESIRES
OF THE POPULACE ARE EASILY RECOGNIZABLE. THUS, THE PARALLEL BETWEEN THE
COMIC AND THE TRAGIC CHARACTERS LESSENS A#o EVEN VIRTUALLY DESTROYS ANY
HEROIC QUALITY THE TRAGIC FIGURES MAY SEEM TO HAVE.

SYMON'S SPEECH OF ACCEPTANCE 1S A "LOOKING GLASS" IMAGE OF THE
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INTELLECTUAL ARROGANCE FOUND IN ALL THE RATIONALIZING SPEECHES OF VORTI=-
GER, HENGIST, HORsus, AND ROXENA. IT 1S SYMBOLIC IN THAT HIS TOPIC IS
"our CoMMON ADVERSARY'" AND THE SEVEN oéAoLY SINS. THE SPEECH ITSELF IS A
SENSELESS CONGLOMERATION OF PSEUDO-LOGICAL REASONING.

ALTHOUGH ITHSEEMS TO BE MERELY A COMIC INTERLUDE-=AND IT GERTAINLY
IS HILARIOUSLY FUNNY-=THE LAST COMIC SCENE OF Tné PLAY GIVES THE CENTRAL
METAPHOR IN ""THE CHEATER AND THE CLOWN' AND IN ITS LITERALIZATION IN SYMON
AND HIS GULL ING. FIRST, IT 1S PLAIN THAT anon PLACES MUCH EMPHASIS ON
CLOTHING==AN IMAGé WHICH RUNS THROUGHOUT fHE .PLAY: IT IS, OF COURSE,
"THONG" CASTLE WHICH éecomes SO IMPORTANT TO HENGIST, VORTIGER, AND THE
ENGLISH LORDS; LAfER IN‘THIS FINAL COMIiC SCENE SYMON APPEARS IN A GARMENT
WHICH . COULD BE A SYMBOL FOR THE FOUR MAJOR CHARACTERS, THE DOUBLET WITH
A SATIN FRONT AND A CANVAS BACK=%A, DECEIVER " iMAGE. HOWEVER, SINCE ONE
CANNOT SEE HIS OWN BACK, Qs THINKS IT UNIMPORTANT; THUS, IT IS ALSO AN
IMAGE OF SELF-DECEPTION. SECOND, THE WHOLE ENCOUNTER IS BUILT UPON THE
IMAGE OF BLINDNESS. BUTVTﬂE CHEATER CAN ONLY BLIND SYMON WITH THE MEAL
IF HE WILLINGLY ASSUMES THE GARB OF THE CLOWN. SYMON PREPARES FOR HIS
OWN COMIC DESTRUCTION BY ACTING OUT HIS OWN WORST FAULT JUST AS THE CLOWN
IN THE FARCE. THE CLOWN 1S AVARICIOUS, AND HIS GREED AT BEING ALLOWED TO
HANDLE ANOTHER PIECE o% MONEY GETS HIS HANDS OUT OF HIS POCKETS,; WHERE
THEY HAVE BEEN GUARDING HIS OWN MONEY. IF HIS PREVIOUS DISCUSSION OF READ-
ING AND WRITING==AT THIS POINT HE 1S CONVINCED THAT READING AND QRITING
ARE BENEATH HIM=-18 SIGNIFICANT, SYMON CONSIDERS HIMSELF TOO CLEVER TO
NEED SUCH ORDINARY METHODS OF GAINING AND KEEPING KNOWLEDGE. IT Is, OF
COURSE, THROUGH HIS VANITY IN HIS OWN CLEVERNESS THAT HE CAN BE CHEATED.

BUT LIKE VORTIGER HE WANTS TO BLAME EVERYONE ELSE BUT HIMSELF: THE CLOWN,
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THE CHEATER, THE MILLER. SYMON THE #ANNER, WHO WOULD BE SYMONIDES, STILL
REMAINS SIMPLE SIMON. VORTIGER AND HENGIST, WHO LIKE . SYMON WANT TO BE
KiNG OF THE MOUNTAIN MUST REMA‘N A CUCKOLD AND A DECEIVED FATHER.

Nor onLY ooés THE CHEATER AND THE CLOWN SECTION GIVE THE CENTRAL
METAPHOR FOR HENGIST BUT IT ALSO PROVIDES A LITERARY AND A RELIGIOUS SAT-
tRE. IT s A;conMENT ON CURRENT DRAMATIC PRACTICES, AND THROUGH OLIVER,
IT IS A SATIRE ON PURITAN RELIGIOUS PRACTICES. I[N Aoolrldn, THROUGH SY=
MON'S ATTACK ON OLIVER, IT MAKES FUN OF ANTI=~PURITANISM.

AS A LITERARY SATIRE-~THE CHEATERS, WHO CLAIM TO BE PLAYERS,
CLAIM THAT THEY CAN HANDLE ALL DRAMATIC TYPESe. THEY ARE, rnsv’siv, "Con-
EDIANS TRAGEDIANS / TRAclponsolAus, COME~TRAGEDIANS, PASTORALLISTS / Hu-
MORISTS, CLOWNisTS & saTERIsTS" (V, 1, 79-81). FURTHER, WHEN SYMON ASKS
FOR A PLAY WITHOUT BEASTS, HE IS TOLD THAT HIS REQUEST IS A HARD ONE, FOR
THERE ARE SCARCELY ANY PLAYS WITHOUT EITHER A CUCKOLD OR A DRUNKARD. THE
NAMES OF THE PLAYS THEY GIVE HIM FOR SELECTION ARE MEANINGLESS, ANTICiPA=-
TING HIS LATER QUESTION, "CALL YOU THIS A MERRY COMEDYE, WHEN / AS A MANS

‘ . , w
EYES ARE PUT ouT?" DRAMA CRITICS COME IN FOR THEIR SHARE OF CRITICISM
TCO. SYMON 1S A DUNCE AS A CRITIC: HE MISTAKES THE PLAY WORLD FOR THE
REAL WORLD; HE THINKS NEWFANGLED IDEAS AND METHODS ARE NEGESSARILY BAD;
HE BELIEVES THAT THE NEW PLAYS ARE MORE IMMORAL THAN THE oLo ONES; HE
IMAGINES HE CAN DO BETTER THAN THE COMPOSER AND THE ACTORS.

SYMON'S RELIGIOUS NOTIONS, RIDICULOUS AS THEY ARE, STILL HAVE TO
TAKE A SECOND PLACE TO HIS MONETARY INTERESTS. HE BELIEVES THE FUSTIAN
CLOTH OUGHT TO BE BURNED SINCE IT WAS WOVEN BY A "HERETIC,'" THE PURITAN
OLiVER. BUT HE SAVES A YARD TO MEND HIS OWN BREECHES, AND THEN SATIS~-

FIES HIS CONSCIENCE BY GIVING THE RES‘T To THE POOR. OLIVER ANNOUNCES
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OPENLY THAT HE HIMSELF 1S AS MUCH OF AN ASS AS ANYONE ELSE AND JUST AS
witeess (V, 1, 191-195). His MOST IMPORTANT RELIGIOUS DICTUM IS THAT
SEEING A PLAY 1S A GREAT SIN (Vyu 1, 174=189)—~1RONICALLY SIMILAR TO THE
RAPE oF CAsTi1zZA. BUT BY THE END OF THE SCENE HAVING "LOST HIS VIRTUE"
‘THROUGH HIS EYES, HE RESOLVES TO LOSE HIS EYES IN SOMETHING A GOOD BIT
MORE INTERESTING, BY COMMITTING A "DEADLY SINN OR Two'' (V, t, 4O4). Tue
Aséuaolrnss OF THE RELIGION OF SYMON AND OLIVER ARE SIMPLY LITERAL |IZA=-
TIONS OF THE ABSURDITIES PRACTICED BY VORTIGER.

THE FIRST AND 'LAST APPEARANCES OF THE BURGHERS ARE DESIGNED TO
HEIGHTEN THE HORROR. THE CONFUSION AND CLAMOR CONTRASTS WITH THE CALM
PATIENCE OF Coysrnnrlus, WHO IN HIS GOODNESS MISTAKES THEIR KNEEL ING TO
HIM FOR WORLDLY GOODS FOR THEIR KNEELING IN PRAYER TO GoD. THE CONCLUSION
OF THE FIRST SCENE OF ACT V, AFTER THE ENTRY OF HENGIST; EMPHASIZES THE
ALMOST COMPLETE SELF ISHNESS OF Tﬁs FALLEN CHARACTERS. SYMON IN HIS COM=-
PLETE EGO;SM CANNOT EVEN COMPREHEND THE TROUBLES OF HENGIST, MUCH LESS
SYMPATHIZE, AND THREATENS TO FOLLOW HENGIST EVEN fo WALES WITH A DOG AND
BELL IN ORDER: TO TELL HIM THE TRICKS OF THE '"PLAYERS.'" THE LAST STATEMENT
OF ANY OF THE COMIC éuARAcTERs ts OLIVER'S REFERENCE TO "A DEADLY SINN OR
TWO'"' PLUCKING OUT HIS EYES. HOw ANY OF THIS COMIC MATERIAL CAN BE CON-

28

CEIVED OF AS ''RELIEF!" DEFIES REASON.

8To JUSTIFY THE INCLUSION OF COMIC MATERIALS AS COMIC RELIEF,
ESPECIALLY AS A CONCESSION TO THE ''GROUNDL INGS,'' SEEMS TO BE AT BEST IN-
ADEQUATE. SINCE THE COMIC MATERIALS WERE PUT INTO THE PLAYS BY THE PLAY-
WRIGHTS THEMSELVES, PERHAPS THEY AS WELL AS THEIR AUDIENCE 0ID NOT SHARE
THE RATHER RESTRICTED CRITICAL VIEW WHICH FINDS A TRAGIC AND COMIC MIX~-
TURE DISTASTEFUL. ONLY THE FRENCH NEO-CLASSICISTS AND THE STRICTEST OF
ENGLISH ''cLASSICISTS EVER HELD, AS COMPOSERS, TO THE THEORY THAT COMEDY
AND TRAGEDY SHOULD NOT BE MIXED. THE FOURTH PLAY OF THE DRAMATIC TETRA-
LOGY IN THE GREEK CLASSICAL THEATRE~=WHENCE THIS CRITICAL PRINCIPLE PRE=
SUMABLY DERIVES=-WAS ALWAYS A BAWDY COMEDY, A SATYR PLAY. EVEN THE EAsT-
ERN PEOPLES, WHO GENERALLY DID NOT DEVELOP TRAGEDY, INCLUDED '"TRAGIC!
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RATHER THAN BEING IN HENGIST FOR RELIEF, THE COMIC SECTIONS ARE

A NECESSARY PART OF MIDDLETON'S IRONIC METHOD. ALTHOUGH $CHOENBAUM AND
BALD HAVE NOTED THE SPECIFIC IRONIES IN BOTH THE TRAGIC AND COMIC PARTS,
THEY HAVE FAILED TO NOTE THE REAL FUNCTION OF THIS METHOD:29 TO PLACE A
'BARRIER BETWEEN THE AUDIENCE AND THE CHARACTERS IN ORDER TO ELIMINATE ANY
SYMPATHETIC RESPONSE. A MORAL JUDGEMENT OF THE CHARACTERS AND THEIR ACT=-
TIONS IS DEMANDED RATHER THAN ANY EMPATHY. ONE 1S NOT SUPPOSED TO PITY
CONSTANTIUS AND CASTIZA BUT TO APPROVE OF THEIR MORAL POSITION WHILE AT
THE SAME TIME RECOGNIZING THAT CONSTANTIUS' IDEAS OF KINGSHIP ARE INADE-
QUATé AND THEIR NOTION THAT COMPLETE ABSTINENCE IS NECESSARY FOR PURITY
IS ABSURD. CERTAINLY, IF ONE ENTERTAINS MORE THAN A MOMENTARY Aoﬁlaarlon
REPLACED ULTIMATELY BY A HORRIFIED REJECTION OF VORTIGER; HeEnGc1sT, HoRsus,
AND ROXENA,.HE 1S AT BEST‘DISTORTING THE THEMATIC szTEMENT AND AT WORST
Exnlaarpué AS DEFECTIVE A MORAL SENSE AS ANY OF THE FOUR. AS THEY ARE
PRESENTED IN THE PLAY, THERE IS NO QUESTION THAT THESE PEOPLE ARE EVIL
ACCORDING TO CHRISTIAN THEOLOGY, EITHER PROTESTANT OR CATHOLIC, AND LIKE
SATAN AND HIS ANGELS ARE UNWORTHY OF SYMPATHY. AN ADD'ITIONAL HEIGHT OF
Qoanoﬁ is Adalzveo, HOWEVER, BY THE FACT THAT EVIL AS THE FOUR ARE, THEY
HAVE THE GREATEST OF CAPABILITIES-=ESPECIALLY HORSUS AND ROXENA==AND CRE=-
ATE ADMIRATION UNTIL THE VIEWER SEES THE CAPABILITIES Aé TALENTS MISUSED.

THIS IRONIC DISTANCE EXTENDS TO THE TWwO SPOKESMEN, HORSUS IN THE

TRAGEDY AND OLIVER IN THE COMEDY. HORSUS HAS THE INTELLECTUAL ABILITY TO

ELEMEN?S IN THEIR COSMOGONIC COMEDIES. FURTHERMORE, TO USE THE I1DEA OF
COMIC RELIEF AS A CRITICAL EXPLANATION IS EITHER AN ATTEMPT TO EXCUSE
THE DRAMATIST WHEN ONE FEELS THAT THERE 1S REALLY NO EXCUSE OR TO ABAN-
DON ONE'S RESPONSIBILITY AS A CRITIC IN DETERMINING HOW THE COMIC ELE=-
MENTS FUNCTION.

2
°9BALD, MiIDDLETON'S HENG!ST, PP. XLIy LI1=LIV; ScHOENBAUM, MiD-
DLETON'S TRAGEDIES, PP. 129-130.
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SEE THAT VORTIGER §S MAKING A SORRY CHOICE IN EXCHANGING CAST1zA FOR Rox-
ENA, WHOM HORSUS DOES NOT HESITATE TO NAME A WHORE. H1S CLEAR VISION OF
THE FACT, HOWEVER, SHOULD NOT MISLEAD THE VIEWER INTO ASSUMING THAT HIS
MORAL VISION IS ALSO CLEAR. MOREOVER, HIS GCLEAR VISION OF THE FACT SHOULD
CREATE HORROR RATHéR THAN ADMIRATION WHEN HE REALI1ZES THE VAST AMUSEMENT
wHicH HORSUS FINODOS IN oruen'é SELF-DECEPT{ON.

JUéT As HORsUS DOES NOT MOVE OUT OF HIS CONTEXT AND BECOME A DIR-
ECT, OR NON=IRONIC, séoxtsnAN ?on THE AUTHOR S0 OLIVER REMAINS A COMIC
FIGURE WHILE DIVORCING HIMSELF FROM THE OTHER PRINCIPALS IN THE COMIC
ACTION. HIS VISION 1S LIMITED BY THE COMIC CONTEXT TO THE EXTENT THAT,
WHILE HE 1S ABLE TO SEE THE STUPIDITY OF SYMON, HE IS UNABLE TO SEE ITS
SIGNIF ICANCEse ALTHOUGH HEAIS THE 'COMIC COUNTERPART OF CASTIZA IN BEING
FORCED TO WITNESS (PARTICIPATE IN) A& ACTION HE 1S OPPOSED TO AND TRIES
-TO COVER HIs EYEs (As sﬁe IS BLINDFOLDED AND.ASKS TO HAVE HER SIGHT TAKEN)
AND THREATENS TO FAINT (As SHE AGCTUALLY DOES) AND IS TOLD BY SYMON THAT
HE wiLL BE REVIVED (As sHE ls),‘HE REMAINS A COMIC FIGURE. FIRST, HE IS A
PURITAN AND A FUSTIAN WEAVER==ENOUGH erulu ITSELF TO INDICATE HIS COMIC
NATURE. SECOND, THERE 1S SOMETHING LUDICROUS IN A MAN'S FAINTING TO PRO-
TECT HIS Y"HONOR,!" WHICH ITSELF CONCERNS NOTHING MORE SERIOUS THAN WIT=-
NESSING A COMEDY. ‘FINALLY, THERE 1S HIS COMIC DISCOVERY THAT THE IMPOR=-
TANCE OF THE LETTER OF THE LAW IS NEGL!CIBLE IF THERE 1S NO SUBSTANCE TO
THE LAW,

FINALLY, DESPITE THE MANY TECHNICAL ACHIEVEMENTS OF HENGIST, EVI-
DENCED BY THE PRECEDING ANALYSIS, THERE ARE FLAWS IN THE PLAY. UNLIKE
OTHER CRITICS, HOWEVER, | DO NOT THINK THAT THEY ARE TO BE FOUND IN THE

LACK OF A UNITY OF PURPOSE, OF ACTION, OR OF TONE. RATHER THEY OCCUR



5k
PRINCIPALLY IN fHE TWO AREAS OF THE COMPASS OF THEME AND OF THE TREATMENT
OF CERTAIN SPECIFIC CHARACTERS AND INCIDENTSy, THE LATTER PARTIALLY DEPEN=-
DENT UPON THE FORMER-—=IN OTHER VORD$,‘;Hé FLAWS ARE IN THE ARCHITECTONICS,
IN THE FORMAL LINES. THE POET ATTEMPTS TOO MUCH IN TRYING TO TREAT THE
REJECTION OF CHRISTIAN MORALITY AS WELL AS ITS RELATION 76 INTELLECTUAL
ARROGANCE, BOTH OF WHICH HAVE TO0O ﬂANf PARTS TO BE TREATED EFFECTIVELY IN
ONE DRAMA. THE PROBLEM MAY BE ALSO THAT THE HISTORY OF VORTIGER FROM THE
DEATH OF CONSTANTIUS TO HIS OWN DEATH 1S NOT A SUITABLE NARRATIVE VEHICLE
FOR TQIS THE%E: TO USE AMBITION FOR kINGSHIP AS THE HEIGHTH OF PRIDE, AND
PASSION FOR A PAGAN WOMAN AS THE EXTREMITY OF LUST, MAY BE A FAILURE IN
CHOOSING A SUITASBLE METAPHOR. FURTHERMORE, CHRONOLOGICALLY ORGANIZED MA -
TERIALS DO NOT WORK VERY WELL AS SUGGESTIONS OF SIMULTANEITY IN A CONVEN=
30

TIONAL DRAMATIC STRUCTURE. IN OTHER WORDS, THE PRINCIPAL PROBLEM IS IN

THE CHOICE OF VEHICLE NOT IN THE EXECUTION ONCE THE NARRATIVE HAS BEEN

Ao

CHOSEN.

ALTHOUGH BASICALLY THE EXECUTI&N IS EXCELLENT, THERE ARE, HOWEVER,
A FEW SPECIFIC FLAWS. THE ABRUPT CHANGE IN THE PERSONALITY OF ROXENA 1S
DléAGREEABLE; THERE 1S NOTHING TO PREPARE THE AUDIENCE FOR THE LaoYy Mac-
BETH;LlKE CHANGE BETWEEN THE BANQUET SCENE AND HER SEEING THE GHOST OF
VORTIMER AND RECOGNIZING HER GUILT. SECOND, THE KIND OF NOBLES WHO HAVE
SU;PORTED VORTIGER IN HIS MURDER,OF CONSTANTIUS ARE NOT THE_SORT WHO WOULD

LIKELY ACGCEPT THE RESTORATION OF PEACEFUL ORDER AS REPRESENTED BY AURSLIUS

AND UTHER PENDRAGON. THIRD, THE DEATHS OF HORSUs, ROXENA, AND VORTIGER

3OEVEN THORNTON . WILDER HAD MUCH DIFFICULTY WITH THE PROBLEM I[N
THE SKIN OF QOuR TEETH. ALTHOUGH HE HAD THE BENEFIT OF A MUCH LESS STRICT
FORM, MUCH OF THE IDEA MUST BE DISCURSIVELY STATED BY THE CHARACTERS
RATHER THAN DRAMATICALLY SHOWN.
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FOLLOWED BY A BRIEF INDICATION OF THE RESTORATION OF ORDER BY AUREans
MAKE A MUCH BETTER DRAMATIC chCLusuoN THAN THE REWARDING OF CASTIZA AND
THE ANTICIPATED EXECUT10ON OF HENGIST, WHO SHOULD DRAMATICALLY HAVE DIED
OR AT LEAST BEEN JUDGED BEFORE THE éno oF VORTIGER. FOURTH, THE DEATH OF
HORSUS SHOULD RESULT FROM Hls_owﬁ FLAWS, PERHAPS AS A RESULT OF A Mis-
JUDGEMENT OF VORTIGER. SUCH A RESULT IS NOT REALLY INDICATED BY THE FINAL
SCENE BETWEEN THE TwO. AND FINALLY, THE COMIC SCENE INVOLVING THE PLAY=
ERS 1S MUCH TOO LONG, BUT EVEN THE LENGTH MIGHT HAVE BEEN MORE ACCEPTABLE
HAD IT COME EARLIER IN THE PLAY THAN THE BEGINNING OF.THE FIFTH ACT. THIS
OBJECTION ;s NOT TO THE USE OF COMIC MATERIALS AS SUCH FOR THEIR USE IN

THE CHANGELING 1S BRILLIANT, AS | HOPE TO DEMONSTRATE IN THE NEXT CHAPTER.

As WAS INDICATED EARLIER IN THIS CHAPTER, HENGIST ANTICIPATES THE

CHANGEL ING AND WOMEN BEWARE WOMEN BOTH IN SOME OF THEIR THEMES AND IN

THEIR TECHNIQUES. FOR EXAMPLE, ONE BASIC THEME FINDS EXPRESSION IN EACH
OF THE THREE DRAMAS: THE THEME OF MISUSED TALENTS, EITHER GREAT ABILITIES
USED FOR EVIL PURPOSES OR MEDIOGCRE ABILITIES USED FOR ' INANE,. ASININE
PROJECTS. HORSUS AND ROXENA ANTICIPATE DE FLORES AND BéATnlcE-JOANNA AND
vHe Duke AND Bianca. AND SYMON AND HIS FELLOW BURGHERS PREFIGURE THE MAD-
HOUSE GROUP AND THE WARD AND SORDIDO. SOME OF THE IMAGE PATTERNS REMAIN
CONSTANT:’THE SIGHT=BL INDNESS, JUDGEMENT-RATIONALIZATION, GOOD=EVIL TRIAD
ALSO APPEARS EXTENSIVELY IN THE TWO LATER PLAYSe WITHIN EACH OF THESE
MIDDLETON USES REDUPLICATION, EVEN MORE SUBTLY AND EFFECTIVELY EMPLOYED
THAN IN HENGIST. JusT ASFIN HENGIST, THE PSYCHOLOGICAL CRISES AND THE~-
MATIC CL IMAXES Aaé DRAMATIZED WHILE THE MERELY NARRATIVE ACTION IS RELE-
GATED TO DUMB—-SHOWS OR EVEN IGNORED ENTIRELY. AND THE SO-CALLED MELO-

DRAMATIC CLIMAXES RECEIVE SYMBOLIC MOTIVATION, PRINCIPALLY THROUGH THE



IMAGES, INSTEAD OF NARRATIVE MOTIVAT!ION. FINALLY, THE IRONY CONSTANTLY
.FORCES THE AUDIENCE OF ALL THREE PLAYS TO MAKE JTS MORAL VALUE=~JUDGEMENTS

WHEN IT WOULD PREFER TO ADMIRE OR JUST TO LAUGH.



CHAPTER 111

THE CHANGEL I NG

THE SECRET WHICH MIDDLETON LEARNED FROM THE THEMATIC SUCCESS OF
HENGIST AND FROM ITS DRAMATIC FAILURE WAS THAT OF FOCUS AND éROPORTION.
USING THE SAME BASIC TECHNIQUE OF REDUPLICATJO&, MippbLETON ELiMINATED IN
THE LATER TwWO PLAYS THE DOUBL ING OF NARRATIVE INCIDENT IN ORDER TO FOCUS
ON ONE SERIOU§ PLOT AND‘I*S REFLECTION IN THE SUBPLOT, IINITHESE PLAY§
ACTUALLY A PLOTTED STRUCTURE INSTEAD OF THE BASICALLY NON=-STRUCTURED,
FA#OICAL SCENES OF HENGIST. HE RETAINED THE REDUPLlCATlON oF CHARACTERS’
BUT MADE THE DOUBLES WORK SUBORDINATELY IN THE CENTRAL ACTION AND REMAIN
ALWAYS SUBORDINATE IN DRAMATIC INTEREST TO THE ng PRINCIPAL FIGURES.
THUS, HE WAS ABLE TO ANTICIPATE OR RECALL CENTRAL SCENES BY SUBORDINATE
ONES WHILE KEEPING THE INTEGRITY OF THE MINOR CHARACTERS AS lNDl;lDUALSi
By cHOOSING ONE SPECIFIC ACTION TO DtﬁONSTRATE ONE SPECIFIC EVIL, HE
ACHIEVED A UNITY OF DRAMATIE IMPACT. BUT THROUGH IMAGERY WHICH, WORKING
ON THE SAME PRINCIPLE AS THE WAGNERIAN LEITMOTIF, BECOMES THE RHYTHM OF
DETAILS, HE WAS ABLE TO MAKE THE REMAINDER OF THE TOTAL COMPLEX OF MORAL
EVILS THEMATICALLY OF EQUAL IMPORTANCE WHILE KEEPING THE INDIVIDUAL EVILS
DRAMATICALLY SECONDARY. THUS BY MEANS OF THE VARIOUS TECHNIQUES MENTIONED

ABOVE, LUST, THE SPECIFIC EVIL WHICH 1S DRAMATIZED BY THE MACHINATIONS oF

DE FLoREs AND BEATRICE~JOANNA, 1S PROLIFERATED |INTO ALL EVILS WHICH
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ACCOMPANY SELFISH DESIRE.

THE CHANGEL ING SHOWS A WORLD WHOSE DOMINANT CHARACTERISTIC s

COMPLETE EGOCENTRICITY JUSTIFIED BY "ReasonN.!" (WHAT SWIFTIAN 1RONY TO
PRESENT MORAL MADNESS MAsou;RAbans As 'SwEET REASON"!) TH1s AFFLICTI&N
IS EVIDENT IN THE MOST FORCEFUL FIGURES OF THIS WORLD, BEATRICE-JOANNA AND
De FLorRes. BUT THIS DISEASE, WHILE LESS VIRULENT, INFECTS THE REST OF
THE INHABITANTS AS WELL. TO THE EXTENT THAT THE REST OF THE anRacTERs
RATIONAL IZE THEIR EGOMAN!A JUST go FAR ARE THEY COMPANIONS OF DE FLORES
AND BEATRICE~JOANNA.

THE OUTWARD MANIFESTAT;ON OF PERVERTED REASON IS THE INABILITY TO
SEEy, OR RATHER THE TALENT FOR SEEING ONLY WHAT ONE WANTS TO, WHICH IN TURN
PERVERTS THE RE;SON STILL FURTHERe. EACH CHARACTER ATTEMPTS TO FORCE HIS
OWN IFTERPRETATION ON THE WORLD OUTSIDE HIMSELF. HERE AS IN HENGIST, SELF=
DECEPTION LEADS TO SELF=DESTRUCTION. FOR»BEATRlcEfJOANNA, THE WORLD 1S A
MAGIC LAND, VOID OF MORAL RESPONSIBILITY, WHERE LIKE A CHILD ONE CAN SAY
"BANG, YOU'RE DEAD,'" WITHOUT HAVING TO SUFFER THE RETRIBUTIVE CONSEQUENCES
OF MURDER. VERMANDERO SEES THE WORLD'S ACTIVITIES AS AETERMlNED BY HiS
witL: HIS oaucarsa'; MARRIAGE, H1S RETAINER'S ACTIONS, KIS GUEST'S MUR=
DER==ALL ARE SIGNIFICANT ONLYllN SO FAR AS THEY REFLECT OR DETRACT FROM
, HI1S "HONOUR,'" THE PRINCIPAL CONCERN OF HIS WiLL. DE FLORES PROJECTS A
WORLD FULL OF PEOPLE INTERESTED IN SATISFYING PHYSICAL DESIRES THROUGH
OUTWITTING THOSE WHO WOULD STAND IN THE WAY. ALSEMERO'S WORLD IS NEATLY
ORDERED: (F IT IS IMPOSSIBLE TO FIGHT THE HoLLANDERs, THERE ARE ALWAYS
THE TURKS—=~A YOUNG GENTLEMAN MUST ALWAYS BE HEROIC UNLESS HE 1S IN LOVE;
THEN HE CAN FIGHT A DUEL, ALSO GOVERNED BY STRICT RULES OF ceuTLEnAhLv

CONDUCT. THE OTHERS LIKEWISE HAVE THEIR PRIVATE PICTURES OF THE WORLD.



59

THE RESULT IS A FAILURE TOVUNDERSTAND ANYONE ELSE'S WORLD OR REALLY TO
CARE ABOUT ANY WORLD BUT ONE'S OwN. _

As AN EXAMPLE OF REASONABLE BEHAVIOR, ALSEMERO IS GENERALLY TAKEN
TO BE THE NORM—CHARACTER IN THIs PLAY. HE DoEs, AFTER ALL, OPEN AND CLOSE
THE DRAMA; HE 1S A G0OD MAN (THAT 1S To SAY, HE DOES NOTHING BAD=-=LIKE
KILLING SOMEONE); BESIDES HE SAYS Tée RIGHT §L|~cs: HE IS ALL FOR HONOR=-
ING ONE's FATHER, FOR CHASTITY, AND FOR TEMPERANCE ANQ AGAINST MURDER AND
DECEPTION. BUT ARE THERE NOT DISADVANTAGES TO SUCH AN INTERPRETATION OF
ALSEMERO? HE IMAGINES THAT HIS LOVE FOR BEATRICE-JOANNA IS BASED UPON
GOOD JUDGEMENT ON ACCOUNT OF HIS READING OF THE OMENS OF THEIR MEETING.
HE PERCEIVES HER TRUE NATURE NO BETTER THAN ALonZo. HE DISCOVERS HER
INFIDELITY ONLY AT THE INSISTENCE OF JASPERINO SINCE HE HIMSELF WAS WiLL=-
ING TO TRUST THE ABSURD VIRGINITY TEST, THE PHILTRES AND POTIONS OF THE
CHALDEAN RATHER THAN THE OBJECTIVE ASSESSMENT MADE BY ONE NOT BLINDED BY

. A ' : .

LOVE OR SCIENTISM:. AS LONG AS HE RELIES ON EMPIRICAL REASON, WHOSE META=-
PHOR IS THE "scveutnrlcﬁ VIRGINITY TEST, HE MISREADS ALL THE REAL SIGNS
OF HER INFIDELITY. ONLY AFTER HE SEES HER |~-éoursasncs wiTH DE FLoRES,
A RATHER RID;CULOUS denogrlon SINCE SHE HAS CONVERSED WITH HIM INNOCENTLY
ON OCCASION BECAUSE HE 1S HER FATHER'S ATTENDANT, DOES ALSEMERO JUDGE HER
ACCURATELY. EVEN THEN HE FAILS TO bnoensrAuo HER NATURE, FURTHERMORE, HE
IS JUST AS EAGER TO DISPATCH HIS RIVAL AS ARE DE FLores, ANTONIO, OR FRAN-
ciscus, PROVIDED HE CAN ACT '"WwiTH HONOUR™: WE . SUGGESTS A DUEL. FinaLLy,

HE 1S SHOWN TO BE LACKING IN ANY KIND OF HUMAN SYMPATHY. HIS FINAL STATE-

. ;
MENT TO VERMANDERO, '"YOU HAVE YET A son's DuTy Livineg” (V, 111, 216),

1 .
) ITALICS MINE. ALL QUOTATIONS FROM THE CHANGELING ARE FROM
BAwCUTT'sS EDITION. ' o
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CAN.SCARCELY BE CONSIDERED HEART WARMING. AS PQESENTED IN THE LAST SCENE,
ALSEMERO 1S A STUFFY SCHOOL=MASTER GIVING LESS THAN BRILLIANT INSIGHTS
INTO THE DAY'S ACTIVITIES AND ASKING, '"Now THEN CHILDREN, WHAT DID WE ALL
LEARN TODAY?!" |F HE IS NOT AT BEST AN IRONIC Heﬁo, PUTTING THE EPILOGUE
INTO RIS MOUTH SURELY RANKS AS A MONUMENT TO ARTISTIC ABSURDITY:

ALL WE GAN DO TO COMFORT ONE ANOTHER,
To STAY A BROTHER'S SORROW FOR A BROTHER,
To DRY A CHILD FROM THE KIND FATHER'S EYES,
Ils TO NO PURPOSE, IT RATHER MULTIPLIES:
YOUR ONLY SMILES HAVE POWER TO CAUSE RE~LIVE
THE DEAD AGAIN, OR IN THEIR ROOMS TO GIVE
BROTHER A NEW BROTHER, FATHER A CHILD}
IF THESE APPEAR, ALL GRIEFS ARE REGONCIL'D.
. : 4 (v, 11, 220-227)

P

J

DESPITE HIS sarsalé PRESENTATION, 1T MIGHT STILL BE NECESSARY TC CHOOSE
ALSEMERO AS THE NORM BY DEFAULT IF THE PLAY DID NOT CONTAIN A NON=IRONIC
CHARACTER WHO HAS ALL OF ALseneao's VIRTUES AND MORE, AND NONE OF HIS
FAULTS==1SABELLA.,

ExcePT FOR ISABELLA, HER ACTIONS, AND HER STATEMENTS, THERE IS
SCARCELY ANY ACTION, ANY éHAaAcTea, ANY LINE WHICH IS NOT IROMIC. AS THE
ONLY NON=~1RONIC CHARACTER, SHE IS THE EYE-CHARACTER IN THIS DRAHA.2 SHE
AND SHE ALONE HAS THE NECESSARY QUALIFICATIONS BOTH MORAL AND DRAMATIC TO
BE THE NORM BY WHICH ALL ELSE 1S MEASURED. YET SHE IS NOT THE FOCUS OF
ACTION. ON EITHER SIDE OF HER GO THE FOOLS AND THE MADMEN, DIVIDING A
WORLD WHERE THE FOOLS REMAIN "INNOCENT' AND THE "wITS'" ARE DAMNED BECAUSE

MAD. AND THE TWO WHO ARE THE MOST MAD ARE THE HERO AND THE HEROINE. THE

2WILLIAH EmpsoN, - SOME VERSIONS OF PASTORAL (LoNooN: CHATTO AND
Winpus, 1950), p. 50; RiIBNER, JACOBEAN TRAGEDY, PP. 129, 135-136.
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MOOD IS ONE OF BARELY SUPPRESSED HYSTERICAL LAUGHTER, FOR THE COMEDY CRE=-
ATES HORROR AND THE TRAGEDY CAUSES FASCINATION AND A WONDERING ADMIRATION.
NO LESS A WONDERMENT ARE THE IRONIC AMBIGUITIES OF IMAGERY AND LANGUAGE.
EXCEPT FOR ISABELLA, EACH LIVES HIS LIFE AS THOUGH IT WERE A WORD GAME==
EXCHANG ING THE WORD OR IMAGE FOR THE THING ITSELF.
UNLIkE CaSTIZA AND CONSTANTIUS IN HENGIST,‘ ISABELLA 1S AN ACTIVE

EXAMPLE OF VIRTUE. SHE 1S IN THE WORLD, ALBEIT A MAD ONE: SHE FUNC;T;;S
AS A MEMBER OF THIS WORLD, BUT SHE DOES NOT PARTAKE OF ITS MADNESS. AL~
THOUGH A YOUNG AND BEAUT;FOL WOMAN MARRIED TO A FOOLISH, 6Lo MAN AND N
ADDITION A CHARACTER IN THE COMIC PLOT, SHE FAILS TO FULFILL THE TRADI=
TIONAL COMIC EXPECTATION TO CUCKOLD HER HUSBAND. SHE CERTAINLY DOES NOT
LACK OPPORTUNITY, FOR SHE REJECTS THREE SUITORS (AT LEAST TwWO, IF ONE DIS~-
COuNnTs 'oLp" LOLLIO.AS BEING MERELY AN OPPORTUNIST). MOREOVER, SHE IS
AWARE THAT THE MAINTENANCE oE PURITY DEPENDS UPON INCLINATION, Nof C I RCUM=
STANCES?

HERE THE RESTRAINED CURRENT MIGHT MAKE BREACH,

SPITE OF THE WATCHFUL BANKERS; WOULD A WOMAN STRAY,

SHE NEED NOT GAD ABROAD TO SEEK HER SIN,

IT WoOUuLD BE BROUGHT HOME ONE WAYS OR OTHER:

THE NEEDLE'S POINT WILL TO THE FIXED NORTH;

SUCH DRAWING ARCTICS WOMEN'S BEAUTIES ARE.
(i, 11, 212-217)

FOR WHAT IT 1Is WORTH, AS AN ADDITIONAL MORAL QUAILFICATION, SHE IS, UPON
TESTIMONY OF A FOOL AND A MADMAN, NEITHER A FOOL NOR A MADMAN:

ALi8. ‘ INDEED, COME THEY TO SEE
OuR MADMEN OR OUR FOOLS, LET 'EM SEE NO MORE
THAN WHAT THEY COME FOR; BY THAT CONSEQUENT
THEY MUST NOT SEE HER, |'M SURE SHE'S NO FOOL.

LoL. AND |'M SURE SHE'S NO MADMAN. (1, 11, 61-65)
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THE ONE CHARACTERISTIC WHICH |SABELLA HAS WHICH APPEALS MOST STRONGLY TO
A
THE MODERN AUDIENCE 1S HER ATTITUDE TOWARD FOOL ISHNESS AND INSANITY.3
SHE REMARKS TO LOLLIO ON THE OCCASION OF HER FIRST WITNESSING THE "™MaD-

NEss' oF FRANciIsCus:

ALACK, ALACK, 'TIS TOO FULL OF P!TY

To BE LAUGH'D AT . + . . (L, 11y, b3-by)

AND HER STATEMENT ToO ALlsvus, "Y'HAVE A FINE TRADE ON'T, / MADMEN AND
FOOLS ARE A STAPLE COMMODITY' s I&TENDED, 'AS IS oavnobs FROM ALi1BIUS'
ANSWER, "OH WIFE, WE MUST EAT, WEAR GLOTHES, AND LIVE" (111, 11, 275-277),
AS A CRITICISM OF ALIBIUS' EMPLOYMENT OF HIS CHARGES TO COMPLETE THE FUN
'AND GAMES AT THE NUPTIALS OF BEATRICE-JOANNA AND ALssnené. ALTHOUGH HER
ATTITUDE TOWARD THE MADMEN MAKES HER MORE ACCEPTABLE TO THE 'MODERN AUD 1=
ENCE, THE IMPORTANCE OF THIS AGTION FOR THE WORLD OF THE PLAY IS NOT THAT
SHE PITIES MADMEN BUT THAT SHE CAN MOVE OUTSIDE THE SELF LONG ENOUGH TO
PITY ANYBODY.

THE DRAMATIC QUALIFICATIONS OF |SABELLA AS "EYE'" ARE CONTROLLED
BY THE IRONIC NATURE OF THE PLAY ITSELF. FIRST OF ALL, |SABELLA 1S YOUNG,
' TOO YOUNG TO BE WISE FROM THE EXPERIENCE OF AGE. BUT SHE IS NOT YOUNG
ENOUGH TO BE CONSIDERED A CHILD AND THEREFORE INNOCENT AS A CHILD FROM
LACK OF EXPERIENCE; NOR IS SHE INNOCENT BECAUSE SHE IS A FOOL. SHE IS
RATHER AN ADULT WHO HAS BEEN TRIED AND PROVED INNOCENT. |RONICALLY, THE
PLAY CONTAINS TWO (MAYBE THREE--LOLL10) OLD MEN WHO SHOULD BE les BECAUSE
OF AGE BUT ARE NOT: BOTH VERMANDERO AND ALIBIUS MISJUDGE THE YOUNG WOMEN

UPON WHOM THEIR ""HONOUR' DEPENDS. SECOND, SHE 1S NOT A REPRESENTATIVE OF

3' AM NOT SUGGESTING THAT THE NORM CHARACTER OF A DRAMA THREE HUN-
DRED YEARS OLD OUGHT TO BE DETERMINED BY TODAY'S MORALITY, BUT THIS CHAR-
ACTERISTIC OF |SABELLA IS CERTAINLY ONE INDICATION THAT SHE 1S NOT MOTI=-
VATED SOLELY BY SELFISH INTERESTS.
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LEARNED WISDOM ALTHOUGH THE PLAY DOES CONTAIN Two '"'LEARNED DOCTORS,"
AL1B1US AND ALSEMERO. THIRD, SHE 1S A MINOR CHARACTER IN THE COMIC SUB=-
PLOT WHO 1S IN NO WAY PERSONALLY CONNECTED WITH THE MAIN PLOT. FOURTH,
SHE IS A WOMAN BUT NOT A RELIGIEUSE. THUS, SHE IS THE LEAST LIKELY, AC-
CORDING TO THE DRAMATIC EXPECTATIONS OF CLASSIC OR ROMANTIC TRAGEDY, TO
BE THE POINT OF VIEW CHARACTER. BUT ACCORDING TO SATIRIC EXPECTATIONS SHE
IS THE ONE MOST SUITABLE.

As INDICATED ABOVE, ONE OF THE MAJOR co&ésnus IN THIS DRAMA IS THE
DISTANCE BETWEEN THE IDEAL REASONABLE BEHAViOR AND MAN'S ACTUAL BEHAVIOR.
THE IDEAL REASONABLE BEHAVIOR 1S DETERMINED BY THE CHARACTER'S ACCEPTANCE
OF A SET OF ABSOLUTES WHIGH ARE NOT ARGUED ;Bour, NOT QUESTIONED, SCARCELY
EVEN MENTIONED BUT WHICH ARE SIMPLY ASSUMED TO EXIST. |SABELLA IS THE
ONLY CHARACTER WHOSE ACTUAL BEHAVIOR IS ALSO IDEAL REASON;BLE BEHAV IOR.
FOR SURROUNDED BOTH LITERALLY AND SYMBOLICALLY BY FOOLS AND MADMEN AND
WITH NO OTHER WORLD TO USE AS AN EXAMPLE, SHE IS YET ABLE TO REGOGNIZE THE
FOOL ISHNESS AND MADNESS EVEN IN HER OWN HOUSE.

ISABELLA STANDS BETWEEN THE TWO HALVES OF THE WORLD, THE MADMEN
AND THE FOOLS. UNLIKE THE ONE, SHE FOLLOWS THE RIGHT CODE OF BEHAVIOR;
UNL IKE THE OTHER, SHE FOLLOWS THIS CODE FOR THE RIGHT REASONS. SHE 18
UNIQUE ALSO IN THAT SHE HAS A GLARITY OF VISION IN BOTH THE MUNDANE AND
THE SPIRITUAL WORLDS.

THE PLAY-WORLD, WHICH IS DIVIDED BETWEEN FOOLS AND MADMEN, Is A

MICROCOSM, NOT JUST OF THE 'ReaL" (MUNDANE) WORLD BUT OF THE SPIRITUAL

ALTHOUGH IT 1S TO PROFESSOR RIBNER THAT | OWE THE INITIAL SUGGES—~
TION THAT THE FOOLS AND THE MADMEN DIVIDE THE WORLD BETWEEN THEM, | DIFFER
WITH HIM ON THE BASIS FOR DIVISION, WHICH HE FEELS IS THE IDEA OF PREDES-
TINATION FROM CALVINIST THEOLOGY:

e« o o« THERE MAY BE « - « IN THE DIVISION OF ALIBIUS' HOUSE INTO



(HORAL) WORLD AS WELL. BOTH GROUPS LACK THE CLARITY OF VISION TO SEE
THAT THERE IS ANYTHING MORE THAN THE MUNDANE, THAT THEIR ACTIONS IN ONE

ARE INDICATIVE OF THEIR CONDITION IN THE OTHER. UNL IKE THE OTHERS,

FOOLS AND MADMEN A SUGGESTION THAT THE ENTIRE WORLD 1S SO DIVIDED
AND THAT THESE ARE THE ELECT AND THE DAMNED OF CALVINIST THEOLOGY
THE FOOLS CAN ESCAPE DAMNATION THROUGH DIVINE GRACE] THE MADMEN
REPRESENT JUDGEMENT VITIATED BY WiLL, AND THEY ENGAGE IN MORAL
EQUIVOCATION WHICH 1S THE RESULT OF FALLIBLE HUMAN REASON. (JACO-
BEAN TRAGEDY, P. 136)

AND
o « «MIDDLETON SHOWS US THE REALITY OF DAMNATION IN THE INESCAP-
ABLE FATE OF BEATRICE~JOANNA, BUT HE SHOWS US ALSO THE GRACE OF
GOD WHICH CAN PRESERVE |SABELLA. ON A LESSER SCALE SHE IS FACED
WITH A LIKE TEMPTATION AND SHOWN A LIKE VISION OF EVIL, BUT SHE
IS ABLE TO MAKE A PROPER MORAL CHOICE AND THUS ESCAPE DAMNATION.
(JacoBEAN TRAGEDY, P. 129). -

ALTHOUGH HE ACCEPTS |SABELLA AS THE IDEAL NORM OF THE PLAY, HE
SUPPORTS HIS IDEA OF FATE WITH STATEMENTS OF MADMEN, WHOSE CORRUPT VISION
HAS IN HIS VIEW ALREADY DAMNED THEM. HE OBVIOUSLY DOES NOT WISH TO MAKE
ISABELLA ONE OF THE FOOLS, BUT CALVINIST THEOLOGY PROVIDES ONLY TWO CAT=
EGORIES, THOSE SAVED BY THE GRACE OF GOD AND THOSE DAMNED BECAUSE OF THE
SIN OF ADAM, WHICH THEY PARTICIPATED IN AND RECAPITULATE IN THEIR OWN
LIVES. FAR FROM SUPPORTING THE NOTION OF PREDESTINATION, THE ONLY COM-
MENTS WHICH ISABELLA MAKES SEEM TO POINT, IF ANYWHERE, IN THE OPPOSITE
DIRECTION. THE FIRST OF THE TwO IS HER STATEMENT THAT IF A WOMAN CHOOSE
TO SIN, SHE witL FIND A wAY (lil, 111, 212-217). THE SECOND IS HER Fli=
NAL -COMMENT TO ALIBIUS: .

YOUR CHANGE 1S STiLL BEHIND,
BUT DESERVE BEST YOUR TRANSFORMATION:
You ARE A JEALOUS COXCOMB, KEEP SCHOOLS OF FoLLY,
AND TEACH YOUR SCHOLARS HOW TO BREAK YOUR OWN HEAD.
(v, 111, 209-212)

AT ANY RATE, ALIBIUS TAKES IT AS A SUGGESTION FOR A CHANGE OF WILL FOR
HE SAYS

| SEE ALL APPARENT, WIFE, AND WILL CHANGE NOW
INTO A BETTER HUSBAND, AND NEVER KEEP
SCHOLARS THAT SHALL BE WISER THAN MYSELF.
' ' (vy 111, 213-215)

WHATEVER THE STATE OF CALVINIST THEOLOGY, DRAMATICALLY THE FOOLS ARE ONLY
JUST A LITTLE LESS REPUGNANT THAN THE MADMEN, AND CERTAINLY |SABELLA is
FAR ABOVE THEM.



65
SINCE SHE 1S NOT CONFUSED BY THE ACTIVITIES OF THE MUNDANE HORLD,.|SABELLA
IS IN NO DANGER OF LOSING HER MORAL PERCEPTION.5 Tue FooLs (ALseMERO,
ALiBius, VERMANDERO, ALONZO, TOMAZO, ANTON10, AND FRANCISCUS) LACK REAL
PERCEPTION IN EITHER wom_D.6 THEY FAIL TO UNDERSTAND EITHER THEMSELVES
OR OTHERS. THEY LIVE BY A CODE OF BEHMAVIOR WHERE NO MORAL CHOICES HAVE
TO BE MADE. THE ULTIMATE OBJECT OF PERCEPTION IS THE ABILITY TO MAKE COR—
RECT MORAL CHOICES. [N OTHER WORDS, THEY SEEM TO FOLLOW THIS CODE FOR NO
OTHER REASON THAN THAT IT 1S THE AccEéTED MODE OF BEWAVIOR. THE MADMEN
(De Frores, BEATRICE-JOANNA, AND DIAPHANTA) HAVE A NATURALISTIC CLARITY
OF SIGHT BUT NO VISION. THEY HOLD NO ILLUSIONS ABOUT THE NATURE OF TRE
MUNDANE WORLD ALTHOUGH DELUDED THgY:MAY BEs THEY SEE THIS WORLD SO CLEAR-
LY THAT THEY ARE BLINDED TO ANY WORLD BEYOND. THE MADMEN REJECT THE CODE
AS BEING MOTHING BUT A SUPERF(CIAL.COVERING- BEATRICE-JOANNA REJECTS THE
CODE VERBALLY oﬁLv AFTER BEING LED TOo IT BY DE FLORES, BUT IN ACTUALITY
SHE NEVER PAYS‘M0§E THAN LIP=-SERVICE TO SUCH PRECEPTS AS THAT CHILDREN
SHOULD OBEY PARENTS, A BETROTHAL CANNOT BE BROKEN WITHOUT HONORABLE REA;
SONS, MURDER IS HRONG-‘ THUS, WHILE THEY HAVE THE "wiT" ToO ssé-rnnoucﬂ
THE SUPERFICIALITY OF THE CODE, ruév LACK THE JUDGEMENT TO PERCEIVE THE
REAL MORALITY OF WHICH THE CODE 1S ONLY AN.OUTHARD- MANIFESTATION. IN
OTHER WORDS, THE FOOLS THINK THE CODE IS THE REAL MORALITY, WHEREAS THE

MADMEN THINK THAT REAL MORALITY 1S NO MORE SIGNIFICANT THAN ITS SUPER-

FICIAL MANIFESTATION., BOTH BEATRICE~JOANNA AND DIAPHANTA MAVE MORALLY

5ISABELLA' COMMENTS TO ANTONIO ABOUT THE EXTENT OF FOLLY OF HER
"LoVE's KNIGHT=ERRANT" (111, 111, 239).

ALTHOUGH HE PRETENDS TO BE MAD, FRANCISCUS IS IN REALITY JUST A
FOOL. LOLL1O AND JASPERINO ARE NOT DRAMATIC CHARACTERS AT ALL: LotLLio,
AT LEAST, IS A KIND OF COMIC CHORUS, THE EMBODIMENT OF THE ELAN VITAL}
JASPERINO IS TOO0, | THINK. SeEE LANGER, FEEL ING AND FORM, PP. 34234,
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CAPITULATED, AS CAN BE SEEN IN THE IMAGERY, LONG BEFORE THE ACTION WHICH
DRAMATIZES THEIR FALL. FURTHER, THE FEIGNED n;oness OF |SABELLA POINTS
UP THE FAILURES OF THE FooLS (HERE ANTONIO) TO RECOGNIZE THE SUPERFICI=-
ALITY OF THE COVERING (HER MADWOMAN'S GARMENTS).

THAT NONE OF THESE FOOLS BELONGS TO THE CATEGORY‘"NISE’FOOLS" Is
EVIDENT FROM THE FACT THAT THROUGHOUT AND AT THE END OF THE PLAY ALL ARE
STILL DOING AND SAYING FOOLISH THINGS. TWO BRIEF EXAMPLES SHOULD SUFFICE.
BEATRICE=JOANNA IN HER DYING STATEMENT HAS ASKED FOR FORGIVENESS. VERMAN=
DERO, WHO MAKES THE NEXT COMMENT, IS STILL MUTTERING ABOUT HIS 'HONOUR':

OH, MY NAME IS ENTER'D NOW IN THAT RECORD

WHERE TILL THIS FATAL HOUR 'TWAS NEVER READ.
(vy 111, 180-181)

CERTAINLY ALSEMERO UNDERSTANDS VERMANDERO TO BE DISCUSSING M!S ﬂONOR, FOR

HE REPLIES?

LET 1T BE BLOTTED OUT, LET YOUR HEART LOSE IT,
AND IT CAN NEVER LOOK YOU IN THE FACE,

NOR TELL A TALE BEHMIND THE BACK OF LIFE

To YOUR DISHONOUR. (v, 111, 182-185)

7

AND ALSEMERO COMCLUDES THE PLAY AS HE BEGAN IT==WITH PLATITUDES:

SIR, YOU HAVE YET A SON'S DUTY LIVING,
PLEASE YOU, ACCEPT ITj; LET THAT YOUR SORROW
As IT GOES FROM YOUR EYE, GO FROM YOUR HEART;

MAN AND HIS SORROW AT THE GRAVE MUST PART.
(v, 111, 216=-219)

7ALTHOUGH | DO NOT THINK THERE IS ADEQUATE DRAMATIC EVIDENCE, 1IT
IS POSSIBLE THAT ALSEMERO HAS EXPERIENCED SOME KIND OF CHANGE BY THE END
OF THE. PLAY. THE TYPE OF PLATITUDE HE USES AT THE BEGINNING POINTS TO A
MSCIENTIFIC," OR RATIONALISTIC, EMPHASIS, SUT BY THE END THE EMPHASIS HAS
PERMAPS SHIFTED TO AN INTEREST IN THE PROBLEMS OF OTHERSe OSTILL, IF THIS
SHIFT OF EMPHASIS IS SYMBOLIC, IT IS ABOUT AS CONVINCING AS THE DECLARA=-
TIONS MADE 8Y FRANCISCUS, ANTONIO, AND ALIBIUS, WHICH ARE CLEARLY COMIC
TRANSFORMATIONS RATHER THAN REAL CHANGES.
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IT i1s PROFESSOR ORNSTEIN WHO HAS READ ARIGHT THE CHARACTERS OF ALSEMERO
AND VERMANDERO--AS WELL AS ALONZO AND TOMAZO--WHEN HE REMARKS THAT THEY
ARE ''ABSORBED IN CHARADES OF HONOR'' AND THAT '"THOSE WHO STARE AT THE DEAD
CRIMINALS ARE THE SHALLOW INNOCENTS, WHO IN A LAME AND MEGCHANICAL PER=—
_ORATION MARVEL AT THEIR OWN EXPERIENCES."

THE WORLD OF THE CHANGELING AND THE PEOPLE WHO INHABIT 1T ARE

STATIC, NOT DYNAMIC. LOTS OF THINGS HAPPEN, EVEN VIOLENT THINGS, BUT
REAL CHANGES ARE RARE IF Norl TOTALLY ABSENT. HERE ARE CONSTANT TRANS=-
FORMATIONS BUT NO GCHANGES. ALTHOUGH IT MAY SEEM LIKE NIT=PICKING TO MAKE
SUCH AN IMPORTANT DISTINCTION BETQEEN THE MEANINGS OF CHANGE AND TRANS—
FORMATION, THERE IS ADEQUATE JUSTIFICATION IN THE PLAY ITSELF. IN HER
VERY LAST COMMENT IN THE PLAY, IN HER STATEMENT TO ALIBIUS, "YOUR CHANGE
1S STILL BEHIND, / BUT DESERVE BEST YOUR TRANSFORMATION" (V, 111, 209-
210), ISABELLA MAKES IT CLEAR THAT THERE IS A DISTINCTION BETWEEN THE TwWO
AND THAT WHAT THE REST OF THE CHARACTE;S ALL HAVE BEEN TAxlﬁc roé CHANGES
ARE REALLY ONLY TRANSFORMATIANS. EARLIER IN THE PLAY THE TERM TRANSFOR=
MATION IS USED TO INDICATE ONLY AN OBVIOUSLY EXTERIOR MODIFICATION: N
vTHROQfNG OFF HIS DISGUISE, ANTONIO SAYS To IsaBELLA THAT ‘THE MAGIC OF HER
MPOWERFUL BEAUTIES" HAS THE Poueﬁ TO "TRANSFORM' Wi (1Et, 1, 120-121).
LATER, WHEN SHE COVERS HER "BEAUTIES"-<DRESSES UP IN A MADWOMAN'S GARB==
HE CANNOT RECOGNIZE HER BECAUSE HE IS INTERESTED ONLY IN HER PHYSICAL
BEAUTIES, THE OUTWARD COVERING. ALTHOUGH MOST OF THE CHARACTERS AT ONE
TIME OR ANOTHER SPEAK OF ''CHANGING,' THERE IS NO INDICATION OF A CHANGE

OF NATURE, ONLY A CHANGE OF CONDITION, A TRANSFORMATION. THE FRENETIC

ACTIVITY IS THAT OF AN ASS ON A TREADMILL~=LOTS OF RUNNING BUT NO

8ORNSTEIN, MoraL Vision, pP. 188, 189..
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PROGRESS. THE TRANSFORMATIONS ARE EITHER IN KEEPING WITH THEIR FORMER
CHARACTERS AS SEEN IN THE DRAMA OR ARE SUPERFICIAL. FOR EXAMPLE, BOTH

FRANCISCUS AND ANTON!IO SEE THEIR CHANGES AS AN ESCAPE FROM THE GALLOWS

AND AN INTENSIFICATION OF THEIR PRINCIPAL CHAhAcTERISTIC, FROM "LITTLE

Ass" To '"GREAT FooL'" AND FROM "LITTLE wIT'" To "sTaARk" maoman (V, 111,
204-209). IN ANSWER TO ISABELLA, ALIBIUS sAYS HE "wiLL cHANGE" (V, 111,
213) JUST AS SHE HAS REMARKED THAT H1s 'CHANGE 1s sTiILL BEHIND" (V, 111,

209); THAT 1S, THE CHANGE DOES NOT OCCUR WITHIN THE CONTEXT OF THE PLAY.
HER‘ srAfEMENT ABOUT ALIBIUS IS THE - ONLY INDICATION THAT ANY REAL CHANGE
CAN OGCUR EVEN IN THE FUTURE.

As ALSEMERO CATALOGUES THE CHANGES WHICH HAVE OCCURRED FOR THE

CHARACTERS OF THE TRAGIC PLOT, HE SEES BEATRICE-JOANNA'S CHANGE IN TERMS

‘9HAVING REMARKED THAT THE .WORD CHANGE OCCURS NINETEEN TIMES IN
THE PLAY, BawcuTT (MIDOLETON'S CHANGELING, PP. XLVI=XLVI|) ANALYZES SOME
OF WHAT HE FINDS AS CHANGES IN CHARACTER. HE REMARKS THAT ALSEMERO CHANGES
FROM WOMAN HATER TO LOVER, BUT SINCE THIS CHANGE OCCURS OUTSIDE THE PLAY,
IT 1S OF NO DRAMATIC SIGNIFICANCE. BEATRICE-JOANNA'S CHANGE (FROM ALONZO
TO ALSEMERO) ALSO ANTEDATES THE PLAY; HER DEFORMITY, OR WHOREDOM, 1S OF
THE HEART AND BEGAN WHEN SHE SHIFTED HER LOVE FROM ALONZO TO ALSEMERO, NOT
FROM ALSEMERO TO DE FLores. (THiIS Is CLEARLY SEen FRoM DE FLORES' STATE=~
MENT IN ||, 11, 57-66.) PROFESSOR BRADBROOK ALSO SEES ALSEMERO AS CHANGED
BY THE "TRANSFORMING POWER OF LOVE" (THEMES AND CONVENTIONS, P. 214). AL~
THOUGH SPEAKING OF HER MHABITUATION . « « TO HER sIN," T. S. ELIOT SEes A
CHANGE IN HER NATURE, FOR BEATRICE-JOANNA, HE SAYS, ''BECOMES MORAL ONLY BY
BECOMMING DAMNED' AND ""PASSES FROM AVERSION TO HABITUATION o « o" (Eg—
SAYS, PP, 86-87). BAWCUTT SPEAKS OF THE "PROCESS' OF BEATRICE~JOANNA BE-
COMING A "CREATURE OF EVIL" (PP. LI111) AND THAT AT THE END OF THE DRAMA

"MORAL ORDER 1S FINALLY RE—ESTABL ISHED" (PP. LX). RIBNER AT ONE TIME FINDS
A "TRAGIC RECONCILIATION'" AT THE END OF THE PLAY (JAcOBEAN TRAGEDY, P. 125)

BUT IN JUSTIFYING THE VIRGINITY TEST IMPLIES THAT BEATRICE=-JOANNA'S EVIL
HAS ALWAYS EXISTED AND THE BUSINESS OF THE PLAY IS ITS REVELATION. BoTH
HELEN GARDNER AND EDWARD ENGELBERG, HOWEVER, SEE NO POSSIBILITY OF CHANGE
FOR THE BETTER OR GAINING OF INSIGHT. SeEE HELEN GARDNER, - "THE TRAGEDY OF
DamNaTION," EL1ZABETHAN DRAMA: MoDERN EssAvys IN CRITICISM, ED. BY RALPH
J. Kaurmann, (New York: OxForRD UNIVERSITY PRess, 1961, GaLaxy Books) pP.
320-341; EowaRD ENGELBERG, "TRAGIC BLINDNESS IN THE CHANGEL ING _AND WOMEN
BEWARE WOMEN,'" MoODERN LANGUAGE QUARTERLY, XXI1l, 20.
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OF M"BEAUTY" AND '"wHOREDOM" (IT IS STILL HER RELATION TO HIM THAT -HE
Focuses ON), DE FLORES' CHANGE IN TERMS OF '"SERVANT' AND "MASTERY" (THERE
SEEMS NO REASON FOR THIS PLAY ON WORDS UNLESS THE IMPLICATION 1S THAT De
FLORES' CRIME IS MUCH WORSE SINCE ALSEMERO IS HIS SUPERIOR), HIS OWN IN
TERMS OF '"'supPOSED" HUSBAND (THAT 1S, NOT INVOLVING HIS OWN CHOICE OR
KNOWING PARTIOIPATION). ToMAZO'sS CHANGE, AS ALSEMERO INDICATES, SEEMS TO
BE MORE SIGNIFICANT, '"FROM AN !GNORANT WRATH / To A KNOWING FRIENDSHIP"
(v, 111, 202-203), UNTIL THE VIEWER REALIZES THAT THERE IS NO BASIS FOR
ALSEMERO'S ASSUMPTION EXCEPT ON THE SURFACE LEVEL. THROUGH NO DISCOVERY
OF HIS OWN, TOMAZO NOW CAN DISTINGUISH HIS ENEMY (1. E., WHO KILLED HIS
anorueﬁ) FROM HIS FRIENDS (THOSE WHO DID NOT KILL HIS BROTHER). BUT HIS
CAN SCARCELY BE CONSIDERED A MEANINGFUL CHANGE. FURTHERMORE, ALSEMERO'S
OWN ALTERATION OF NATURE THROUGH THE POWER OF LOVE, WHICH PROFESSOR BRAD-
BROOK FINDS SO IMPORTANT, 1S ACTUALLY NON-EXISTENT. SHE SPECIFICALLY MEN=-
TIONS HIS "TRANSFORMATION' FROM ARDENT TRAVELLER TO LOITERER AND FROM
WOMAN HATER TO GALLANT-10 FIRST, OF COURSE, THE CHANGE==1IF IT IS INDEED
ONE OF KIND AND NOT MERELY OF DEGREE~~TAKES PLACE OUTSIDE THE CONTEXT OF
THE PLAY AND DOES NOT FORM A DRAMATIC PROBLEM OF THE PLAY. Szbouo, LIKE
ALONZO, HE 1S MISTAKEN IN WHAT HE LOVES OR THINKS HE LOVES SO THAT, IF
ANY année DOES OCCUR, IT RéSULTs NOT FROM THE POWER o? LOVE BUT RATHER
FROM THE POWER OF ILLUSION.

ALTHOUGH NO cﬂANGé OF NATURE OCCURS WITHIN THE DRAMATIC CONTEXT
OF THE PLAY SINCE THE CONSEQUENCES OF THE TRAGIC ACTION ARE INEVITABLE IN

TRUE TRAGIC FASHION, THE POSSIBILITY OF CHANGE AS AN ACTIVITY OF THE

10
BRADBROOK, THEMES AND CONVENTIONS, P. 214. SHE USES TRANS-
FORMING TO MEAN SIGNIFICANT CHANGE.
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WORLD OF REALITY 1S CONTINUALLY IMPLIED. THE DRAMATIC CONFIGURATION
'ESTABL ISHED IN THE FIRST SCENE OF THE PLAY SHOWS "WILLFUL ALTERATION'" AsS
THE TRAGIC CAUSE WHICH CANNOT BE ALTERED IF THE EXPECTATIONS OF THE TRAG=-
IC RHYTHM ARE TO BE MAINTAINED.11 IN MAKING A WILLFUL ALTERATION FROM
ALONZO TO ALSEMERO, BEATRICE-JOANNA BEGINS THE SERIES OF EVENTS WHICH
LEADS TO HER INEVITABLE DESTRUCTIONf-AN ATTEMPT TO MAKE HER HAPPINESS
THROUGH A WILLFUL cuancé, wﬁ;éu‘cHAucs CAUSES HER DESTRUCTION BECAUSE IT
IS NOT A REAL CHANGE FROM HER INEVITABLE PATTERN OF WILLFULNESS. DE FLOR-
ES' UNCHANGING PURSUIT BRINGS HER DESTRUCTION; HIS FIRST ASIDE ESTABLISHES
HIS PLACE IN THIS CHANGE=-WILL PATTERN: '"WeLL, / FATES DO YOUR WORST,
| 'LL PLEASE MYSELF wWITH siGHT / OF HER, AT ALL oPPORTUNITIES" (1, 1, 102-
104). THE PARADOX OF THE CHANGE WHICM IS NO CHANGE BUT IMPLIES THE POSS-
IBILITY OF A REAL GCHANGE RESULTS FROM THE PRESENTATION OF THEME THROUGH
SATIRIC TRAGEDY, BECAUSE ;F THE CHARACTERISTICS OF SATIRIC RHYTHM.

‘'THE PRINCIPAL THEME OF THE PLAY IS, AS PROFESSOR BRADBROOK STATES,
THE "taANsFonnlnc POWER OF LOVE" NO+ AS SHE WOULD HAVE US BEL IEVE, SEEN
Pos|T|vsL? IN THE TRAGIC ACTION BUT SEEN NEGATIVELY HERE AND POSITIVELY
ONLY IN THE ANTI-TRAGIC (THE cOMIC) suBPLOT iN IsABELLA. THE "Tnaésronﬁ-
ING'" POWER OF LOVE 1S INDEED THE ABSENCE OF THE TRANSFORMING POWER OF
LOVE WHICH LEADS BEATRICE=JOANNA AND DE FLORES TO THEIR DESTRUCTION. THE

12
POSITIVE POWER OF LCVE, A COMIC CONCERN, APPEARS IN |SABELLA, A CHARAG~-

TER IN THE SUBPLOT.

11
THE TERM CONFIGURATION COMES FROM ManDEL, DEFINITION OF TRAGEDY,
CHAPTER VI, AND MY USE OF TRAGIC RHYTHM IS CLOSER TO LANGER's (FEELING AND
ForM, CHAPTER XiX) THAN TO BURKE'S OR FERGUSSON's. "

1e
FOR A DISCUSSION OF THE POSITIVE POWER OF LOVE AS A COMIC ELE-
MENT, SEE LANGER, FEELING AND FORM, CHAPTER XxVilI,
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It 1s ;ovs—-oeJécrlvs NOT SUBJECTIVE~-WHICH COULD MAKE OF THIS A
DYNAMIC INSTEAD OF A STATIC, A COMIC INSTEAD OF A TRAGIC, WORLD. UNFOR=
TUNATELY, ALL ARE SO CONCERNED WITH A séLrlsu KIND OF LOVE (WHAT APPEARS
IN THE PLAY AS EGOCENTRIC "wiLL'" OR FAILURE IN JUDGEMENT; ONE ANAACTIVE,
THE OTHER A PASSIVE BLINDNESS) THAT THERE IS NO OUTWARD MOVEMENT EXGCEPT
IN |sABELLA. VERMANDERO DOES NOT THINK OF BEATRICE-JOANNA'S WISHES;
BEATRICE~JOANNA DOES NOT THINK OF HER FATHER'S HONOR; ALONZO THINKS OF
BEATRICE~JOANNA AS AN EXTENSION OF HIS OWN DESIRES; De FLans THINKS OF
H1S LUST; ALSEMERO 1S CONCERNED, LIKE VERMANDERO, WITH HIS HONOR AND,
LIKE ALON20, WITH BEATRICE~JOANNA AS HIS IMAGE OF ROMANTIC LOVE. IN THE
COMIC PLOT THE SAME SITUATION OBTAINS: NOTHING IS iHPORTANT TO THE MAJOR-
ITY EXCEPT AS IT AFFECTS THE SELF. FOR EXAMPLE, TO LOLLIO AND ALIBIUS MAD-
MEN AND FOOLS PRO;IDE A LIVING; TO VERMANDERO THEY ARE AN ENTERTAINMENT;
T0 FaAuglscus AND ANTONIO |SABELLA IS A PLAYMATE; TO ALIBIUS SHE 1S POTEN=-
TiaLty (aLmosT CERTAINLY IF GIVEN A CHANCE) A WHORE. ISABELLA, HOWEVER,
PITIES THE MADMEN, CRITICIZES ALIBIUS FOR HIS TRADE IN USING MADMEN AND
FOOLS, CRITICIZES HIM FOR HIS JEALOUSY OF HER, AND ABUSES ANTONIO FOR HIS
FAILURE TO RECOGNIZE HER TRUE FORM.

As A MATTER OF FACT WHAT THESE CHARACTERS ARE UNABLE TO DESCRIBE,
TO RECOGNIZE, OR TO FEEL 1S THE ESSENCE OF LOVE. ACCORDING TO TOMAZO LOVE
1S A "TAME MADNESS,'" RESPONSIBLE FOR ALONZO'S SELF-DECEPTION, AND HIS OWN
VERSION OF LOVE GCALLS MIM TO REVENGE. WHATEVER ELSE ONE CAN SAY, ITS
MANIFESTATION IN THIS PLAY 1S SCARCELY TAME. ALSEMERO AND BEATRICE~JOANNA
SEE LOVE FIRST AS A SCIENCE AND SECOND AS THE COURTLY LOVE GAME. FOR THE
COMIC CHARACTERS, FOR DIAPHANTA, AND FOR JASPERINO, LOVE 1S SEX; FOR D&

FLORES IT 1Is LUST; FOR VERMANDERO 'IT DOES NOT EXIST==ONLY HONOR AND DUTY
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ARE REAL.

SUCH VIEWS OF LOVE CAN HARDLY LEAD TO REAL CHANGES=-=UNLESS TO A
REDEF INING OF LOVE. RATHER sSucH VIEwWS DEMO&STRATE DISEASES OF THE MIND.
ForR THIS IS.A WORLD IN WHICH THE DOCTORS ARE AS SICK AS THE PAT}ENTS. One
OF THE REASONS THEY CAN EFFECT NO CURE 1S THAT THE PATIENTS ARE NOT AWARE
THAT THEY ARE SICKj FOR EXAMPLE, ANTONIO THINKS HE DOES NOT BELONG IN
AL}auus' CAREe THE SECOND REASON 1S THE DOCTORS' OWN INCOMPLETENESS:
AL IBI1US WANTS TO GURE.VITHOUT ANALYZING THE CAUSES, AND ALSEMERO IS IN-
TERESTED ONLY IN ANATOMIZING THE CAUSES.

FROM THE FOREGOING ANALYSIS, IT SEEMS EVIDENT TnAf THE THEMES OF
MORAL MADNESS AND SELFISH DESIRE ARE PRESENTED IRONICALLY THROUGH THE EM-
PHAS IS év THE.CHAﬁACTgRs ON JUDGEMENT AND LOVE. AS A MATTER OF FACT, THIS
DRAMA SATIRIZES THE MANNER IN WHICH ALL THE CENTRAL CONCERNS OF MAN13
APPEAR IN THE PLAY~WORLD: ﬁELacloN; LITERATURE, LEARNING, VIRTUE, AS WELL
AS LOVE AND MAN'S DISTINGUISHING CHARACTERISTIC REASON, THAT WHICH UNDER-—
LIES ALL THE OTHERS. EXCEPT FOR |ISABELLA, EACH CHARACTER SHOWS A NON-
IDEAL PICTURE OF ONE OR MORE OF THESE VALUES BECAUSE EACH HAS ONLY AN EGO-
CENTRIC INTEREST IN THE QUALITY.

THE PLAY BEGINS WITH AN ATTACK ON MAN'S USE OF RELIGION. ALSE=
MERO'S VIEW OF RELI&ION 1S MATERIALISTICe HE SEES IT IN TERMS OF THE TEM=-
PLE, Tﬁe HOLY PLACE. THUS, MISTAKING THE PLACE FOR THE IDEA, HE FINDS THE
PLACE OF HIS MEETING WITH BEATRICE~JOANNA A GOOD OMEN. H!S ANSWER TO Jas-

"PERINO THAT HE WAS '"BUT MEDITATING OF / SOMEWHAT [ne] HEARD WITHIN THE

TempLe™ (1, 1, 41=42) 15, OF COURSE, IRONICALLY ACCURATE: THE ONLY THING

13

SUPRA, P. 7.
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HE '"HEARD'" WITHIN THE TEMPLE WAS HIS GROWING INFATUATION FOR BEATRICE-
JOANNA. WHEN QUESTIONED BY JASPERINO, HE EVEN REMARKS THAT HE KEEPS '"THE

- SAME CHURCH, SAME pevoTion" (1, 1, 36). HE CONVENIENTLY FORGETS THE OUT-
COME OF THEloRlGINAL sTORY (BUT THE AUDIENCE CERTAINLY CANNOT) WHEN HE
COMPARES HIS LOVE‘FOUND IN A CHURCH TO ADAM IN THE GARDEN OF EDEN. FiNALLY
HIS o§|e|NAL PURPOSE, FROM WHICH HE WAS SIDE=-TRACKED VERY EASILY, w;s.ro
SAlL TO MALTA TO GAIN A COMMAND TO FIGHT AGAINST.THE TurRks. BEATRICE=-
JOANNA IS ALSO "RELIGIOUS" IN THIS PLAY-WORLD. SHE APPARENTLY BECAME IN~
TERESTED IN AL;EMERO IN CHURGCH ALTHOUGH BETROTHED TO ALONZO. ALTHOUGﬂ
SHE 1S USING METAPHORIC LANGUAGE TO SPEAK OF THIS "Glﬁov TURNING,'" SHE
SPEAKS OF CHANGING HER SAINT (ly 14 155). SHE CALLS UPON THE "GOOD ANGELS"
TO AID HER ASSIGNATION WITH ALSEMERO, AND WHEN HE MEETS HER, SHE HAS

HER RELIGION?

| HAVE WITHIN MINE EYE ALL MY DESIRES;
REQUESTS THAT HOLY PRAYERS ASCEND HEAVEN FOR,
AND BRINGS 'EM DOWN TO FURNISH OUR DEFECTS,
COME NOT MORE SWEET TO OUR NECESSITIES

THAN THOU UNTO MY WISHES. (tty, 11, 8-12)
HAVING SEEN THE WAY LAYMEN USE RELIGION, THE AUDIENCE IS TREATED TO A:
PICTURE OF CHURCHMEN THEMSELVES IN LOLL;O'S METAPHOR IN SPEAKING OF HIS
DIFFICULTY WITH THE MADMEN ON THE ONE HAND AND THE FOOLS ON THE OTHER:
"ONE cHURcHMAﬁ CAN [NOT] INSTRUCT TwO BENEFICES AT / once" (lL1ly 111, 202-
204)==A REFLECTION ON THE PRACTICE CURRENT AT THE TIME AND ALSO ON THE
NEEDS OF PARISHIONERS (MADMEN AND FooOLS).

THE CHANGEL ING SATIRIZES LITERARY PRACTICE BY PARODYING PRINCI-

PALLY THREE MOTIFS: THE PETRARCHAN CONCEITS OF COURTLY LOVE, THEATRICAL

MADNESS AS |IT APPEARED ON THE CONTEMPORARY STAGE, AND THEATRICAL REVENGE,.



74
PROFESSOR ORNSTEIN NOTES THE INVERSION .or COURTLY LOVE IN DE FLORES' Ac-
CEPTING "'THE SERVICE OF MURDER TO WIN BEATRICE" AND ITS BURLESQUE IN THE
SUBPLOT WHERE 'FRANC1SCUS AND ANTONIO PLACE THEMSELVES IN |SABELLA'S
'DAUNGER'. BY ASSUMING THE ROLES OF MADMAN AND FOOL."1 DE FLORES HAD
Paevlouva BEEN ACTING THE LOVE-SICK GALLANT (11, 1, 27-88), suT so-AAD
BOTH‘ALONZO AND ALSEMERO. ALONZO 1S SO BLINDED BY HIS LOVE FOR BEATélcé-
JOANNA THAT HE CANNOT SEE WHAT IS OBVIOUS TO TOMAZO, THAT BEATRICE-JOANNA

Loves ANOTHER (11, 1, 140=141). EVEN HiS LANGUAGE REFLECTS THIS APPROACH:

THOUuGH MY JOYS
' Be SET BACK SO MUCH TIME AS | couLD wiSH

THEY HAD BEEN FORWARD, YET SINCE SHE DESIRES IT [DELAY

OF WEDDING],
THE TIME 1S SET AS PLEASING AS BEFORE;

‘A

| FIND NO QLADNESS.VANTING- (rry, 1y, 117=121)
Like DE FLORES, ALSEMERO 1S PERFECTLY WILLING TO DO AWAY WITH ALONZO AS A
"service" To BEAralcE-JOANNA, EXCEPT THAT us>w|snss TO ACT WITH VALOR,
*THAT 1S, TO KILL ALONZO IN A DUEL (11, 11, 22-28). As A MATTER OF FACT,
IT 1S nls‘osren THAT SUGGESTS TO HER Tué POSSIBILITY OF EMPLOYING De Fro~-
RES. BUT HER APPROACH IS PRACTICAL AND RATIONAL, MOT IN THE ROMANTIC TRA=
DITION: A?TER ALL ALSEMERO MIGHT BE KILLED AND EVEN IF NOT, AT LEAST OUT-
LAWED. FiNaLLY, AS PROFESSOR ORNSTEIN COMMENTS, IN THE SUBPLOT THE ADVEN-
TURES OF FRANCISCUS AND ANTONIO FOR |SABELLA'S . FAVORS -"EMBOD|ES WITH A
COMIC LITERALNESS THE BLINDNESS AND MADNESS OF LOVE AND PROVIDES A BUR-
LESQUE ANTI-MASQUE TO THE MORE CHILLING INVERSIONS OF COURTLY LOVE IN THE
MAIN PL0+."15 /

THE SPECIFIC THEATRICAL CONVENTIONS WHICH THE CHANGEL ING PARODIES

15

uORnsrth, MoraL Vision, P. 180. OrnsTEIN, P. 180.
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P

. . —;1,
ARE THE THEORIES OF MADNESS BASED UPON SENECA AND THE MELANCHOLY AVENGER.

FrRanciscus' "crLAasSSiCAL!" RANTING AND RAVING CALL TO MIND DoLL COMMON'S PRE=-

TENDED MADNESS IN THE ALCHEMIST, ALSO A PARODY OF A DRAMATIC CONVENTION

GOING BACK IN ENGLAND AT LEAST AS FAR AS THE SPaNisH TRAGEDY. ToOMAZO

STALKS AROUND, MAKING SPEECHES OF THE MELANCHOLY AVENGER, LOOKING FOR
SOMEBODY TO KILL, AND FINALLY BEING OUTMANEUVERED BY HIS VICTIM==THE MOST
INCOMPETENT AVENGER IN RENAISSANCE TRAGEDY. HIS SEEMINGLY INEXPLICABLE
CHANGE OF ATTITUDE TOWARD DE FLORES, RATHER THAN BEING A FLAW IN MIDOLE~-
_TON'S DRAMATURGY, IS PERFECTLY IN KEEPING WITH ToMazo's DEMONSTRATED IN-
COMPETENCE., UNLIKE DE FLORES' RESPONSE TO HiM,_Tue REACTION of'TOMAZO s
LUDICROUS UNLESS HE HAS A PSYCHIC POWER WHICH COHES‘AND GOES: IT WORKED
WHEN HE RECOGNIZED THAT BEATRICE=JOANNA LOVED SOMEONE OTHER THAN ALONZO
BUT DID NOT WHEN HE QET De FLORES THE FIRST TIME. HIs VERBAL EcHO ofF De
FLORES! FooOD nETApuoﬁ FOR MURDER 1S TOO éxacf 70 BE ACCIDENTAL: De FLORES
SAYS TO BEATRICE=-JOANNA ABOUT THE PROPOSED MURDER OF ALONZO, "| THIRST FOR
HiM" (11, 11, 133), AND TOMAZO SAYS TO VERMANDERO, WHEN THE LATTER INFORMS
HIM THAT FRANCISCUS AND ANTONIO ARE THE GUILTY ONES, "I THIRST ForR 'em"
(v, t1, 85). THE OIFFERENCE IS THAT DE FLORES IS OFF TO CARRY OUT A CAL~-
cuukrao AND VERY CAREFULLY THOUGHT-OUT PRACTICAL MURDER SCHEME, WHEREAS
TOMAZO 1S READY TO TAKE VENGEANCE ON ANY LIKELY PROSPECT. Tu; EXCESSES
OF HIS PASSION CAN BE FOUND IN SEVERAL SPEECHES, FOR EXAMPLE, THE TwO
LINES IMMEDIATELY Fouuoﬁluo THE ONE QUOTED ABOVE,

LIKE SUBTLE LIGHTNING WiLL | WIND ABOUT 'EM,

AND MELT THEIR MARROW IN 'EM. (v, 11, 86-87)

6ROBERT Re ReeD, JR., BEDLAM ON THE JACOBEAN STAGE (CaMBRrIDGE,
Mass.: HARVARD UNIVERsSITY PRess, 1952), PP. 735-75, 49-50,
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AND IN HIS LAST SPEECH,

| CAN EXACT NO MORE [VENGEANCE],
UNLESS MY SOUL WERE LOOSE, AND COULD O'ERTAKE
THOSE BLACK FUGITIVES THAT ARE FLED FROM THENCE,

TO TAKE A SECOND VENGEANCE. (Vy 111y, 191-194)
LEARNING IS ONE PART OF JUDGEMENT, THE LACK OF WHICH FORMS THE

MAIN SUBJECT OF THE CHANGEL ING. LEARNING 1S, HOWEVER, SATIRIZED SEPARATE-

LY IN BOTH THE MAIN PLOT AND THE SUBPLOT: ALSEMERO IN THE VIRGINITY TEST

AND AL 1BIUS IN THE TREATMENT OF FOOLS AND MADMEN. THE FIRST THING THAT

BEATRlcE-JOANNA SAYS TO ALSEMERO IS "You ARE A SCHOLAR, SIR?'" AND "wHiCH

OF THE SCIENCES 1S THIS LOVE YOou SPEAK oF2" (1, 1, 66-68).17 INSTEAD OF

TELLING HER THAT LOVE IS NOT A "SCIENCE," 1. Es, A BRANCH OF LEARNING OR

INTELLECTUAL DISCOURSE, HE GOES FURTHER TO IDENTIFY LOVE WITH MUSIC, WHICH
IS NOT A SCIENCE EITHER. |N ADDITION, HE OFFERS A "SCIENTIFIC" EXPLANATION
OF HER ANTIPATHY FOR DE FLORES: THAT EACH MAN HAS HIS OWN "POISONS," . HIS

OWN IRONICALLY ENOUGH BEING A cHERRY (1, 1, 120-135). His MOST ABSURD

EMPLOYMENT OF LEARNING IS THE VIRGINITY TEST (IV, 11), WHICH DECLARES

BEATRICE-JOANNA ABOVE SUSPICION BEGCAUSE sﬁe KNOWS HOW TO REACT, HAVING

PREVIOUSLY TRIED THE TRICK ON Diapnanta (IV, ). JASPERINO SPECIFICALLY

MARKS THE RIDICULOUSNESS OF THE SCENE: '"'THIS 1S THE STRANGEST TRICK TO

kNow A MalD BY'" (IV, 11, 142). BuT ALSEMERO IS COMPLETELY CONVINCED BY

THE PSEUDO~SCIENTIFIC HOCUS=POCUS RATHER THAN BY THE VIRTUAL EYE=WITNESS

OF JASPERINO, WHO WITH DIAPHANTA HAD EAVESDROPPED ON A.HEETING BETWEEN

1
BEATRICE=JOANNA AND DE FLORES.

>

17
18

"CF. ORNSTEIN, MoRAL Vision, P. 186.

Cre. ANTONIO'S STATEMENT IN V11, 111, 123-128.
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THE MOST EXTENSIVE SATIRE OF THE MEDICAL PROFESSION IS TO BE FOUND
IN THE SUBPLOT, IN ALtBIUS’' DIAGNOSIS, TREATMENTS, AND CURE OF THE FOOLS
AND MADMEN. LoOLLIO'S COMMENT ABOUT THE PAYING VISITORS, '"IF THEY COME TO
SEE THE FOOLS AND ‘MADMEN, YOU AND | MAY SERVE THE TURN," IRONICALLY SUG-
GESTS TO THE AUDIENCE THE EFFICIENCY OF THIS MADHOUSE EVEN BEFORE ANY
TREATMENT OF THE PATIENTS IS DEMONSTRATED. AND LATER, |ISABELLA REMARKS
THAT '"'"THE MASTER'" AND LOLL10O ARE "A MADMAN AND A FOOL.'" SHORTLY FOLLOW-
ING IS THE TEST TO SEE WHAT "FORM!" TO PUT ANTONIO IN, OBVIOUSLY A HUMOR=-

19

OUS ATTACK ON THE CONTEMPORARY |Q TesT: LoLL10 ASKS ANTONIO THREE AB-
ﬁuno QUESTIONS; THE FIRST TWO ANTONIO ANSWERS BUT THE THIRD IS TO0O0 DIFF =
'GULT. ALL THREE ARE SOPHOMORIC RIDDLES. HE ASKS ONE MORE QUESTION BEFORE
HE ALLOWS ANTONIO TO GO PLAY; UNLIKE THE THREE, THIS QUESTION IS DESIGNED
TO DEMONSTRATE THE CHARACTERISTICS OF ALL THREE TO THE AUDIENCE==TWO FOOLS
(LoLLi1o anD ANTONIO) AND A kNAVE (Auisius) (1, 11, 166-194).

THE TREATMENT FOR FOOLS SEEMS TO BE '"SCHOOLING' WITH PARTICULAR

EMPHASIS ON LATIN, AT ANY RATE, SOME OF THE FOOLS HAVE LEARNED TO DECL INE

. STULTUS, STULTA, STULTUM. THERE 1S, HOWEVER, NO INDICATION THAT THEY

REALLY KMOW WHAT A FOOL 1S, 1. E. KNOW THEMSELVES. HOWEVER MUCH IS DONE
IN THE WAY OF TREATMENT, MOST OF THE TIME SEEMS TO BE SPENT IN USING THE
MADMEN AND FOOLS TO PROVIDE ENTERTAINMENT FOR THE GALLANTS, WHO ARE PAY-
ING ylslTon§ TO THE MADHOUSE AND FOR WEDDINGS SUCH AS THAT OF BEATRICE-
JOANNA AND ALSEMERO. I[N THE SAME SCENE BY MEANS OF THE "We THREE" JOKE,
20

LOLL10 INTRODUCES THE AUDIENCE INTO THE GROUPING OF MADMEN AND FOOLS.

ALSO, IN THE SECOND SUBPLOT SCENE, WHEN ISABELLA COMPLAINS THAT THERE ARE

19BAHOUTT, MiDDLETON'S CHANGELING, P. 21, NOTE ON |, 11, 148,

ZOBAVCUTT, Pe 23, NOTE ON |, 11, 192-194.
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NONE FOR COMPANY, EXCEPT FOOLS AND MADMEN, SINCE SHE IS LOCKED |~; LoLLto
ANSWERS HER: '"VERY WELL; AND WHERE WILL YOU FIND ANY OTHER, IF YOU SQOULD
6o aBroaD?" (111, 111, 15-16). AS A RESULT WHAT STARTS AS A SPECIFIC SAT-
IRE OF MEDICAL SCIENCE, ENCOMPASSES THE WORLD IN ITS FOOL!SH ACCEPTANCE
OF SUCH QUACKERY.,

THERE ARE SEVERAL JABS AT THE MORALITY OF THIS PROFESSION AS WELL
AS AT ITS EFFICIENCY. |SABELLA REMARKS THAT ALIBIUS' "TRADE" IS A FINE
ONE SINCE FOOLS AND MADMEN ARE A "STAPLE commootiTY" (i1, 111, 275-276);
"AL1B1US ANSWERS THAT HIS TRADE IS A MEANS OF LIVELIHOOD LIKE THAT OF THE
LAWYERS. ALSO AT ONE POINT, HE ASKS LOLLIO WHETHER THEY HAVE AN INCUR-
ABLE WHOSE INCOME HE MIGHT ENJOY FOR THE GUARDIANSHIP (v, 111, 209-210),
ANOTHER INDICATION THAT ALIBIUS' PRINCIPAL INTEREST IS MONETARY., Fin-
ALLY, WITH REFERENCE TO THE USE OF ALiBlus' ESTAaLlsnnENf AND ITS INMATES
FOR COMIC PURPOSES, | HARDLY SEE HOW ANYONE CAN OBJECT TO THE P;AYWRIGHT'S
SENSE OF DECENCY AND GOOD TASTE SINCE IT IS QUITE CLEAR THAT IT IS THE
TREATMENT, THE DOCTORS, THE AUDIENCE, AND THE FEIGNERS==THE SYMBOLIC MAD-
MEN AND FOOLS=-WHO ARE BEING HELD UP TO RIDICULE ;uo NOT THOSE.LITERALLY

2
MAD AND FOOLISH.2

21THERE SEEMS TO BE SOME QUESTION WHETHER BeoLAaM AND DR. HiLKkISH
CROOKE ARE ACTUALLY REFERRED TO WHEN LOLL IO SPEAKS OF THE DISPOSITION OF
THE PATIENTS AND ALIBIUS IS SHOWN SPENDING MUCH OF HIS TIME ELSEWHERE.
BuT | CANNOT REALLY SEE THAT T MAKES TOO MUCH DIFFERENCE SINCE THE POINT
1S TO CRITICIZE THE TREATMENT OF LUNATICS AND BEDLAM WAS AT THE TIME IN
THE BUSINESS OF TREATING THEM. REED 1S MUCH INTERESTED IN THE PROBLEM
(BEOLAM ON JACOBEAN STAGE, PP. 47-49 AND His "A FACTUAL INTERPRETATION OF
THE CHANGEL ING'S MADHOUSE SceENE," NoTEs AND QUERIES [1950], CXCV, 247-248).
FOR AN EXCELLENT DISCUSSION SEE BAwcuTT, MIDDLETON'S CHANGELING, PP
XXXV I=XXXVilte

22
. REED NOTES THAT ANTONIO AND FRANCISCUS ARE '"'INTENDED AS BUR=
LEsQuEs oF Maomen" (BEDLAM ON JACOBEAN STAGE, P. 49).
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IN THIS PLAY-WORLD, VIRTUE LIKE hELlclou IS NOT A STATE OF THE
SOUL BUT A STATE OF THE BODY. IN WOMEN, IT IS VIRGINITAS; IN MEN, THEIR
"Goop NAME.'" THus, BEATRICE-JOANNA SEES HER "HONOUR'" SOLELY IN TERMS OF
HER MA IDENHEAD AND, WHEN THAT IS GONE, IN THE NAME OF VIRGINITY. SPEAK=-
ING OF HER DESIRE TO PUT OFF HER MARRIAGE, SHE SAYS!:

WITH SPEED -
| CANNOT RENDER SATISFACTION
UNTO THE DEAR COMPANION OF MY sout.,
VIRGINITY, WHOM | THUS LONG HAVE LIV'D wITH,

AND PART WITH IT SO RUDE AND SUDDENLY.

(ry 1, 191-195)
IN ANSWER TO DE FLORES'! DEMANDS (N RECOMPENSE FOR ALONZO'S MURDER, SHE
SAYS:
WHY, '"Tis IMPOSSIBLE THOU CANST BE SO WICKED,
OR SHELTER SUCH A CUNNING CRUELTY,
To MAKE HIS DEATH THE MURDERER OF MY HONOUR!
(hrr, v, 121-123)
SHE CONCLUDES THIS SCENE WITH "LET ME GO POOR UNTO MY BED WITH HONOUR, /
AND | AM RicH IN ALL THINGS" (111, 1v, 158-159). LATER, AFTER SHE HAS

LOST THtS "HONOUR,'" HER HONOR BECOMES HER REPUTATION:

I'™M Forc'o To Love THEE [De FLORES] Now

'CAUSE THOU PROVID'ST SO CAREFULLY FOR MY HONOUR.

(v, 1, 47-48)
HER FINAL STATEMENT REFERS AS MUCH TO HER GOOD NAME AS TO THE STATE OF
HEQISOUL: "'Tis TIME TO DIE, WHEN 'TIs A sHAME To LiIve" (V, 111, 179).
IT IS FAINTLY POSSIBLE THAT, IN HER RECOGNITION SCENE WHIGH IMMEDIATELY
PRECEDES TH!S STATEMENT, SHE ACTUALLY DOES BECOME AWARE OF HER CONDITION.
BUT EVEN HERE SHE INTIMATES THAT FATE, NOT HER OWN WILL IS RESPONSIBLES

BENEATH THE STARS, UPON YON METEOR [DE FLORES]
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EVER HUNG MY FATE, 'MONGST THINGS CORRUPTIBLE;
| NEYER COULD PLUCK IT FROM HIM: MY LOATHING
WAS PROPHET TO THE REST, BUT NE'ER BELIEV'D;

MINE HONOUR FELL WITH HIM, AND NOW MY LIFE.

v, 111, 154-1585

THUus, NO MORE THAN VORTIGER DOES SHE RECOGNIZE THAT BAD FATE OR FORTUNE
IS THE RESULT OF ONE'S DEFECTIVE PERCEPTION AND WiLL. LIKE BEATRICE=-
JOANNA, ALSEMERO SEES HER HONOR SOLELY IN TERMS OF SEX. AFTER THE VIR-
GINITY TEST HAs ''PROVED'" HER INNOCENCE, HE ozscause§ HER AS '""CHASTE As
THE BREATH OF HeAaven" (1V, 11, 149). _EVEN DE FLORES SPEAKS OF HER VIR-
GINITY BEING "PERFECT" (Ili, i1v, 117) AND "HER Hououn's. PRIZE" AS HIS
Reward (V, 111, 167-168). De FLores DESIRES MHER HONOUR'S PRIZE," BUT
HE DOES NOT CONFUSE IT WITH HONOR ITSELF: '"PusH! YOU FORGET YOURSELF; /
A WOMAN DIPP'D IN BLOOD, AND TALK.OF MopEsTY" (lll, 1v, 125=-126), Ano "I
»LOV'D THIS WOMAN IN SPITE OF HER HEART" (V, 111, 165). VERQANDERO RECOG=-
NIZES THAT VIRGINITY AS BEATRICE-JOANNA knows IT Is 8uT A "rtoOvY," BUT IT
1S EVIDENT THAT HIS REACTION 1S AETERHINED BY THE FACT THAT SHE IS USING
THIS ARGUMENT TO CIRCUMVENT HIS WILL.

EQUALLY SUPERFICIAL 15 THE loEA OF HONOR HELD BY VERMANDERO,
ALSEMERO, AND AL1BIUS. VERMANDERO BEL IEVES HIS HONOR RESIDES IN HIS NAME
(IV, 11, 1=2). His ATTITUDE 1S ESPECIALLY POINTED IN‘HIS RESPONSE TO THE
DISCOVERY OF BEATRICE~JOANNA's '"'sHAME": "OH, MY NAME IS ENTER'D NOW IN
THAT RECORD / WHEEE TILL THIS FATAL HOUR 'Twas NEVER Reap™ (V, 111, 180-
181). As INDICATED IN THE DISCUSSION OF PETRARCHAN CONVENTIONS, ALSEMERO
HAS NO OBJECTIONS TO KILLING ALONZO PRGVIDED HE CAN DO SO WITH '""VALOUR,"
THE '"HONOURABLEST PIECE 'BouT MAN" (Il, 11, 27). To ALIBIUS, HIS HONOR IS

DETERMINED BY THE CHASTITY OF |SABELLA~=WHETHER SHE MAKES HIM A CUCKOLD.
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NEXT, LOVE AS 1T APPEARS IN THE PLAY~WORLD OF THE CHANGEL ING IS

EITHER LUST, !NFATUATION, OR ROMANTIC FANCY. THE ROMANTIC ancf oF ALsE-
MERO, ALONZO, ANTONI1O, AND ?RAuclscus HAS ALREADY BEEN DISCUSSED AT
LENGTH IN ITS FUNCTION AS PARODY. DE FLORES wAs.NbT INCLUDED IN THE LIST
ABOVE ALTHOUGH DISCUSSED iN THE SECTION ON PARODY, FOR HIS LOVE 1S 0B~
VIOUSLY LUST FROM THE BEGINNING==IF IT IS JUDGED ON THE BASIS OF THE
o
IMAGERY. His REACTION TO HER HARSH TREATMENT IS THAT”OF A LOVESICK SWAIN,
BUT HE boes NOT PRETEND THAT HIS DESIRE FOR BEATRICE=-JOANNA IS ANYTHING
MORE THAN PHYSICAL. His COMMENT, EARLY IN THE #uasr'AcT, UPON'BEATRIGE-
JOANNA THROWING HER SECOND GLOVE BECAUSE HE HAS PICKED UP THE FIRST CLEAR=
LY SHOWS THE SEXUAL INTEREST, WHICH HE ALONE OF HER THREE LOVERS SEEMS TO
HAYE:

| xNow
SHE HAD RATHER WEAR MY PELT TANN'D IN A PAIR
OF DANCING PUMPS, THAN | SHOULD THRUST MY F INGERS
INTO HER SOCKETS HERE, | KNOW SHE HATES ME, ‘

YET CANNOT CHOOSE BUT LOVE HER. (I, 1, 231-235)

IRONICALLY, DE FLORES AND BEATRICE~JOANNA DO HAVE A REAL LOJE;-NOT JUST
LUST==FOR ONE ANOTHER IF LOVE IS DEFINED AS THE AFFINITY OF ONE SOUL FOR
ANOTHER. THUS quunAfELv, THE cbnosnuarcou OF THE LOVE EXHIBITED IN THIS
PLAY 1S INCREASED BY THE FACT THAT THE ONLY TRUE LOVE SHOWN (ALQAVS EX—
CEPTING ISABELLA) GROWS OUT OF LUST AND IS THE AFFINITY OF ONE EVIL.CREA—
TURE FOR ANOTHER.

DIAPHANTA (S INTERESTED IN SEX AND MONEY, PREFERABLY IN COMBINA=
TION, RATHER THAN IN LOVE. ONE WONDERS HOW SHE HAS MANAGED TO REMAIN A
VIRGIN AS LONG AS SME HAS WHEN SHE AGREES SO READILY TO BEATRICE-JOANNA'S

SUGGESTION. ACTUALLY, HER COMPOSURE SUGGESTS THAT SHE 1S NOT A VIRGIN}
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HENCE ;HE "SCIENTIFIC!" VIRGINITY TEST LEADS NOT TO TRUTH BUT TO FALSE=-
HOOD. SHE CERTAINLY IS DELIGHTED WITH THE |IDEA OF SUBSTITUTING FOR
BEATRICE-JOANNA ON HER WEDDING NIGHT NOT ONLY BECAUSE SHE WILL BE PAID A
RATHER LARGE SUM OF MONEY BUT ALSO BECAUSE SHE WILL ENJOY THE SEXUAL
PLEASURES OF M"THE BRIDE's pLAce" (IV, 1, 125).

IN LUST AS LOVE, ANTONIO IS THE COUNTERPART oF D& FLORES, WHERE-
AS FRANCISCUS IS THE COUNTERPART OF ALSEMERO. ANTON10, LIKE DE FLORES,
STATES HIS LOVE MORE OFTEN IN FREUDIAN IMAGES THAN DOES FRANCISCUS.
ALTHOUGH THE LATTER DOES SAY 'LOVE CREEPS IN AT A Mousg WOLE™ (111, 111,
94), HE MOSTLY SPEAKS OF LOVE IN HIGH-SOUNDING ROMANTIC JARGON, FOR EX-
AMPLE, HIS LETTER TO ISABELLA:

"SWEET LADY, HAVING NOW CAST OFF THIS COUNTERFEIT COVER OF
A MADMAN, | APPEAR TO YOUR BEST JUDGMENT A TRUE AND FAITHFUL
LOVER OF YOUR BEAUTY « « + « IF ANY FAULT YOU FIND, CHIDE THOSE
PERFECTIONS IN YOU, WHICH HAVE MADE ME IMPERFECT; 'TIS THE SAME
SUN THAT CAUSETH TO GROW, AND ENFORCETH TO WITHER. « o« « SHAPES
AND TRANSSHAPES, DESTROYS AND BUILDS AGAIN; | COME IN WINTER TO
YOU DISMANTLED OF MY PROPER ORNAMENTS: BY THE SWEET SPLENDOUR
OF YOUR CHEERFUL SMILES, | SPRING AND LIVE A LOVER: o « « TREAD
HIM NOT UNDERFOOT, THAT SHALL APPEAR AN HONOUR TO YOUR BOUNTIES.
| REMA IN~=MAD TILL | SPEAK WITH YOU, FROM WHOM | EXPECT MY CURE.
YourRs ALL, OR ONE BESIDE HIMSELF, FRANCISCUS.™

(v, 111, 12-29)

ANTONIO, ON THE OTHER HAND, USES FREUD1AN iIMAGERY, OR AT LEAST DOUBLE
ENTENDRES, REPEATEDLY ALTHOUGH IT IS NEITHER SO BLUNT NOR SO REPUGNANT

AS DE FLores'. FOR EXAMPLE, ANTONIO IS INTERESTED IN '"PusH-PIN" As &

23 2k 25 -
GAME, HE CALLS |SABELLA HIS AUNT  AND COUSIN, AND HE SAYS THAT HE
23, ' :
SeEe BawcutT, MIDDLETON'S CHANGELING, NOTE ON |, 11, 175, P. 22.
24 25 .
Bawcutt, GLOSsARY, P. 135. BawcurT, nNoTE onN |11, 111, 105.
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BRINGS ''NOUGHT BUT LOVE, / AND HIS SOFT<WOUNDING SHAFTS TO STRIKE o« . o

26

wiTH" (111, 111, 129=-131) AND SAYS THAT HE WOULD LIKE TO "RIDE."

As usuAL, ISABELLA SHOWS THE ELEMENT OF SANITY IN LOVEj WITH CIR-
CUMSTANCES AGAINST HER—-HARRIED TO A STUPID OLD MAN, LOCKED UP AWAY FROM
THE WORLD, BUT PROVIDED WITH oppoﬁrunnrles IN TRIPLIGATE~-SHE STILL REAL~-
1ZES THAT IT IS THE BEAUTY OF HER SOUL WHICH IS SIGNIFICANT. THIS IDEA
CAN BE SEEN IF ONLY TWO SPEECHES OF |SABELLA ARE CONSIDERED. ONE IS A

SOLILOQUY; THE OTHER SHE SAYS TO ANTONIO WHEN SHE THROWS OFF HER MADWO=-

. ,
MAN'S DISGUISE:

HERE THE RESTRAINED CURRENT MIGHT MAKE BREACH,

SPITE OF THE WATCHFUL BANKERS] WOULD A WOMAN STRAY.

SHE NEED NOT GAD ABROAD TO SEEK HER SIN,

IT wOULD BE BROUGHT HOME ONE WAYS OR OTHER:

THE NEEDLE'S POINT WILL TO THE FIXED NORTH}

SUCH DRAWING ARCTICS WOMEN'S BEAUTIES ARE.

(111, 1, 212-217)

AND

No, | Have ﬁo BEAUTY NOW,
NOR NEVER HAD, BUT WHAT WAS IN MY GARMENTS.
You A QUICK=SIGHTED LOVER? COME NOT NEAR ME!
KEEP YOUR cAﬁAnlsons, Y'ARE APTLY CLAD;
| CAME A FEIGNER TO RETURN STARK MAD.

(v, 111, 131-135)
For ANTONIO SHE HAS NO BEAUTY EXCEPT WHAT IS IN HER GARMENTs (BopY) BE-
- CAUSE HE CANNOT RECOGN|ZE~=THAT IS, HE DOES NOT LOVE==THE IMPORTANT PART
ABOUT HER, WHEREBY WE COULD INDEED BE CURED OF HIS FOOLISHNESS. SHE HAS

COME FEIGNING MADNESS (INSANITY) BUT HAS BECOME STARK MAD (FURIOUS)

6
2 BawcutT, MiDDLETON'S CHANGELING, GLOSSARY, P. 139.
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aecAusE_dr HIS INABILITY TO RECOGNIZE HER. ISABELLA'S ABILITY TO CURE
LACK OF REASON EITHER FROM FOOLISHNESS OR MADNESS IS THE SOURCE OF SOME
MULTILEVEL IRONY WHEN ANTONIO AND FRANCISCUS THROW OFF THEIR DlgculSEs.
ABOUT THE MIRACULOUS TRANSFORMATION OF ANTONIO FROM A FOOL AND FRANCISCUS
FROM A MADMAN,' LoLL10o sAYs 76 IsAsELLAf "My EASTER AND | MAY / GIVE OVER
OUR PROFESSIONS, | DO NOT THINK BUT YOU CAN CURE / FOOLS AND MADMEN FASTER
°
THAN WE, WITH LITTLE PAINS TO;" (1Vy 111, 30-32). ALTHOUGH LOLL10 SPEAKS
IRONICALLY, IT IS TRUE THAT |SABELLA, AS THE REPRESENTATIVE OF TRUE REA-Y
SON, CAN CURE THEIR REAL UNREASON JUST AS SHE.HAS BEEN THE CAUSE OF THEIR
THROWING OFF THEIR FEIGNED UNREASON. BoTH ANTONIO AND FRANCISCUS SPEAK
OF THEIR TaAnsroﬁnArnon OR CURE As Isaserta (IV, 111, 26=29 anp 111, t11,

121).

By FAR THE MOST SIGNIFICANT MOTIF IN THE CHANGELING AND THE ONE

WHICH UNDERLIES ALL OF THE PRECEDING IS RAMPANT UNREASON. MIDDLETON'S
SATIRIC TECHNIQUE FOR THIS MOTIF IS IRONY: EVERYONE IN THIS PLAY IMAGINES
THAT HE HAS EXERCISED PERFECT JUDGEMENT, ALL THE WHILE MERELY DEMONSTRA-
TING PERVERTED WILL OR AT BEST SHOWING A LACK OF PERCEPTION, THE NECES-
SARY FOUNDATION FOR JUDGEMENT.28 EVEN THOUGH BEATRICE-JOANNA RECOGNIZES
THAT THE EYES, ALTHOUGH "SENTINALS'" TO THE JUDGEMENT, ARE SOMETIMES RASH,
SHE STILL CONCLUDES THAT SHE LOVES ALSEMERO '"WITH THE EYES OF JUDGMENT"
(tly 1y, 13). WHILE REFLECTING ON HER POWERS OF DISCRIMINATING CHOICE IN

LOVING ALSEMERO, SHE IS INTERRUPTED BY DE FLORES, WHOM SHE FAILS TO

27CF. ANTON10'S SPEECH IMMEDIATELY FOLLOWING FOR THIS INTERPRETA-
TION OF "STARK MAD": "So | AM, STARK MAD, | HAVE CAUSE ENOUGH; / AnD |
COULD THROW THE FuLlL EFFECTS ON THEE [LoLLi0] / AND BEAT THEE LIKE A
Fury” (1V, 111, 142-144),

28

SUPRA, PP. 11-«12, DISCUSSION OF QUALIFICATIONS FOR NORM CHAR-
SUPRA ) )
ACTER.
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RECOGNIZE AS A MUCH MORE IMPORTANT PROBLEM. SHE FAILS TO TRUST HER IN=-
STINCT BUT TRUSTS HER FAULTY REASON INSTEAD, WHIGCH TELLS HER THAT DE FLOR~-
ES 13 MERELY A "SMALL DISTURBANCE'" WHEN .COMPARED TO HER IMPENDING MARRIAGE
TO ALonzb (Hiy 1, 93-96). |IN OTHER woaos,.sus FAILS TO SEE HWERSELF IN De
F_ORES=-=SHE 15 HERE CONSIDERING qu TO GET OUT OF HER BETROTHAL~—=AND BE= ’
LIEVES THAT HE CAN BE "QUITE DiscarDED" (I}, 1, 92). SHE ALMOST BRINGS
DISASTER UPON HMERSELF BY EMPLOYING DIAPHANTA AS HER SURROGATE=—ANOTHER
EXERCISE OF HER JUDGEMENT. FINALLY, HER MISJUDGEMENT OF ALSEMERO CAUSES
HER TO CONFESS TO MURDER, WHICH SHE JUDGES OF LESS IMPORTANCE, IN ORDER
TO KEEP HER INFIDELITY SECRET. HER GRE;TEST MISTAKE IS IN MIsJupGING DE
FLORES, lNiASSUHING SHE CAN BUY HIM OFF WITH MONEY AFTER SHE HAS WON HIS
SERVICE BY FEMININE WILES. ALL IN ALL, BEATRICE-JOANNA NOT ONLY LACKS
JUDGEHENT.BUT SHE EVEN LACKS CLEVERNESS. AND IT IS INDEED HER LACK OF ALL
KINDS OF JUDGEMENT WHICH BRINGS HER DOWNFALL==WITH MORAL JUDGEMENT SHE
WOULD NOT HAVE BEEN IN THE MESS IN THE FIRST PLACE AND WITH WORLDLY JUDGE=-
MENT SHE COULD HAVE BELIEVABLY EXPLAINED AWAY HER ASSOCIATION wITH De
FLORES. AFTER ALL, ALSEMERO 1S NO MENTAL GIANT; SHE FOOLED HIM ONCE WITH
THE SIMPLE=MINDED FAKING OF aéAcTtous TO THE DRUGS.29

De FLORES LACKS ALL MORAL JUDGEMENT BUT 1S NOT DELUDEDj THAT 1S,
HE HAS A CLARITY OF UNDERSTAND ING THAT ALL OTHERS LACK. LIKE HORSus IN
HeENG1ST, DE FLORES HAS A NATIVE AS WELL AS AN ACQUIRED ABILITY TO USE HIS

INTELLECT, NOT HOWEVER FOR WISDOM AND INSIGHT BUT FOR CLEVERNESS AS A

METHOD OF OUTWITTING HIS OPPONENTS. WHEN HE RELIES UPON THIS ABILITY TO

29] AM NOT SUGGESTING THAT THE AUDIENCE FEELS THIS ALTERNATIVE
AS A REAL DRAMATIC POSSIBILITY BUT AS ONE DEFICIENCY OF HER JUDGEMENTAL
'‘ABILITY. SUCH A DRAMATIC POSSIBILITY WOULD DESTROY THE SENSE OF INEVI=-
TABILITY ESTABLISHED IN THE TRAGIC RHYTHM.
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TREAT PROBLEMS OF THE NON-MORAL WORLD, HE IS SUCCESSFUL. ON THE OTHER

HAND, WHEN HE TRUSTS HIS INSTINCT (WHEN HE THINKS BEATRICE-JOANNA HAS Fl-
NALLY COME TO FIND HIM PLEASING), HE IS NO MORE SUCCESSFUL THAN BEATRICE-

JOANNA WHEN SHE TRUSTS HER REASON. SHE, OF COURSE, HAS ACCURATE INTUI=-
TIONAL VISION IN HER INSTINCTIVE FEAR AND LOATHING OF DE FLOREsS. UNLIKE
THE MINOR CHARACTERS, De FLORES ANp BEAlecs-JOANNA BOTH HAVE SUPERIOR
NATIVE ABILITIES SUITABLE TO MANKIND AS DIVIDED tNTb mAN  (REASON) AND
woMAaN (INTUITION). BuT THEIR AalLlriss ARE PERVERTED BY THEIR witL. THus
THEIR FALL IS OF MORE CONCERN TO THE AUDIENCE THAN THE NON—FALL OF THE
OTHER CHARACTERS. FOR IT 1S ONLY ISABELLA WHOSE NON=FALL IS ACTIVE, THE
RESULT OF NATIVE ABILITY,; UNCORRUPTED BY WiLL, MAKING CHOICES THROUGH

REAL JUDGEMENT OR ACCURATE MORAL VISION.

SIMILARLY THE MINOR CHARACTERS OF THE TRAGIC PLOT LACK ANY REAL
UNDERSTANDING OF THEIR OWN PROBLEMS. VERMANDERO HAS NO CONCEPTION OF WHY
ANYONE DOES ANYTHING, NOR IS HE INTERESTED SO LONG AS HIS WILL IS FUL-
FILLED. HE HAS NO IDEA OF WHAT HIS DAUGHTER IS LIKE, WHAT HIS ATTENDANTS
ARE LIKE, EVEN WHERE THEY ARE. HE wouLD HANG ANTONIO AND FRANClscOs'on
PURELY CIRCUMSTANTIAL EVIDENCE. TOMAZO AND JASPERINO, WHO ARE ABLE TO
SEE CLEARLY Euouéu WHEN THE PROBLEM BELONGS TO ANOTHER, ARE NOT SO GOOD
AT JUDG;NG FOR THEHSELQES. ToMAZO MISJUDGES VERMANDERO, ALSEMERO, AND DE
FLORES; THEN, FOR NO REASON AT ALL HE GCHANGES HI1S MIND ABOUT DeE FLORES
BUT NOT Aeoﬁr THE OTHER TVO.. JASPERINO CAN DEDUCE THAT BEATRICE-JOANNA
IS A WHORE BUT cAnnof SEE THE SAME TYPE PERSONALITY IN DiaPHANTA; "I
PRETEND HONEST LOVE AND SHE DESeERvVEs 17" (IV, 11, 90).

THESE CHARACTERS, WHO ARE UNSUCCESSFUL IN THEIR ATTEMPTS AT EN-

JOYMENT OF THEIR OWN DESIRESy, ARE LUDICROUS RATHER THAN EVIL, REPUGNANT

s
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RATHER THAN HORRIBLE. As THE WRATHFUL AVENGER, ToMAZO IS OUTWITTED BY
De FLORES AND THEREFORE 1S SAVED FROM THE RETRIBUTION ATTENDANT UPON VEN~
GEANCE. HowEVER, SINCE HE ﬂAS NOT LEARNED THROUGH SELF=DISCOVERY BUT HAS
SIMPLY BEEN OQTNANEUVERED BY De FLORES, HE IS AN ABJECT OF SATIRIC DIS~
APPROVAL RATHER THAN APPROBATION. LlKEHISE, VERMANDERO AND ALONZO’ WHOSE
WILLS ARE EGOCENTRIC, BECOME OBJUECTS OF SATIRE RATHER THAN OF DAMNATION
SINCE THEY TOO ARE INCOMPETENT.

ALTHOUGH IT HAS BEEN INDICATED THAT THERE ARE NUMEROUS IDEAS

DRAHATIZED.IN THE CHANGELING, THE ACTION ITSELF l?'SPARE AND THE CHARAC~
TERIZATIONS TERSE. iF IT WERE NOT FOR THE PRESENCE OF THE COMIC SCENES,
TH; PLAY HO&LD BE APPROX‘MATELY THE LéNGTH oF A GREEK TRAGEDY, WHICH THE
TRAGIC. PLOT STRUCTURALLY SOMEWHAT RESEMBLES IN lTS FOCUS ou‘calsss, IN
TS FEW CHARACTERS, AND IN THE ABSENCE OF SCENES THAT ARE DRAMATICALLY
"UNNECESSARY HOWEVER THEATRICALLY INTERESTING. THE PLAY DIFFERS, HOWEVER,
FROM GREEK DRAMA IN THE TYPE OF THEME AND CHARACTERS AND IN THE SCOPE OF
THE THEME. BOTH OF THESE DIFFERENCES ARE REALIZED, IN PART AT LEAST, BY
THE NON~CLASSICAL STRUCTURAL TECHNIQUES WHICH MIDDLETON USES: THE COMIC

SUBPLOT AND THE INTRICATE IMAGE COMPLEXES.

THE PLAYWRIGHT PROVED (N MENGIST AND PERFECTED IN THE CHANGEL ING
THE TECHNIQUE OF ALTERNATING THE TRAGIC AND THE COMIC SCENES AND THE DUMB=-
SHOWS. THE LANGUAGE PATTERNS OF THE LATTER ARE MORE INTRICATE, BUT THE
TECHNIQUES OF CHARACTERIZATION REMAIN MUCH AS THEY ARE IN THE FIRST TRAG~
EDY. THE MOST SIGNIFICANT ALTERATION, HOWEVER, MANIFESTS ITSELF IN THE
STRUCTURE. YET THIS 1S THE VERY PLACE WHERE THE SEVEREST GRITICS FIND

FAULT WwITH THE CHANGELING. |T HAS BEEN CRITICIZED AT ONE TIME OR ANOTHER

FOR HAVING ONE OR MORE (DEPENDING UPON THE CRITIC) OF THE FOLLOWING



STRUCTURAL DEFECTS: THE LACK OF FILLER BETWEEN THE HIGH POINTS OF THE
TRAGIC ACTION, THE MELODRAMATIC DEATHS OF DIAPHANTA, BEATRICE-JOANNA, AND
DE FLORES==~WHAT WELLS CALLS '""THE MOTION=PICTURE L IKE RAPIDITY OR IMPLAU=-

30

SIBILITY OF THE FOURTH AND FIFTH ACTS'"--AND THE coOMIC sUBPLor.
ASIDE FROM THE OBJECTIONS BASED UPON OFFENDED ssnsnen.n'rlss,31
THE ?R:NclPAL FAULT 1S SAID TO BE THAT THE DEATHS ARE MELODRAMATIC §t~ce
THE VIBLENCE I's NOT PREPARED. FOR, THE DRAMATIZATION OF ONLY THE CRISES
FAILS TO SHOW SUFFICIENT MOTIVATION, AND THE COMEDY IS ORAMAT ICALLY UN-
NECESSARY. |IN ANSWER TO THE FIRST OBJECTION-=THE THEME OF PERSISTENT
INILLFULNESS IS APPARENT THROUGHOUT THE PLAY FROM STATEMENTS THE CHARAC-
TERS MAKE AND THE IMAGES USED TO DESCRIBE THESE CHARAGTERS. THIS THEME
DENI1ES THAT Acrlous “ ARE MOTIVATED BY CHANGES OF MIND, BY ANYTHING OTHER
THAN WwHIM, wHAT»éETTER WAY TO INTENSIFY A THEME THAN SHOW ITS WORKING 1IN
THE FORM? FURTHER, OF WHAT POINT QOULD ééfécenes IN WHICH BEATRIGE~
JOANNA IS SHOWN MOTIVATED AND GRADUALLY CHAN;ING HER ATTITUDE TowarD De
FLORES? |F SuCH A SCENE EXISTED, IT WOULD PRESENT AN IDEA DIFFERENT FROM
WHAT THE REST OF THIS oRAAA SHOWS, FOR AS THE PLAY STANDS HER ATTITUDE
BEFORE AND AFTER THE MURDER OF DIAPHANTA SHIFTS AS RAPIDLY AND AS SELE-
W
ISHLY AS DOES HER LOVE FROM ALonzo To ALSEMERO To DE FLores. THE PLAY

SCARCELY NEEDS ANOTHER SCENE TO SHOW THE RAPIDITY AND POINTLESSNESS OF

HER SHIFTS OF WHIM,

30

31THls SUBPLOT RECEIVES MUCH CRITICISM BECAUSE IT IS BAWDY AND
RAUCOUS AND ESPECIALLY BECAUSE 1T PRESENTS MADMEN AND FOOLS AS OBJECTS
OF HUMOR (SEE SuPRA, FOOTNOTE 21). BUT OFFENSE TAKEN AT EITHER SEX COM=-
EDY WHETHER IN COMEDIES OR TRAGEDIES OR HUMOROUS PRESENTATION OF MENTAL
DEFICIENCY IS NOT BASED ON CRITICAL AESTHETICS BUT ON A CULTURAL .- MANI-
FESTATION, THOSE POST-VICTORIAN ENGLISH AND AMERICAN MORES.

WeLLs, ELIZABETHAN AND JACOBEAN PLAYWRIGHTS, P. 40,
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PERHAPS A PART OF THIS PROBLEM OF STRUCTURE, OR CERTAINLY ONE
CLOSELY RELATED, IS THE USE OF THE DUMB-SHOWS. THE LACK OF FILLER SCENES
AND THE EMPLOYMENT OF DUMB-SHOWS FORM A PART OF THE SAME TECHNIQUE, A
METHOD WHEREBY THE FOCUS OF ATTENTION IS SHIFTED FROM THE CAUSES (wHY
SOMETHING HAPPENS) AND THE RESULTS (WHAT HAPPENS) TO AN ACT OF FAR GREAT-
ER MORAL SIGNIFICANCE, THE DECISION ITSELF., EACH OF THE TRAGIC SCENES IN
THIS PLAY DRAMATIZES A DECISION WHICH TAKES THE PROTAGONISTS ONE STEP FAR-
THER ALONG THE ROAD TO THEIR |INEVITABLE DESTRUCTION. |IN ACT 1, SCENE 1,
BEATRICE~JOANNA DECIDES TO BE IN LOVE WITH ALSEMERO INSTEAD OF WITH ALON-
zo; IN AcT Il, sceNE 1, DeE FLORES MAKES EXPLICIT HIS DECISION TO PURSUE
BEATRICE~JOANNA BY SAYING '"'SHE TURNS HER BLESSED EYE UPON ME NOw, / AND
l1'LL ENDURE ALL STORMS BEFORE | PART WITH'T," AND BEATRICE~JOANNA DETER-
MINES TO "GET HIM QUITE DISCARDED"lAND TO PUT OFF HER WEDDING TO ALONZO
FOR THREE MORE DAYS. IN AcT Il, SCENE 11, BEATRICE-JOANNA DECIDES SHE
wiLt usg De FLORES To KILL ALouzp AND THAT HE ACTS BECAUSE HE IS GREEDY
ForR GoLD; De FLORES DECIDES BEATRIcE-JOANNA LUSTS FOR HIM. THE FIRST TWO
SCENES OF AcT |ll, THE SHORTEST SCENES |IN THE PLAY, ARE oévorso TO THE
KILLING OF ALONZO BUT EVEN HERE IT IS THE DECEPTION PRACTICED BY DE FLORES
AND HIS WITTY, MULTILEVEL REPARTEE THAT ARE THE MOST IHPORTANT.32 IN THE
CONFRONTATION SCENE (AcT 111, SCENE 1v), BEATRICE-JOANNA ACQUIESCES. IN
Act 1V, SCENE 1, BEATRICE~JOANNA DETERMINES NOT TO BE CAUGHT IN HER INFI=-
DELITY, AND THE SECOND SCENE IS A CONTINUATION OF HER DECISION TO OUTWIT

-

ALSEMERO. ALTHOUGH ACT V IS DEVOTED TO CONCLUDING THE ACTION, THE MOST

} 32EVE£’*I IF THESE TWO SCENES ARE COMBINED SINCE THEY REALLY ARE THE
SAME SCENE (N ESSENCE AND ARE DIVIDED MERELY TO INDICATE LAPSE OF TIME
AND CHANGE OF LOCATION, TOGETHER THEY ARE STILL SHORTER BY FIFTY LINES
THAN ANY OTHER SCENE. :
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IMPORTANT ELEMENTS ARE STILL DECISIONS. |IN SCENE 1, BEATRICE~JOANNA DE-
TERMINES UPON DIAPHANTA'S DEATH AND DE FLORES CHOOSES THE METHOD; IN
SCENE 11, DeE FLORES DETERMINES NOT TO COME NEAR TOMAZO ANY MORE BECAUSE
OF THE LATTER'S CHANGE N ATTITUDE; IN SCENE (11, BEATRICE=JOANNA CHOOSES
TO TELL ALSEMERO ABOUT THE MURDER OF ALONZO, AND De FLORES MAKES THE DE-
CISION TO KILL HER AND HIMSELF. |IRONICALLY, TRE oEcnstoﬁs WHICH HAVE
TAKEN UP SO MUCH OF THE TIME AND INTEREST ARE WILLFUL RATHER THAN MINDFUL
DECISIONS. OF COURSE, EACH DECISION ANTICIPATES AN EVENT AS ITS RssuLT
AND THE RESULTS DO OCCUR, BUT MORE érTEN THAN NOT THEY OCCUR oFE STAGE.
THE ONLY DRAMATICALLY SIGNIFICANT PHYSICAL (As oPPOSED TO MENTAL AcTnons?-
DECISIONS) EVENTS WHICH OCCUR IN THE TRAGIC PLOT PROPER ARE THE KILLING
oF ALbnzo, THE VIRGINITY TEST, .THE ACTUAL OYING OF BEATRICE-JOANNA, AND
THE suicIDE oF DE FLORES. THE PREPARATION FOR THE MURDER OF ALouzb, THE
MARRIAGE. OF BEATRICE=JOANNA AND ALSEMERO, AND THE FIRST APPEARANCE OF
ALONZO'S 'GHOST OCCUR IN THE DUMB=-SHOWS. leswlsz,‘ THE "wepDING" oF DE

33

FLORES AND BEATRICE~JOANNA AND ALSEMERO AND DIAPHANTA, THE MURDER OF

DIAPHANTA, AND THE STABBING OF BEATRICE~JOANNA ALL .TAKE PLACE OFF
STAGE.
THE BASIC CRITICAL OBJECTION TO THE VIOLENT DEATHS AND THE CcoMiIC

3k

SUBPLOT 1S THE SAME, THAT EACH 1S UNNECESSARY. INDEED, NEITHER THE

33BY THEMSELVES, OF COURSE, THE ABSENCE OF THESE TWO TVENTS FROM
THE STAGE WOULD NOT BE SIGNIFICANT SINCE EVEN THE BAWDY ELIZABETHANS HAD
NOT QUITE REACHED THE SOPHISTICATION OF TWENTIETH CENTURY MOVIE AUDIEN=-
CESe.

. 3""AS THE PRINCIPAL OBJECTOR TO THE MELODRAMATIC CONCLUSION, WELLS
SEEMS TO CONFUSE LACK OF MOTIVATION WITH GOTHICISM. BUT INSOFAR AS HE
OBJECTS TO THE VIOLENCE OF THE DEATHS, HE 1S SAYING IN EFFECT THAT A
TRAGIC RHYTHM DEMANDS DESTRUCTION NOT VIOLENCE AND GORY FLAMBOYANCE. Bur
AS FAR As | can DETERMINE, TRAGIC RHYTHM DOES NOT DENY THE VALIDITY OF
VIOLENCE.
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STRUCTURE NOR THE TRAGIC RHYTHM DEMANDS EITHER ONE OF THE TwO. BuTt IF
DRAMAS ARE 70 BE CONDEMNED BECAUSE THEY INCLUDE NON=DRAMATIC ELEMENTS,

CRITICS SHOULD HAVE TO BEGIN wITH OEpipus TYRANNUS, HIT HAMLET AND LEAR

ALONG THE WAY, AND CERTAINLY NOT STOP wiTH THE CHANGELING. IN CRITICAL

PRACTICE, HOWEVER, THE SECOND CREON SCENE IN QeDiPus TYRANNUS, THE GRAVE-
DEGGERS' SCENE IN HAMLET, AND THE- FOOL IN LEAR ARE ACCEPTED BECAUSE,

FIRST, THEY DO NOT INTERFERE WITH THE DRAMATIC DEVELOPMENT AND, SECOND,

LIKE THE VIOLENCE AND COMEDY IN THE CHANGELING, THEY HAVE A THEMATIC OR

SYMBOL IC FUNCTION., ONE FURTHER JUSTIFICATION FOR THE VIOLENCE OF THE
DEATHS 1S THAT IT IS NECESSITATED BY THE MORAL RHYTHM, AS IN HAMLET wiITH
THE MUTUAL SLAUGHTER OF HAMLET AND LAERTES AND THE ACCIDENTAL POISONING
oF GERTRUDE.

THE ACTUAL STAGE VIOLENGE IN THE CHANGELING IS CONFINED TO THE

STABBINGS OF ALONZO AND DE FLORES AND THE RATHER MACABRE INCIDENT OF D
FLORES cuTTiING OFF ALONZO's FINGER., THE TWO APPEARANCES OF THE GMOST OF
ALONZO ADD ANOTHER GOTHIC TOUCHe. THE DEATHS OF BEATRICE~JOANNY BY STAB-

35

BING AND OF DIAPHANTA BY FIRE MUST FORM A PART OF THIS COMPLEX ALTHOUGH
THMEY ACTUALLY OCCUR OFF STAGE. NONE OF THESE INCIDENTS (AT LEAST IN ITS
METHOD) 1S DRAMATICALLY NECESSARY--ExcéPT THE DEAfH o? ALoNzo BY SOME
SORT OF VIOLENCE. BuT ALL OF THEM ARE SYMBOL ICALLY slGNl;leANT. IN THE
sTABBING 0oF ALonNzZOo, DE FLORES USES A RAPIER, A WEAPON OF SOME CONSEQUENCE,
BUT FOR THE DEATH OF BEATRICE-JOANNA AND HIS OWN SELF-SLAUGGTER THE WEAPON

OF STABBING HAS BECOME A "PEN=KNIFE,' IN NAME IF NOT IN FACT ABOUT AS UN~

HEROIC A WEAPON AS POSSIBLE.  DIAPHANTA, LIKE ROXENA, DIES BY FIRE, A

.

355&5 ACTUALLY DIES OF A GUNSHOT, BUT HER BODY IS BURNED AND THE
STORY 1S THAT SHE DIED BY FIRE.
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DEATH SYMBOLIC OF HER INCONTINENCE. THE GHOST OF ALONZO CAN SCARCELY CALL
FORTH A TWINGE OF GCONSGIENCE MUCH LESS MOTIVATE AMY ACTION. DeE FLORES
APPARENTLY RECOGNI1ZES THE APPARITION, LABELS tf A '"MiST OF CONSCIENCE"Y
(v, 1, 60), AND DISMISSES 1T, BEATRICE-JOANNA IDENTIFIES T ONLY AS
"soME ILL THING" (V, 1, 62), wHicH "ﬁAuNTs THE HOUSE,'" NEVER CONNECTING
IT WiITH ALONZO'S OEATH OR HER OWN GUILT. BOTH RETURN IMMEDIATELY TO THE
MORE PRESSING PROBLEM, GETTING RID OF DIAPHANTA. THUS, ALTHOUGH NOT A .
DRAMATIC NECESSITY, VYET THE GHOST SCENE SERVES THE'AudlENcE AS ONE MORE
BIT OF EVIDENCE OF THESE CHARAGCTER'S INSENSITIVE RATIONALISM: NOT TO
BELIEVE IN GHOSTS IS REASONABLE; NOT TO BELIEVE IN THE GHOST OF THE MAN
ONE HAS JUST KILLED IS MORAL INSANITY. ALTHOUGH OF MUCH GREATER IMPOR-~
TANCE AS A PART OF THE |IMAGE COMPLEX, EVEN THE AMPUTATED FINGER.IS A
MEANS OF SHOCKING NOT ONLY BEATRICE~JOANNA BUT THE AUDIENCE AS WELL INTO
A REAL AWARENESS OF HER COMPLICITY IN THE MURDER. FINALLY, THE VIOLENCE
OF THE DEATHS IS SYMBOLICALLY NECESSARY, FOR HERE, AS IS USUAL IN PRE~
REALISTIC AND PRE=NATURALISTIC DRAMA, THE DEATH OF THE BODY, ESPECIALLY
IF PAINFUL AND NOT FROM NATURAL CAUSES, IS THE MOST HORRIBLE EVENT WHICH
MOST ﬁen CAN APPREHEND-. FURTHERMORE, DEATH BY VIOLENCE FOR THE "eviL"
CHARACTERS IS NECESSARY TO GOMPLETE'THE MORAL RHYTHM. |IN DRAMA WHICH
ATTEMPTS TO PICTURE MORAL RATHER THAN PHYSICAL REALITY, A BREACH OF MORAL
LAW, OR A DISTURBANCE OF NATURAL ORDER, DEMANDS RETRIB&TION (oR HAS CER-
TAIN INEVITABLE EFFECTS) USUALLY GREATER THAN Is "JusT" FROM MAN'S POINT
of vnew.36 As LONG AS THE DRAMA SEEKS TO DRAMATIZE THE MORAL UNIVERSE,

MORAL EXPECTATIONS MUST BE THE GUIDING FORCE, AND CRITICISM BASED ON A

6
‘ 3 FULFILLING THE MORAL RHYTHM 1S NOT QUITE THE SAME THING AS
"POETIC JUSTICE." POETIC JUSTICE LACKS THE QUALITY OF EXPECTATION;
HENCE, THE CONCLUSION 1S NOT INEVITABLY EITHER DESTRUCTION OR SUCCESS.
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FAILURE TO PRESENT THE FACTUALLY OBSERVABLE WORLD CANNOT LEGITIMATELY BE
INTRODUGED.

ALTHOUGH NOT NARRATlvéLY REQUISITE, THE COMIC SUBPLOT ALSO IS
FUNCTIONAL BOTH THEMATICALLY AND STRUCTURALLY. IT BRoADEﬁs THE THEMATIC
SCOPE OF THE TRAGIC PLOT BY SHOWING THE REVERSE SIDE OF THE WORLD COIN.
HOWEVER, 1T NOT ONLY AMPLIFIES BUT IT ALSO HELPS TO DETERMINE THEME.
S RUCTURALLY, IT 1S EMPLOYED TO THROW EMPHASIS ON THE TRAGIC SCENES,
WHICH IMMEDIATELY PRECEDE OR FOLLOW, BY MEANS OF IMAGERY AND COMIC IMIi=
TATION. THE RESULTS ARE THAT THE TRAélc SCENES ARE SIMULTANEOUSLY MADE

37

MORE HORRIBLE AND LESS HEROIC.

IT 1S UNNECESSARY TO POINT OUT AT THIS TIME THE CHARACTER AND NAR=-

RATIVE PARALLELS BETWEEN THE TwWO PLOTS SINCE THEY EITHER HAVE BEEN DIS~

38 39
43

_OR HAVE BEEN IN-

CUSSED ADMIRABLY BY WiLL 1AM EMPSON, Muri1EL BrRaDBROOK, IRVING RIBNER,
L1 b2

N. W. BawcurT, ROBERT ORNSTEIN, AND KARL HOLZKNECHT

DICATED PREVIOUSLY 1IN TH1S ANALYS1Se GENERALLY, MOST CRITICS EXCEPT EmMP-

SON AND BRADBROOK FIND THE SUBPLOT JUST A LITTLE EMBARRASSING [F NOT

Lk
DOWNRIGHT NAUSEOUS. ALTHOUGH SHE POINTS OUT THAT "THE « + o CONSTANT

'37LANGER, FEELING AND FORM, PP. 362-363 (MORE MORRIBLE); ELLIS-
FERMOR, JACOBEAN DRAMA, PP. 139=140 (LESs HEROIC).

38

EmMPson, SOME VERSI1ONS OF PASTORAL, P. 50

39Bakoenoox, THEMES AND CONVENTIONS, PP, 217, 221-22k.

RiBNER, JACOBEAN TRAGEDY, PP. 129-137.

4 .
BAWCUTT, MIDDLETON'S CHANGELING, PPe LXI1=LXVII,

ZORNSTEIN, MoraL Vision, pp. 180, 186.

43KARL HoLZKNECHT, "THE DRAMATIC STRUCTURE OF THE CHANGEL ING,"
RENA 1 SSANCE PAPERS, ED. A. H. GiLBERT (CoLumBiA, S. C.: UNIVERSITY OF
SOuTH CAROLINA, 1954), pp. 81-8L.

bl
IN ADDITION TO THE ONES CITED BELOW SEE ALso ELi0oT, Use ofF"
POETRY, P. 41 AND ScHOENBAUM, MIDDLETON'S TRAGEDIES, PP. 103, 1547,




94
PRESENCE OF THE COARSE, THE IMPERCIPIENT, THE SHALLOW AND THE CALLOUS
RENDERS THE WHOLE MORE CYNICAL, DIMINISHES, NOT THE SUFFERINGS OF THE

45

MAIN FIGURES, BUT THE DIGNITY OF THE SUFFERINGS," ELLiS-FERMOR STRANGE=-
LY BELIEVES THAT THE SUBPLOT COULD BE OMITTED WITHOUT SERIOUS LOSS.
ALTHOUGH BAWCUTT.FINDS THE SUBPLOT AS A WHOLE '"FAR FROM BEING 'WORTHLESS,'
HE NONETHELESS PRONOUNCES T 'MUCH INFERIOR TO THE MAIN PLOT,!" THE BASIS
FOR WHICH JUDGEMENT 1S THAT ''PARTS OF IT, ESPECIALLY IN |, 11, ARE CRUDE
AND TRIVIAL."u7 HOLZKNECHT SPEAKS OF THE ''DOUBTFUL ARTISTRY OF MAD=HOUSE
SCENES INTENDED TO BE conlc.ﬁhs THAT ANY TECHNIQUE WHICH HELPS TO EFFECT
THE THEME CAN BE CONSIDEZRED OF NO SIGNIFICANCE IS A CURIOUS CRITICAL TENET.
WHY THAT WHICH FUNCTIONS THEMATICALLY AND SYMBOL ICALLY WHILE MAINTAINING
ITS INTEGRITY AS A COMIC MODE IN lré CRUDITY AND SEEMING TélVlALlTv Is
SOMEHOW INFERIOR TO THE TRAGIC ELEMENTS 1S ALSO LEFT UNEXPLAINED—=UNLESS
PERHAPS BY IMPLICATION TRAGEDY PER SE IS SUPPOSED SUPERIOR TO COMEDY.

As SATIRIC COMEDY, THE SUBPLOT IS SCARGELY CRUDE IN COMPOSITION.
IT 1S UPROARIOUSLY AND RAUCOUSLY FUNNY. |T KEEPS PACE WITH THE TRAGIC
WIT BY EMPLOYING SEXUAL INTRIGUERS, A WILY SERVANT, AND A POTENTIAL CUCK=-
'OLD, WHO ARE ALL CIRCUMVENTED BY THEIR OWN INEPTNESS AND THE GOOD SENSE
ofF ISABELLA (THE NORM FOR WHICH THE SATIRIC MODE MAKES PROVISION). THESE
CHARACTERS COME TO NO GRIEF SIMPLY BECAUSE THEY ARE INEPT, BECAUSE THEY

ARE TOO STUPID TO ACHIEVE THEIR DESIREs (IV, 111, 126=130). THE BAWD INESS

ks

ELt ts-FERMOR, JACOBEAN TRAGEDY, PP. 139-140.

6ELL|S-FERHOR, Po 14k,

47

BAwcutrT, MIDOLETON'S CHANGELING, P. LXI1.

8
HoLZKNECHT, "STRUCTURE OF CHANGELING," P. 77
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WHICH IS ONE MEANS OF EXPRESSING WHAT Miss LANGER CALLS "THE LUST FOR
_LIFE," THE PRINCIPAL INGREDIENT OF co:~4t~:mr,l+9 GOES FOR NAUGHT EXCEPT TO
INCREASE HORROR, SUBORDINATE AS IT IS TO THE TRAGIC (THE STER;LE AND NEG-
ATIVE) CONTROLLING RHYTHM OF THE PLAY.

TME REDUPLICATIVE TECHNIQUE AS IT PARALLELS CHARACTER WITH CHAR-
_ACTER AND ACTION WITH ACTION IS HANDLED WITH GREATER. FELICITY IN THE
CHANGEL ING THAN IN HENGIST. BUT IT FUNCTIONS MOST BRILLIANTLY IN THE
IMAGERY, THAT GAREFULLY GHOSEN "INSTRUMENT BY WHICH THE PARTS OF o o+ o

50

[THE] PLAY ARE RELATED TO ONE ANOTHER,' HOwEVER, THE IMAGERY NOT ONLY
ENFORCES THE PARALLEL FUNCTTON OF THE CHARACTERS AND THEIR SYMBOLIC IDEN-
TITY AND THE ESSENTIAL ONENESS OF THE nANY SEPARATE THEMES, BUT IT ALSO
BECOMES A DELIBERATELY INSISTENT RHYTHM OF DETAILS WHICH IMPRESSES UPON

51

'THE AUDIENCE THE INNER FORM OF THE DRAMA. IN OTHER WORDS, THE FORM

49
50

51I WAS ORIGINALLY LED TO THIS ~ INTEREST BY SUSANNE LANGER'S LEC~

TURES PUBLISHED IN PROBLEMS OF ART (New York: CHARLES SCRIBNER'S SoNs,
Ce 1957), WHICH ARE CONCERNED PRINCIPALLY WITH THE AESTHETICS OF FORM,
AND IT IS HER USE OF THE TERM RHYTHM wHICH | HAVE EMPLOYED. Una ELLis-
FERMOR HAS AN EQUALLY FRUITFUL DISCUSSION OF FORMALISTIC PROBLEMS IN THE
CHAPTER ON JACOBEAN DRAMATIC TECHNIQUES (JACOBEAN TRAGEDY, CHAPTER 11).
BoTn LANGER AND ELL1S-FERMOR DISCUSS THE PATTERN OF TOTAL FORM IN A WORK
OF ART, AND BOTH IMPLY, IF NOT DIRECTLY STATE, THAT THE INTEREST IN FORM
iS AT LEAST AS SIGNIFICANT AS THE INTEREST IN NARRATIVE SUBJECT AND THEME,
ELL1s-FERMOR SPEAKS OF A KIND OF DRAMA WHIGCH CONTAINS TwWO TYPES OF EXPER-
1ENCE FOR THE AUD!ENCE:

LANGER, FEEL ING AND FoRrM, P. 342,

RiBNER, JACOBEAN TRAGEDY, P. 152.

ONE TYPE OF EXPERIENCE IS PRIMARILY CONCERNED WITH THE SUBJECT=-
MATTER AS A CHRONOLOGICAL RECORD OF EVENT AND PROCEEDING FROM
THIS WE ARRIVE AT AN ASPECT OF FORM DESCRIBED MOST NATURALLY IN
TERMS OF PLOT4y STORY AND THE éAUSAL CONNEXION OF EVENT. THE
OTHER EXPERIENCE IS SPATIAL INSTEAD OF TEMPORAL AND |IT REGARDS
THE PLAY AS A GROUPING OF MOODS, CHARACTERS, FORMS OF DICTION OR
* OF PROSODY AND LOOKS FOR FORM IN THE INTERRELATIONS OF THESE. THE
FIRST MAY BE, AND INDEED GENERALLY 1S, AFFECTED BY EXTRA—AESTEETIC
KNOWLEDGE, THE SECOND IS AN ENTIRELY AESTHETIC EXPERIENCE HAVING
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CREATED BY THE IMAGERY IS NOT JUST A MEANS TO AN END, ALTHOUGH IT FUNC~-
TIONS BRILLIANTLY AS A MEANS; IT IS AN enbfln ITSELF. Bscadsa OF THE
ESTABL ISHMENT OF PATTERN WITH THE |Nréooucrton OF AN IMAGE, ITS REPETI~-
TION AND / OR SLIGHT ALTERAfion, AND ITS RESOLUTION, THE FORM ITSELF EX=-
PRESSES IRREDEEMABILITY, INELUCTABILITY. IN THIS PLAY AS ELL 1 s=-FERMOR
SUGGESTS FREQUENTLY HAPPENS, THE TWO EXPERIENCES WORK SO CLOSELY TOGETHER
THAT THE BRILLlANcE OF FORM MAY SEEM MERELY AN EXCELLENT sxAnéLe OF OR-
GANIC FORM, . : -

THE RELI1GIOUS IHAGERY.ESTABQESHES THE SYMBOLIC SETTING FOR THE
ACTION, AND IT IDENTIFIES cﬁAnAcTER. IT aeconé§ A STATEMENT OF ALSEMERO's
INADEQUATE PERCEPTION OF VIRTUE., HE IDENTIFIES RELIGION WITH THE PHYSICAL
PARTS OF woRsHIP ("TEMPLE," "PLAGE BLEST," QND "PLAGE 1S HOLY') JUST AS
HE BELIEVES BEATRICE-JOANNA INNOCENT BECAUSE OF HER OUTWARD APPEARANCE
AND BEHMAVIOR. HE LOVES THOSE "BEAUTIES'" WHICH HE BEHELD IN THE TEMPLE.
ISABELLA'S ANSWER TO ANTONIO WHEN SHE REVEALS HERSELF AFTER HAVING PUT ON
THE MADWOMAN'S GARMENTS 1S THE PERFECT ANSWER TO ALSEMERO ON THE SUBJECT
OF BEATRICE~JOANNA'S BEAUTIES:

No, | HAVE NO BEAUTY NOW,

NOR NEVER HAD, BUT WHAT WAS IN MY GARMENTS.
(v, 111y, 131-132)

ALSEMERO SAYS IN HIS FIRST SPEECH!?

REFERENCE SOLELY TO THE INDIVIDUAL DRAMA UNDER CONSIDERATION. O8-
VIOUSLY THE TWO EXPERIENCES MAY EITHER FUSE INTO A SINGLE AESTHE-
TIC EXPERIENCE OR REMAIN IN SOME DEGREE DISSOCIATED. (JAGOBEAN TRAG=

eoy, pp. 38-39).

SHE GOES ON TO INDICATE THAT THE TWwO SETS OF ELEMENTS OFTEN WORK TOGETHER.
OR IN LANGER'S TERMS, THE SECOND EXPERIENCE IS ACHMIEVED BY THE "FORMULA=-
TIVE FUNCTION OF LANGUAGE,'" WHICH IS ''NORMALLY COINCIDENT WITH THE COM-

MUNICATIVE FUNCTIONS, BUT LARGELY INDEPENDENT OF THEM" (PRoBLEMS OF ART,

p. 149).




97

| LOVE HER BEAUTIES TO THE HOLY PURPOSE,
AND THAT, METHINKS, ADMITS COMPARISON
WITH MAN'S FIRST CREATION, THE PLACE BLEST,

AND 1S HIS RIGHT HOME BACK, IF HE ACHIEVE 1IT.

(1, 1, 6-9)
THi1s SAME IMAGE 1S PICKED UP AGAIN IN REFERENCE TO BEATRICE-JOANNA. HERE
1T i1s DE FLORES THROUGH WHOSE EYES BEATRICE~JOANNA IS SEEN:

Y'ARE THE DEED'S CREATURE; BY THAT NAME
You LOST YOUR FIRST CONDITION, AND | CHALLENGE YOU,
As PEACE AND INNOCENCY HAS TURN'D YOUu oOuT,

AND MADE YOU ONE WITH ME. (i, v, 137-140)
AND IN THE LAST ACT HE REFERS TO HER AS '"THAT BROKEN RIB OF MANKIND' (V,
1, ﬁ46). IN THE comic PLOT, THE GARDEN OF EDEN HAS - BECOME THE GARDEN
OF THE HESPERIDES, BUT IT IS STILL THE APPLE WHICH INTERESTS ANTONIO:

SHALL | ALONE
‘WALK THROUGH THE ORCHARD OF THE HESPERIDES,
AND CTOWARDLY NOT DARE TO PULL AN APPLE?
THIS WITH THE RED CHEEKS | MUST VENTURE FOR.

(hby 1, 173-176)
THE APPLE WHICH HE WISHES TO PLUCK 1S OF COURSE |SABELLA, WHOSE '"BEAUTY"
_HAS OVERWHELMED HIM, |SABELLA THE COMIC COUNTERPART OF BEATRICE-JOANNA.
SUPPORTING THE THEME OF THE DICHOTOMY BETWEEN IDEAL REASON AND

THE PLAY-WORLD'S REALITY OF UNREASON IS THE IMAGE COMPLEX WHICH INVOLVES

THE TERMS JUDGEMENT, WILL, AND SIGHT. IN HIS EXCELLENT STUDY OF SEEING

IMAGERY, ENGELBERG POINTS OUT THAT Si{GHT IS USED BOTH IRONICALLY AND NON-

IRONICALLY AS AN INDICATION OF SPIRITUAL BLINDNESS, THE EXERCISE OF wiLL
52

OR LACK OF JUDGEMENT. For EXAMPLE , BEATRICE=JOANNA HAS A SOLILOQUY AT

THE BEGINNING OF AcT |lly, IN WHICH SHE IS GONGRATULATING HERSELF ON HER

52ENGELBERG, "TRaGtIc BLINDNESS,'" pPP. 20-28.
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JUDGEMENT IN LOVE IN CHOOSING ALSEMERO:

METHINKS | LOVE NOW WITH THE EYES OF JUDGMENT,
‘AND SEE THE WAY TO-HERIT, CLEARLY SEE IT.

A TRUE DESERVER LIKE A DIAMOND SPARKLES,

IN DARKNESS YOU MAY SEE HIM, THAT'S IN ABSENCE,
WHICH 1S THE GREATEST DARKNESS FALLS ON LoVE§

YET IS HE BEST DISCERN'D THEN

WITH. INTELLECTUAL EYESIGHT.53 (ryy, 1y 13-19)
SHE BELIEVES THAT SHE HAS ACQUIRED THE POWER TO USE HER évss TO SEE CLEAR-
LY, NOTVITHSTA&DING THE FACT THAT SHE HAS JUST REMARKED IN ACT | ABOUT HER
ORIGINAL ASSESSMENT OF ALONZO THAT “M1N§ EYES WERE MISTAKEN'" (1, 1, 84),
AND IN SPEAKING TO ALSEMERO IN THE SAME SCENE SHE INDICATES THAT SHE KNOWS
THE EYES SOMETIMES DELUDE THE JuDGEMENT (I, 1, 71-76). HER soLiLoQuY QuoO-
TED ABOVE IS IMMED IATELY PARALLELED IN THE FoLLowlus AsIDE oF De FLores,
WHERE IN THE SPACE OF TWENTY=FOUR LINES HE MENTIONS SIGHT BY WORD SIX
TIMES AND EMPLOYS AN EXTENDED AND STRIKING VISUAL oegcnlpTlon OF HIMSELF,
WHICH INTRODUCES SEVERAL OTHER IMAGES, ASSOCIATING THEM WITH THAT OF SEE-
ING: REFERENCE TO HIMSELF IN ;ISGUSTlNG ANIMAL IMAGES, FOOD IMAGES WHICH
STAND FOR SEX, AND COMMENTS ON FORTUNE AS A EONTROLLING AGENT. IN HER
OWN SPEECH, BEATRICE-JOANNA HAS INTRODUCED TWO OTHER PATTERNS, CONNECTING
THEM' WITH JUDGEMENT AND INTELLECT: ODARKNESS AND A SPARKLING JEWEL. EACH
OF THESE IS SUBSEQUENTLY PICKED UP AT LEAST ONCE, MOST OF THEM MANY TIMES.
De FLORES, THAT CREATURE OF DARKNESS, 1S REPEATEDLY COMPARED TO ANIMALS:
suct (il, 1, 80), ass (11, 1, 77), SerPeNT AND viPer (|, 1, 225 ano |11,
ivy, 166), ooc (11, 11, 146), easirisk (1, 1, 115). THE LAST, OF COURSE,

JOINS TOGETHER SIGHT (GAUSING BL INDNESS AND DEATH IN OTHERS) AND THE EVIL

53

ITALICS MINE.
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BEcAuse ALONZO IS INTERESTED IN

’

CREATURE IN THE PERSON oF DE FrLORES.
SEEING THE CASTLE AND HAS HIS EYES TURNED AWAY, DE FLORES IS ABLE 7O KILL
HIM. LATER, SPEAKING OF ToMazo, DeE FLORES sAYs, "'| SEE HiIS -BROTHER'S

wounDs / FRESH BLEEDING IN HIS EYE, AS IN A cRYSTAL" ~(V, 11, 32-33);

A
<

MERE AGAIN THE MURDER, THE SEEING IMAGE, AND THE JEWEL IHAéE ARE BROUGHT
TOGETHER. "IN AcT V, ALssﬂEho,_wno HAS IN ACT | JOINED TOGETHER SIGHT AND
JuoGeMent (1, 1, 77-79), Like DE FLoRES IN AcT ||, BRINGS TOGETHER FATE
AND SIGHT (V, 111, 12=13) AND IN THE §AHE SCENE IDENTIFIES HIMSELF AS A
eLIND MAN (V, tie, 108-109): One EFFECT, CERTAINLY, OF THE TRANSFERENCE
oF A DEBIL[TATING IMAGE OR A ss% OF IMAGES FROM ONE cn;RAcrsa OR SITUA~
TION TO ANOTHER IS THE DQ;IGRATION OF THE SECOND CHARACTER, WHO MIGHT
OTHERWISE HAVE APPEARED TO BE GOOD.-

s

ANOTHEk MAJOR IMAGE COMPLEX USES EATING, SEX, MURDER, THE LATTER

TWO JOINED TOGETHER BY THE TERM 8L000. D& FLORES USES FOOD IMAGERY TO
DESCRIBE BOTH SEX AND MURDER ALTHOUGH THE SEX IMAGES ARE CONSIDERABLY
MORE EXTENSIVE=~ALMOST THREE TIMES AS MANY. TOMAZO USES FOOD IMAGERY IN
CONNECTION WITH BOTH MURDER AND LIFE IN GENERAL. BEATRICE~JOANNA IMAGINES
Dc FLORES TO BE GREEDY FOR GOLD.. FOR WITH HER COMMENT, THE PATTERN RE=
TURNS TO FOOD-SEX BECAUSE THE AUDIENCE IS AWARE THAT THE GREED WHICH DE
FLORES HAS IS FOR BEATRICE-JOANNA, HIS REWARD AS HE CALLS ''HER HONOUR's
PRIZE" (V, 111, 167=171), AN IMAGE COMBINATION WHICH SHE HAS IRONICALLY
ANTICIPATED BY IMAGINING THAT To De FLORES GOLD WILL TASTE LIKE "ANGELS'
Fooo" ‘(II; 11, 125=126). THE LINES WHICH MOST NOTABLY JOIN THE FOUR
TERMS ARE SPOKEN BY DE FLORES JUST AFTER HE HAS ACCEPTED HER ''service,"

WHERE SHE HAS ASSURED HIM THERE IS B8LOOD. SHE, OF COURSE, HAS IN MIND

5hCOHPARE Avso |11y 1vy, 152=-153 ano IV, 111, 105-107.
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ONLY THE DEATH OF ALONZO. HIs SPEECH BEGINS WITH AN ECHOING OF THE TERM,

.

HERE IN ITS SECOND SENSE, SENSUAL DESIRE? -

OH My BLOOD!
NMETHINKS | FEEL HER IN MINE ARMS ALREADY,
' véER WANTON FINGERS COMBING OUT THIS BéARo,
AND BEING PLEASED, PRAISING THIS BAD FACE.
HUNGER AND PLEASURE,_THEY'LL connsno‘sonsrlnss
SLOVENLY DISHES, AND FEED HEARTILY ON 'EM,
NAY, WHICH IS STRANGER, REFUSE DANTIES FOR 'EM.
SOME WOMEN ARE ODD FEEDERS.==]'M T0O LOUD.
€

HERE COMES THE MAN GOES SUPPERLESS TO BED,

YET SHALL NOT RISE TO-MORROW TO HIS DINNER.

1y vy, 146-155)
THE LAST TWO LINES, WHICH STATE THE ALMOST=ACCOMPLISHED MURDER IN TERMS
OF TIME DESIGNATED BY EATING PERIODS, CONTAIN IN "SUPPERLESS TO BED" THE
TRANSITION BETWEEN FOOD IMAGERY AS SEX AND AS MURDER. THIS SEQUENGE OF
STATEMENTS AND THE EVENTS WHICH SUCCEED IT WERE VERBALLY ANTICIPATED IN

AcT |, SCENE 11, IN THE INTERCHANGE BETWEEN LOLL10 AND ALIBIUS ABOUT THE

METHODS OF MARKING TIME: -
ALiB, WHAT HOUR Is 'T, LoLt10?
LoL. - TOWARDS BELLY=HOUR, SIRe
ALie. DINNER TIME? THOU MEAN'ST TWELVE 0'cLOCK.
LoL. YeEs, SIR, FOR EVERY PART HAS HIS HOUR! WE WAKE AT SIX

AND LOOK ABOUT uUS, THAT'S EYE-HOUR; AT SEVEN WE SHOULD
PRAY, THAT'S KNEE=-HOUR; AT EIGHT WALK, THAT'S LEG=HOUR;
AT NINE GATHER FLOWERS AND PLUCK A ROSE, THAT'S NOSE-
HOUR; AT TEN WE DRINK, THAT'S MOUTH=HOUR; AT ELEVEN LAY
ABOUT US FOR VICTUALS, THAT'S HAND-HOUR; AT TWELVE GO

TO DINNER, THAT'S BELLY-HOUR. (ty 11, 68-77)
THE SCENE ENDS WITH THE MADMEN'S CHORUS DEMANDING DINNER, AT WHICH, AC~

CORDING TO LOLLIO IN ANSWER TO A QUESTION oOF ANTON10'S, THEY DO INDEED
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"BITE" ALTHOUGH THE wiLL NOT "BITE"™ HiM. THIS COMBINATION OF TERMS, ALSO
WITH THE ADDITION OF TIME, APPEARS WHEN BEATnucE~J0ANNA.|s CONTEMPLATING
THE SECOND MURDER. |IN A SOLILOQUY WHICH BEGINS ACT V, SHE sAYs:

ONE STRUCK, AND YET SHE [DIAPHANTA] LIES BY '==0H MY
FEARS! '

THiS STRUMPET SERVES HER Ow“’ENDS, 'T1S APPARENT NOW,

DEVOURS THE PLEASURE WITH A GREEDY APPETITE,

AND NEVER MINDS MY HONOUR OR MY PEACE,

MAKES HAVOC OF'HY RIGHT; BUT SHE PAYS DEARLY FOR 13

NO TRUSTING OF HER LIFE WITH SUCH A SECRET,

THAT CANNOT RULE HER BLOOD TO KEEP HER PROMISE.
(V, 1, 1=7)

THIS IMAGE COMPLEX, JOINED AS IT IS WITH THE SIGHT = JUDGEMENT = WILL COM-
PLEX, SHOWS THE MIRROR FUNGTION OF THE ACTUAL naonén, WHO HAYVE conz. MAD
OVER INSIGNIFICANT PROBLEMS, FOR EXAMPLE, THE INCURABLE WELSHMAN, MAD
BECAUSE A MOUSE ATE THE cHeese (I, 11, 202--208).55 THE MOUSE AND THE
CHEESE 1S SIMPLY A LITERAL COMIC STATEMENT OF THE TRAGIC METAPNOR OF DE

56

FLORES' AND BEATRICE~JOANNA'S SEXUAL RELATIONSHIP. SUCH EQUATION OF
IMAGE UNITS AS THE INTERWEAVING OF THE TWO COMPLEXES ANALYZED ABOYE IN—
DICATES THE ESSENTIAL ONENESS OF THE MANY SEEMINGLY SEPARATE THEMES.
THE.SPATIAL, OR ARCHITECTURAL FORM, OF THIS PLAY IS THE CIRCLE.
ITS METAPHORIC MANIFESTATION IS THE éfﬁo, THE MOON, THE EYE, THE GLOVE,
THE MOUSE=HOLE, AND BARLEY=BRAKE. THE EYE AS INSTRUMENT OF VISION, OF
LIFE OR DEATH, HAS ALREADY BEEN NOTED. |T APPEARS THROUGHOUT THE PLAY

FROM THE FIRST LINE TO THE EPILOGUE; FURTHER IT STANDS METAPHORICALLY

NOT SO FAR FROM 1¥S REFERENT AS 00 IRE OTHEREN; WMis, LY FUNCTIONS MOST

5§Iurs ACCOUNT |ITSELF SEEMS TO HAVE SEXUAL OVERTONES, FOR THE CAT
IS CALLED A WHORE AND LATER REFERENCE TO A MOUSE ("LOVE CREEPS IN AT A
MOUSE=HOLE') 0BVIOUSLY INDICATES SEXUAL INTERCOURSE (111, 111, 94),

6 .
> BawcuTT, MIDOLETON'S CHANGELING, P. LXVI,
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OBVIOUSLY AS A CONTROLLING METAPHOR OF CONTENT RATHER THAN OF SHAPE.
NONETHELESS, ITS SPATIAL FORM IMPINGES ON THE CONSCIOUSNESS OF THE READ=—
ER WHENEVER IT APPEARS IN CONJUNCTION WITH ONE OF THE OTHER SYMBOLS.

FiRST, THESE §YMBOL; TAKEN TOGETHER HAVE A PARAPHRASABLE CONTENT.
TOGETHER THEY SUGGEST THAT THE EYE, THE INSTRUMENT OF VISION, HAS ONLY
THE MOON TO SEE . BY, THE MOON WHICH BRiNGS CONFUSION AND MADNEés, ESPE-
CIALLY IN MATTERS OF LOVE, THE MANY TYPES OF WHICH ARE SYMBOLIZED BY THE
RING, THE GLOVE, THE MOUSE-HOLE, AND BARLEY BRAKE. SECOND, THEIR POSI-

TION IN THE DRAMA AMPLIFIES THEIR SIMPLE REFERENTS AND STANDS AS A CREA=-

57

TION TO BE APPREHENDED AND ADMIRED‘BY THE WIT OF THE AUDIENCE. SINCE
THEIR LOCATION 1S SIGNIFICANT, THE ORDER OF THEIR APPEARANCE 1S ALSO IM-
PORTANT: GLOVE, ALIBIuUS' RING, ALONZO'S RING, LUNA AND HER SILVER SPHERE,
MOUSE-HOLE, BARLEY~BRAKE, TOKEN-ALONZO'S RING-TOKEN, WAITING MOON, BARLEY-
BRAKE, TOKEN, '"oracous' MOON. THE FIRST SYMBOL, Tné GLOVE, . 1S CLEAR IN
ITS SEXUAL MEANING WITHOUT REFERENGE TO ANY OF THE OTHE# symeoLs. De
FLORES' VIVID IMAGERY DESGCRIBES MORE THAN PUTTING ON A LADY'S GLOVE: THE
vFINGERS OF THE GLOVE HAVE BECOME 'HER SOCKETS'" INTO WHICH HE '"THRusTs'"
HIS FINGERS. ALTHOUGH THIS SCENE DEPENDS ON NOTHING, ITS VIOLENCE CER-
TAINLY ANTICIPATES AN IMMEDIATE REACTION. THE AUDIENCE 1S SCARCELY GIVEN
TIME TO DRAW BREATH BEFORE ALIBIUS AND LOLLIO INTRODUGE THE COMIC AGTION
BY REFERENCE TO ISABELLA, ALiBilus' YOUNG WIFE, AS SOMETHING ALlajus WANTS
TO KEEP SECRET BECAUSE, AS HE SAYS, '"| wouLD WEAR MY RING ON MY OWN FIN=-
GERS; / WHILST IT IS BORROWED IT 1S NONE OF MINE, / BuT HIS THAT USETH
it (1, 11, 27=29). THIS JUXTAPOSITION WITH THE GLOVE SCENE INSURES THE

COMMUNICATION OF THE SEXUAL MEANING, BUT IT AMPLIFIES THE ORIGINAL IN TwWO

57COMPARE IV, 111, 1595 1l1, vv1, 40-41, 74-75; v, 1, 63.
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WAYS: FIRST, AS AN ANTICIPATION THAT DE FLORES 1S ACTUALLY GOING TO
"sorROW'" (TAKE POSSESSION OF OR BECOME THE OWNER OF) BEATRICE-JOANNA'S
GLOVE AND SECOND AS A HINT THAT IN SO DOING HE WILL MAKE HER HUSBAND
A CUCKOLD. THE FIRST REFERENCE To ALONZO'S RING TELLS THE AUD;ENCE ONLY
THAT IT HAS A DIAMOND AND THAT DE FLORES CUTS OFF THE DEAD MAN'S FINGER
TO GET THE RINGs THERE ARE, HOWEVER, THE FIRST TWO PARALLELS TO BUILD
ONj; HENCE, TLE AUDIENCE CAN SEE THAT DE FLORES HAS TAKEN POSSESSION OF A
RING WHICH BELONGED TO A DEAD MAN, A RING WHICH HAS SOMETHING TO DO wITﬂw
MARRIAGE AND/OR SEX. By TAKING POSSESSION OF THE RING HE HAS, IN EFFECT,
MADE ALONZO A cQGKOLD. By NOW, THE PATTERN IS FIRMLY ESTABLISHED Fok THE
AUDIENCE, BUT ITS FORM‘IS NOT YET coanETé. THE SECOND Tw0 REFERENCES
MAKE THE EYE IMAGE A PART OF THEIR IMPORT: ALIBIUS SPEAKS oF LoLLlio's
"WATCHFUL EYE" IN GdARDING IsaBeLLAa, AND DeE FLORES NOTIGES THE RING BE-
CAUSE THE DIAMOND '"THREW SPARKLES'" IN HIS EYE. THE FOURTH REFERENCE,
COMIC LIKE THE SECOND, INTRODUCES '"816-BELLIED" LUNA AND HER SILVER
SPHERE. '""Bi1G=BELLIED" TAKES THE AUDIENCE BACK TO THE SEXUAL IMPLICATIONS
OF THE FIRST THREE AND THE VISUAL IMAGES OF THE SECOND AND THE THIRD. |T
INTRODUCES A NEW MOTIF, MAONESS.58 THE animaL tmacery (poe ANDVLYCAN-
THROP 1) WHICH 1S ATTACHED REINFORCES DE FLORES' PARTICIPATION. AcTuaLLYy,
RATHER THAN BEING A SEPARATE INCIDENT, THE MOUSE-HOLE META#HOR IS A PART
OF THE ANIMAL [MAGERY SURROUNDING'LUNA; BUT IT DOES MAKE SEXUAL DESIRE A
MADNESS, ESPECIALLY THE Kfuo OF SEXUAL DESIRE EXHIBITED BY DE FLOREs. THE

FINAL IMAGE INTRODUCED IS BARLEY-BRAKE, THE SYMBOLIC RESULT OF THE LOVE~-

MADNESS PATTERN ALREADY ESTABLISHED. WITH ITs iNTRODUCTION, THE INEVITABLE

58

- RuTH L. ANDERSON, ELIZABETHAN PSYCHOLOGY AND SHAKESPEARE'S
Puays (lowa CiTy, lowa: UNIVERSITY OF lowa HuManisTic Stupies |11, no.
E, 1927), P. S54. ANDERSON QUOTES BATMAN AND LA PRIMAUDAYE TO THE EFFECT
THAT THE MOON MAKES ONE UNSTABLE BY DISORDERING THE EYE,
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CONCLUSION TO THE PATTERN IS SUGGESTED. BuT As YET, IT 1S CONFINED TO THE
LITERAL MAQFOLK. THE SUCCEEDING RECURRENCE OF THE PREVIOUSLY INTRODUCED"
SYMBOLS IS SIMPLY THE GRADUAL WORKING OUT OF THIS INEVITABLE PATTERN.

FROM THiS POINT ON, THESE SYMBOLS RECUR LIKE MUSICAL PHRASES.
ALONZ)'S RING APPEARS NEXT IN THE CONFRONTATION sdENE, WHERE IT HAS CEASED
TO BE THE RING ALONE, WHICH JOINED BEATRICE-JOANNA AND ALONZO IN THEIR
BETROTHAL, AND HAS BECOME THE RING AND THE FINGER, WHICH JOINS BEATRICE=~
JOA&NA AND DE FLORES IN MURDER AND LUST: IT 1S NOW THE '"TOKEN" OF THEIR
UNION. THE VERBAL PARALLEL WITH THE WORD FINGER RETURNS THE VIEWER TO THE
dLOVE,v AL181US' RING, AND THE EARLIER REFERENCE TO ALONZO'S RING. AND
THEIR SYMBOLIC WEIGHT IS CARRIED FORWARD AGAIN TO ITS USE AS THE TOKEN
OF THE PROTAGONISTS' UNION. BY MEANS OF THE PREVIOUS PARALLELS BETWEEN
' THESE THREE AND LUNA AND BARLEY-BRAKE, THE SYMBOLIC IMPLICATIONS ALSO ARE
CARRIED FORWARD. EACH NEW REPETITION REQUIRES A REALIGNMENT OF PRIMARY
AND SECONDARY SYMBOLIC IMPLICATIONS. THUS, "WAITING MOON'" RETURNS TO THE
COMIC SETTING, fo "8 16-BELLIED" LUNA, THE ANIMAL IMAGERY, AND THE GLOVE
ON THE PRIMARY LEVEL AND TO THE RINGS AND BARLEY=BRAKE ON THE SECONDARY.
ISABELLA EMPLOYS THE WORD MOON THREE TIMES, ONCE IN SPEAKING TO LoLrL1o
ABOUT FRANCISCUS' REAL .MADNESS (HiS PRETENDING TO BE MAD ON ACCOUNT OF
LOVE) AND TWICE WHEN SHE PUTS oﬁ THE GARMENTS OF A MADWOMAN AND MAKES MAD
SPEECHES TO Auréulo. SINCE THIS 1S A COMIC PASSAGE, THE FOCUS S ON LOVE
MADNESS AND THE MOON AS THE GODDESS OF FERTILITY ALTHOUGH ITS USE IN SEE-
ING IS INDICATED BY |SABELLA'S COMMENT ON THE "NIMBLE EYE OF WATGHFUL
Jeatousy" (1V, 111, 129).

THE LAST THREE, BARLEY=BRAKE, TOKEN, ''oPAcous' MOON, COME IN

RATHER RAPID SUCCESSION IN THE LAST SCENE OF THE PLAY. LIKE THE THREE
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REFERENCES TO THE MOON IN THE PRECEDING ACT, THEY ALL LOOK BACKWARD FOR
SYMBOL{C IMPORT AND THEN PICTURE THE RESOLUTION. BARLEY=BRAKE IS A GAME
THE MADFOLK PLAY (AT LEAST VERBALLY), WHICH HAS THE FOLLOWING CHARACTER~
ISTICS: COUFPLES JOIN HANDSS ONEVSTANDS IN A RlNG'CALL;D HeELtL. THE oBJECT
IS TO CATCH THE OTHERS AS THEY ATTEMPT TO GO THROUGH THE RING. WHEN ALL

59

HAVE BEEN CAUGHT, ANOTHER COUPLE TAKES UP ITS POSITION IN HELL. THE
"POINT DE FLORES MAKES IS THAT, JOINED TOGETHER AS A COUPLE, HE AND Bea~-
TRICE~JOANNA HAVE PLAYED THE GAME OF '"COUPLING'" AND MURDER, WHOSE REWARD
IS PERMANENT RESIDENCE IN HewLL. THE VIEWER MUST, OF COURSE, ADD THE ELE~
MENT OF MADNEss FROM THE OTHER ''"BARLEY-BRAKE," wHicH De FLORES CANNOT
'KNOH; THAT 1S, HE REMAINS UNAWARE OR UNCONVINCED THAT HIS BEHAVIOR HAS
BEEN MORAL MADNESS ALTHOUGH HE KNOwS THE REsuLTs (HeiL).

THE TOKEN, MENTIONED BY DE FLORES BY WHIGH HE GOMMANDS BEATRICE~-

JOANNA TO MAKE HASTE AND JOIN HIM IN DEATH, IS THE SAME TOKEN INTRODUCED
EARLTER, 1N THE CONFRONTATION. As TINSLEY HeLTON POlhTs OUT, THE LINE
MAKES NO SENSE IF DE FLORES 1S REFERRING TG THE WOUND HE HAS JUST GIVEN
HIMSELF OR EVEN THE ONE HE HAS JUST GIVEN HER; NEITHER CAN BE DESCRIBED
AS "so LATELY PUT IN MIND' (V, t11, 176). IT MusT, As HELTON POINTS ouT,
REFER TO THE RING, THAT WHICH HAS PREVIOUSLY BEEN IDENTIFIED TWICE AS THE
"roken" (111, 1v, 26 anp 33).60 BUT IN ADDITION IT 1S THE "RING AND THE

FINGER': IT 1S THE TOKEN wHICH DE FLORES HAS GIVEN HER, NOT THE ONE SHE

GAVE ALONZO; IT IS THE TOKEN OF THEIR UNION ON EARTH AND IN HELL.
1

598churr, MipDLETON'S CHANGELING, NOTE oN |il, 111, 165, P. 52.
THE GAME SEEMS TO BE A COMBINATION OF RED ROVER AND Por GOES THE WEASEL,
PLAYED BY ADULTS RATHER THAN CHILDREN. ‘

OTINSLEY HeELTON, "MIDDLETON AND ROWLEY'S THE CHANGELING Vo 111,
175-177," ExpLicaTOR XXl: I1Tem 74,
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THE SPEECH IN WHICH. HE ANNOUNCES HIS PLATITUDINOUS DISCOVERIES
ALsemsnb BEGINS WITH THE STATEMENT: 'WHAT AN OPACOUS BODY HAD THAT MOON
/ THAT LAST cHanG'D oN us'" (V, lll; 196-197). ALSEMERO 1S, OF COURSE,
MISTAKEN: THE LAST MOON cu@nse DID NOT BRING THE ﬁARK oF fHEAMOON; T
BROUGHT THE FULL MOON. WITH‘Tgls COMMENT BY ALSEMERO ON THE MOON, THE
LAST SEGMENT OF THE CIRCLE IS COMPLETED. |T BRINGS TOGETHER THE THEMES
OF LUST, MURDER, MADNESS, AND DAMNATION, AND IT INEXTRICABLY LINKS TO-
GETHER THE COMIC AND THE TRAGIC PLOTS.
. FiINaALLY, EVEJ';HE WORD=PLAY CARRIED ON BY THE CHARACTERS IS A
MEANS OF IDENTIFYING THE MADMEN. AND THE MERE FOOLS, AND A METHOD OF DIs-
TINGUISHING THE ONE FROM THE OTHER. WHEN THE MUL*!LEVEL USE OF LANGUAGE
IS CONSCIOUSLY ACHIEVED, THE CHARACTERS ARE MAD, AT LEAST FOR THE MOMENT,’
BECAUSE CONSCIOUS WORD=PLAY IS A WITTY ACTIVITY AND, AS LOLLI10 SAYS, WITS
ARE WHAT THE MADMEN HAVE THAT THE FOOLS LACK. TO USE LANGUAGE IN THIS
FAsuloﬁ 1S TO FOCUS ON THE SELF AS SUPERIOR TO OTHERS BECAUSE OF INTEL-
LECT. JusT As DE FLORES Is THE MOST OBVIOUSLY SYMBOL IC NAME sﬁ De FLORE;
THE CHARACTER 1S THE ONLY ONE WHO CONSISTENTLY AND CONTINUOUSLY EMPLOYS
CONSCIOUSLY AMBIGUOUS LANGUAGE. AT THE OTHER EXTREME OF NEVER BEING A
WIT ts ALONZO. THE REST OF THE CHARACTERS FALL SOME PLACGCE IN BETWEEN.
LONG BEFORE BEATRICE-JOANNA HAS BECOME AWARE OF THE STATE OF HER MORAL
SELF, SHE HAS BEEN KNOWINGLY EMPLOYING MULTILEVEL LANGQAGE. DIAPHANTA
FOLLOWS THE PRINCIPALS A CLOSE SECOND, BUT LIKE ALlslus‘AND LoLLio, SHE

EMPLOYS MOSTLY STRAIGHTFORWARD PUNS AND RATHER SIMPLE DOUBLE ENTENDRES.

ANTONIO, ToMAZO, AND FRANCISCUS ARE ONLY BRIEFLY WITS: ANTONIO WHEN HE
1S TEMPTING |SABELLA, TOMAZO IN HIS SECOND ENCOUNTER WITH DE FLORES, AND

FRANCISCUS AT THE HEIGHT OF HIS PSEUDO~RAVING. RIDICULOUS AS THEY MAY
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HAVE APEEARED EARLY IN THE PLAY, TOWARD THE END AND PARTICULARLY IN THE
LAST PART OF'THE LAasT sceNe (124-134) VERMANDERO AND ALSEMERO DECIDE TO
JOIN THE FUN GAME OF PLAYING WITH LANGUAGE !N THEIR POSTURING EMPLOYMENT
OF éTchonvru[A. THEY ARE, &owevsn, SAVED FROM THE DANGERS OF BEING "wiTs"
. BY ALMOST IMMEDIATELY LAPSING INTO THEIR UNCONSCIOUS USE OF MULTILEVEL
LANGUAGE, VERMANDERO BACK TO HIS PRATTLING ABOUT '"HONOUR' AND ALSEMERO TO
HIS DELIVERY OF PLATITUDES. ALTHo;sH SHE CLEARLY UNDERSTANDS THE SEVERAL
LEVELS ON WHICH HER TEMPTERS SPEAK, |SABELLA IS UNIQUE IN ALWAYS EMPLOY-
ING THE "FAIR UNDERSTANDING'" EXCEPT IN METAPHORS FOR REASON AND UNDER~-
STANDINGS THE "WAITING MOON' SECTION AND HER "BEAUT IES' ANALYSIS (v, 111).
IN LIGHT OF THE GROUFING aAsEo UPON LANGUAGE AND OF THE UNBELIEVABLY IN=-
TRICATE LANGUAGE USAGE, THE 'Y"WE THREE'" JOKE INTRODUCED IN THE FIRST COMIC
SCENE TAKES ON ExTE&suvz SATIRIC SIGNIFICANCES THE AUDIENCE MAY BE EITHER
A PACK OF FOOLS, A GAGGLE OF MADMEN, OR PERHAPS AN |SABELLA. LIKEWISE
THE PLAYWRIGHTS MAY BE MAOMEN PLAYING WITH LANGUAGE FOR THE SAKE OF WIT
ALONE, OR THEY MAY BE EMPLOYING ISABELLA'S KIND OF METAPHORS FOR OTHER-
- WAISE IMPOSSIBLE COMMUNICATION.

RATHER THAN THE WORLD EQUALLY DIVIDED BETWEEN MADMEN AND FOOLS

FOUND IN THE CHANGELING, THE WORLD oF WOMEN BEWARE WOMEN IS ALMOST cOM=-
PLETELY MAD. BUT THERE ARE NO MAD-HOUSES, FOR EVERY HOUSE 1S A MAD=-HOUSE.
EVERYONE, EXCEPT THE CARDINAL, HAS ATTEMPTED TO aeconé A Horsus or A De
FLORES, TO WHOM LIFE 1S A GAME OF WITS, A GAME WHOSE GOAL SEEMS TO BE
IMMORALLY OUTWITTING THE OTHER FELLOW, THEN RATIONALIZING THIS ACTIVITY.
HENCE, THE PRINGIPAL SYMBOL IS THE GAME, WHICH MAKES ITS APPEARANCE WITH
THE CHESS GAME BETWEEN LEANTI0'S MOTHER AND LIVIA, A GAME WHOSE CHARAC-

.TERISTIC IS THE MANIPULATION OF PIECES WHICH REPRESENT MAN IN BATTLE,
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AND CONTINUES IN THE GAMING PREOCCUPATION OF THE WARD AND FINALLY ENDS
IN THE BIGGEST GAME OF ALL, THE MASQUE, THE GAME OF M"LET'S PRETEND."
EA@H ONE TRIES TO OUTWIT THE WORLD LIKE Hdnsus AND DE FLORES; BUT, UNLIKE
THEIRS, THE MOTIVATION IS SORDID AND PETTY. THIS PLAY'S GCHARACTERS LACK
EVEN THE TARNISHED HEROISM OF Honsﬁs AND DE FLORES. As A MATTER OF FACT,

THE WORLD OF WOMEN BEWARE WOMEN HAS REACHED ALMOST THE LIMITS OF THE SA-

TIRIC METHOD.



CHAPTER IV

WOMEN BEWARE WOMEN <

AN aNALYSIS OF WOMEN BEWARE WOMEN FINDS MANY OF THE SAME THEMES

AND TECHNIQUES WHICH MIDDLETON USED IN HENGIST AND THE CHANGELING. THE

DESTRUCT!OMN OF THE CHARACTERS ST}LL OCOURS AS A RESULT OF SEXUAL PRE~- .
OCCUPATION ALTHOUGH THE QT&ER MORTAL SINS ARE AGAI& PRESENT ;N ABUNDANCE.
AGAIN THERE IS NO SINGLE, INDIVIDUAL PROTAGONIST BUT A COUPLE JOINED IN

DESTRUCT!ON THROUGH LUST. MIDOLETON CONTINUES fO EMPLOY IRONY AND REDU-

PLICATION OF CHARACTER AND INcldENT AND TO HOLD DISPARATE PARTS OP.THE

DRAMA TOGETHER WITH IMAGERY. MUCH OF THE IMAGERY IS ALSO FAMIL IAR: SIGHT,
TASTE, CLOTHINGe AGAIN THE CONTROL-METAPHOR  OCCURS IN THE SUB=PLOT AND
IS DRAMATICALLY NON=-OPERATIVE.

YET DESPITE ALL THESE SIMILARITIES, WOMEN BEWARE WOMEN REMAINS

A UNIQUE WORK. THE DIFFERENCES ARE AT LEAST EQUALLY AS SIGNIFICANT AS

THE SIMILAR)TIES. THE WORLD OF WOMEN BEWARE WOMEN IS TOTALLY CORRUPT

EXCEPT FOR AN ISOLATE FROM SOCIETY. To THE ORIGINAL IMAGE COMPLEX HAS
BEEN ADDED MONEY IMAGERY. WHILE THE BLIND&ESS OF THE CHARACTERS REMAINS,
THERE IS AN ADDlTIONAL EMPHASIS ON DECEPTIONe THE METAPHARIC PATTERN
COMES IN THREE MAJOR PARTS, WHICH ARE TIED TOQETHER AND MADE THEMATICALLY

OPERATIVE BY MEANS OF THE IMAGE PATTERN: THE AUCTION, THE CHESS GAME, AND

THE MASQUE. FINALLY, A NUMBER OF ELEMENTS ARE MISSING IN WOMEN BEWARE

109
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i
WOMEN THAT WERE CENTRAL IN THE OTHER TwWO: THE USE OF FATE, THE DUMB-SHOWS,
— X P2

THE COMEDY OF THE SUBPLOT.

WOMEN BEWARE WOMEN HAS NO CASTizA OR IsaBeLLA (CHANGELING) TO BAL-

ANCE THE INSANITY AND EVIL WHICH IS RAMPANT IN THE PLAY-WORLD OR TO SUG-
GEST THE POSSIBILITY OF ACCEPTABLE BEHAVIOR. THE CARDINAL, THE ONE WHO
DEL IVERS THE NORM SPEECHES, DOES NOT FUNCTION AS A DRAMATIC CHARACTER AT
ALL.1 THE DEATH OF LEANTIO HAD ALREADY BEEN DETERMINED UPON BEFORE THE
CARD INAL ARRIVED ON THE SCENE. AND THE POSSIBILITY OF MARRIAGE To Bilanca
DID NOT ENTER INTO THE DUKE'S DECISION AT ALL. THE ACTUAL MARRIAGE FOR
THE TWO IS AN AFTERTHOUGHT, HAVING LITTLE SIGNIFICANCE UNTIL BIANCA REA=-
LIZES THAT WITHOUT THE CARDINAL HER CHILDREN WILL BE THE DUKE'S HEIRS.
BIANCA PLANS TO KILL HIM BECAUSE HE 1S THE DUKE'S HEIR AS MUCH AS BECAUSE
HE HAS BRANDED HER A ;taunﬁzr. FURTHER, IT 1S JUST POSSIBLE THAT BiaNca
AND THE buxa ARE CORRECT IN BRANDING THE CARDINAL AS ENVIOUS. THE SECOND
ENCOUNTER BETWEEN THE CARDINAL AND THE DUKE CONTINUES THE FORMER'S ATTACK
ON BIANCA AND THEIR PROFANATION OF HOLY CEREMONIES., THE DUKE REPLIES:

HERE YOU'RE BITTER

WITHOUT CAUSE, BROTHER .4 .o s o o o o o &
| TASTE MORE WRATH IN 'T THAN | DO RELIGION,

AND ENVY MORE THAN Goooness.2 (v, 111, 25-29)

1SOHOEN8AUH ACCEPTS THE CARDINAL WITHOUT QUESTION AS THE REPRE-
SENTATIVE OF ''"MORAL SANITY'" BECAUSE HE PRONOUNCES THE FINAL JUDGEMENT
ON LUST, WHICH THIS CRITIC TAKES TO BE THE SUBJECT OF THE PLAY (MiDDOLE-
TON's TRAGEDIES, Pe. 126, 102). BARKER ALSO WITHOUT HESITATION CALLS HIM
"THE MORALIST OF THE PLAY" (MIDDLETON, P. 135). BRADBROOK SAYS THE CAR=
DINAL ''SPEAKS WITH THE VOICE OF HEAVEN,™ APPARENTLY BECAUSE, SHE FEELS,
H1S "SPEECHES ARE NEARLY ALL IMPERSONAL COMMENTS ON THE TOTAL SITUATION'"
(THEMES AND CONVENTIONS, P. 234). BuT ORNSTEIN SEES THE CARDINAL AS A
""MORAL CHORUS' AND SPEAKS OF HIS "INEFFECTUAL ENTRY INTO THE PLOT'" AND
HiS "coMMONPLACE MORAL IsM" (MoraL Vision, PP. 197-198).

2 !
ALL QUOTATIONS FROM WOMEN BEWARE WOMEN COME FROM BULLEN'S EDI-
oF MiDDLETON'S WORKS, VoL. VI.
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AND BIANCA REMARKS UPON THE CARDINAL'S ACCEPTANCE OF HER AFTER THE MAR-
RIAGE HAS TAKEN PLACE:

HE THAT BEGINS SO EARLY TO REPROVE,
QuickLY RID HIMy, OR LOOK FOR LITTLE LOVE:Z

BEWARE A BROTHER'S ENVY., (v, 1, 58=60)
SUCH AN INTERPRETATION OF THE CARDINAL'S CHARACTER |IN THIS PLAY, UNLIKE

THE CHANGELING, DOES NOT ALTER THE VALIDITY OF THE NORM STATEMENTS FOR

TWO REAséws. FIRST, AS A NON=DRAMATIC CHARACTER HE CAN BE KNOWN ONLY BY
WHAT HE SAYS AND BY WHAT OTHERS SAY ABOUT HIM. HE CERTAINLY SAYS THE
RIGHT THINGS, BUT SO DOES EVERY OTHER CHARACTER IN THE PLAY AT ONE TIME
OR ANOTHER. SECOND, THE STATEMENTS HE MAKES ARE CLICHES, MORAL PLATI~-
TUDES THAT EVERYONE ALREADY KNOWS, AND AGCTUALLY HE HAS NOT BEEN VERY PER-
CEPTIVE, FOR HE HAS INTERPRETED THE CENTRAL PROBLEM AS THAT OF SEXUAL
LUST. SUCH INTERPRETATION MIGHT INDICATE BLINDNESS TO HIS OWN FLAWS=-
AGAIN LIKE THE OTHER CHARACTERS. HOWEVER, BECAUSE OF WHAT THE CARDINAL
DOES NOT DO AND BECAUSE OF WHAT HE DOES NOT SAY, HE SEEMS TO BE A KIND OF
IDEAL NORM: FIRST, HE DOES NOT DRAMATICALLY FULFILL THE ROLE OF ENVY
ASCRIBED TO HIM. SECOND, HIS SPEECHES LACK THE ESSgNTIALS OF VOCABULARY
WHICH TIE ALL THE OTHER CHARACTERS TOGETHER AND ALL TO THE CENTRAL META-
PHOR. SINCE IT IS POSSIBLE TO DISCOVER ONLY THAT HE IS NOT BAD, RATHER
THAN THAT HE IS GOOD IN SPITE OF THE FACT THAT THE DUKE ADDRESSES HIM
AS "BROTHER OF SPOTLESS HONOUR" (IV, 1, 253), HE ACTS AS A NEGATIVE
NORM RATHER THAN A POSITIVE ONE, OR PERHAPS A PASSIVE NORM RATHER THAN
AN ACTIVE ONE. FOR UNLIKE CASTIZA 1IN HENGIST AND ISABELLA IN THE CHANGE-
LING, HE IS ESSENTIALLY A TEACHER OF HOW TO LIVE IN THE WORLD NOT AN

3

ACTIVE PARTICIPANT IN THE WORLD DOING GOOD.

3

ORNSTEIN, MoraL Vision, pp. 197-198.
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THE AMBIGUITY OF THE CARDINAL REDUCES THE POSSIBILITIES OF GOOD-
NESS IN THIS PLAY=WORLD TO VIRTUALLY, BUT NOT ABSOLUTELY, NOTHING. A
LOOK AT THE HisrogucAL EVENTS SHOWS THAT THE REAL CARDINAL 1S COVETOUS
AND IS VERY PROBABLY A SUCCESSFUL MURDERER.4 IF MIDDLETON HAD WANTED TO
SHOW A woaLo COMPLETELY WITHOUT VIRTUE, HE COULD HAVE KEPT THE CARDINAL
AS HE WAS IN ACTUAL LIFE. OR HE COULD HAVE KEPT THE CARDINAL Qucxso AND
STILL MADE VIRTUE A MORE PROBABLE POSSIBILITY BY INTRODUCING AN ORDINARY
CITIZEN AS THE NORM. THUS, THE CARDINAL'S PLAY-cHARAcTER-séEMs TO HAVE
BEEN A DELIBERATE MODIFICATION BY MIDDLETON OF THE HISTORICAL FIGURE.

To 10ENTIFY THE CARDINAL wiTH MIDDLETON OR WITH THE ‘"QOICE OF
HEAVEN" AS DOES BRADBROOK IS TO AGREE WITH HIS VIEW OF THE PLAY-woaLD.s
HE FINDS THE DESTRUCTION OF THE DUuKE AND Bi1aNcA (HENCE, SYMBOLICALLY
THAT OF THE OTHER CHARACTERS T00) ToO és THE RESULT OF LUST, BUT SURELY
IT IS SOMETHING MORE THAN THIS. THE IMPORTANCE OF THE MATERIALISM 1S
APPARENT FROM THE BEGINNING TO THE END OF THIS PLAY;6 BUT THE CARDINAL
DOES NOT SEE THIS: HE MIGHT NOT BE EXPECTED TO OBSERVE IT IN THE DUKE
WHO DOES NOT NEED MORE POSSESSIONS ALTHOUGH THE IMAGERY THE DuKE uses
FOR BiANCA SUGGESTS THAT HE SEES HER iN MUCH THE SAME WAY AS DOES LEAN-
T10, OR AS HE SAYS "LIKE PURE DIAMONDS SET IN goLp" (V, 1, 49). But Tue
CARDINAL NEVER MENTIONS GREED }N HIS ATTACK UPON BIANCA, WHO CERTAINLY
DOES HAVE AN INTEREST IN INCREASING HER MATERIAL GOODS. |F HE IS THE

"voicE OF HEAVEN," GOD HAS WALKED THE EARTH TOO LONG AND BEGCOME BLIND

LIKE HIS CREATURES.

4 ' ‘
Jacoes, '""MioDLETON'S WOMEN BEWARE WOMEN,'" |INTRODUCTION.

5BRAosRoox, THEMES AND CONVENTIONS, PP. 233-234,

THIS 1S POINTED OUT EVEN BY THOSE CRITICS QUOTED IN FOOTNOTE 1,
WHO SEE THE CARDINAL AS THE SPOKESMAN.
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‘JACOBS AND RIBNER SEEM RATHER NEARER THE HEART OF THE THEMATIC
STATEMENT. JACOBS FINDS THAT IT IS SOME FORM OF LUST OR GREED WH1CH UNDER-
MINES THE MORAL VALUES OF THE CHARACTERS.7 RIBNER ADDS A NECESSARY ELE-
MENT LACKING IN JAcOBS' ANALYSIS WHEN HE IDENTIFIES THE THEME AS "A DE-
NUNCIATION OF A SOCIETY WHICH HAS ABANDONED ETHICAL VALUES AND HAS IN-
STEAD DEIF{ED WORLOLY SUCCESS AND FALSE _APPEARANCE."8 BESIDES THIS PRE=-
OCCUPATION WITH MONEY AND SOCIAL éos;rnou WHICH IS DEPENDENT UPON THE
THINNEST VENEER OF RESPECTABILITY, VORTIGER'S DESIRE FOR POWER AND DE
FLORES' LUST SEEM EVER SO MUCH LESS NAUSEOUS. THE CHARAOTERS:lh WOMEN

BEWARE WOMEN ' COME TO DESTRUCTION NOT SO -MUCH BECAUSE THEY COMMIT MONU~

MENTAL SINS=-=ALTHOUGH THEY D00 COMMIT INCEST; ADULTERY, MURDEQ--BUT RATHER
BECAUSE THEY HAVE SUCH PETTY INTERESTS, ESPECIALLY THAT.OF KEEP ING THEIR
SINS HIDDEN FROM AN EQUALLY CORRUPT WORLD. THEY SEARGCH NOT FQR THE SAT=-
ISFACTION OF ONE OVERWHELMING AND PREDOMINANT PASSIO& BUT FOR THé GRAT -
FICATION OF ALL THE SENSES. NO ONE OF THE eENTRAL GHARACTERS EXCEPT Livia

couLD sAY WITH De FLORES:

| HAVE THROWN CONTEMPT UPON YOUR GOLD,
NOT THAT | WANT IT NOT, FOR | DO PITEOUSLY:
IN ORDER | wiLL COME UNTO 'T, AND MAKE USE ON 'T,
BUT 'TWAS NOT HELD SO PRECIOUS TO BEGIN WITH:
FOR | PLACE WEALTH AFTER THE HEELS OF PLEASURE.

(CHANGEL ING, |11, 1v, 111=-115)

HOWEVER, THAT THERE 1S ALSO AN EMPHASIS ON SENSUOUS PLEASURE IS EVIDENT

) 7JAcoas, "MiooLeToN's WoOMEN BEWARE WOMEN," P. XC. |N ANOTHER
PLACE, SHE DESCRIBES THE THEME AS '"'"THE PASSION AND MATERIALISM WHICH
IMPEL THE OTHER CHARACTERS TOWARD THE FINAL ACTIiOoN" (Lxxxtx).

IrRviING S. RiIBNER, '"™Mi0DLETON'S WoOMEN BEWARE WOMEN: POETIC
IMAGERY AND MoRAL Vision," TuLANE STupteEs IN ENGLISH, IX (1959), 20.
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FROM THE FACT THAT TASTE IMAGES EXPRESS SIMULTANEOUSLY LUST, MATERIALIS=
TIC GREED, AND GLUTTONY. THESE IMAGES ARE MUCH MORE PREVALENT IN WOMEN

BEWARE WOMEN THAN IN HENGIST AND THE CHANGELING, PROBABLY BECAUSE THE

WORLD OF WOMEN BEWARE WOMEN_ IS A MUCH MORE SORDID WORLD THAN THOSE OF

THE TWO EARLIER PLAYS-9 AT ANY RATE, THIS WORLD IS FIiLLED WITH MORE FIN=-

1CKY EATERS THAN De FLORES SINCE THEY sésn MOSTLY INTERESTED IN SWEET-
MEATs.1o THE CONSTANT REFERENGCE TO FEASTING SUGGESTS REAL'GFUTTONY: IN
ADDITION TO THE FeAsT{NG IMAGERY THERE ARE wa BANQUETS IN TH; PLAY AND
THE SEDUCTION 0F BIANCA OCCURS WHEN SHE AND LEANTI0'S MOTHER HAVE BEEN
INV‘TED TO DINNER. BuT As ORNSTEIN POINTS ou7,lhius CHARACTERS RECOGN!ZE
THAT THE FEAsrlué COMES . INTERMITTENTLY. AS A RESULT, THEIR PaéoccupATlon
WITH FEASTING SUGGESTS THEIR CONSTANT SEARCH FOR PHYSICAL PLEASURES oF
ALL KINDS, AND THE FRENZY, EVIDENT IN THEIR BEHAVIOR, IS cAuéso 8Y THIS
RECOGNITION. ALTHOUGH THERE ARE DISEASE IMAGES SOMETIMES ~USED eru THE
FOOD IMAGERY, THERE IS NO SUGGESTION THAT ANY OF THE CHARACTERS HAVE
EVEN THE HEDONIST'S RECOGNITION THAT LIFE !S FLEETING} RATHER THEIR IDEA
SEEMS TO BE MEAT CAKES AND SWEETMEATS TODAY, FOR TOMORROW WE MAY HAVE TO
EAT BREAD.'" For EXAMPLE, IN ACCEPTING THE LOVE OF HirpPoLYTO, IsaBELLA
SAYS ABOUT uzﬁ WISH TO MARRY THE FOOLISH WARD=-=0R PREFERABLY ONE EVEN
MORE FOOLISHS

SHE THAT COMES ONCE TO BE A HOUSEKEEPER
MUST NOT LOOK EVERY DAY TO FARE WELL, SIR,

" LIKE A YOUNG WAITING=GENTLEWOMAN I[N SERVICE,

9BRADBROOK, THEMES AND CONVENTIONS, P. 236.

10
ORNSTEIN SEES THE FEASTING IMAGES AS "IMBUED WITH A SPIRIT OF
REASONABLE COMPQBMISE AND INFORMED BY THE KNOWLEDGE THAT BANQUETS DO NOT
coME EVERY DAY" (MoraL Vision, P. 192).
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FOR SHE FEEDS COMMONLY AS HER LADY DOES,
NOo GOOD BIT PASSES HER BUT SHE GETS A TASTE ON kb
BuT WHEN SHE COMES TO KEEP HOUSE FOR HERSELF,
-” SHE's GLAD OF SOME CHOICE CATES THEN ONGE ACWEEK,
OR TWICE AT MOST, AND GLAD IF SHE CAN GET 'EM.
(tey, 1y, 217-224)

AND LEANTI10, HAVING LOST BIANCA, HIS TASTY MoéssL, "EATS HIS MEAT WITH
'GRUDGING STILL" (v, 1, 115).

THAT PLAIN OLD FORTHRIGHT LUST HAS ITSELF BEEN CORRUPTED CAN BE
SEEN THROUGHOUT THE PLAY IN THE ALMOST UNIVERSAL INTEREST IN MONEY. THE
TWO SCENES WHICH MOST OBVIOUSLY SHOW ITS TAKING SECOND‘PLACE TO MONETARY
INTERESTS ARE THE CONFRONTATION OF BIANCA AND LEANTIO (lv, 1) aNnD THE
AUCTION OF |SABELLA, WHICH IMMEDIATELY PRECEDES IT AND WHICH MAKES THE
WHOLE RELATIONSHIP BETWEEN SEX AND MONEYhﬂETAPHOR;cALLY expLicit (111,
nl).11 IT Is HIPPOLYTO WHO SUPPLIES THE EXACT METAPHOR WHEN HE SAYS TO
ISABELLA CONCERNING THE EXHIBITION OF HER ACCOMPLISHMENTS AT THE BANQUET
AT Livia's:

I'VE A STRANGE OFFICE ON 'T HERE:
"Tis sSOME MAN'S LUCK TO KEEP THE JOYS HE LIKES
CONGEAL'D FOR HIS OWN BOSOM, BUT MY FORTUNE
To SeT 'EM OUT NOW FOR ANOTHER'S LIKING}
LIKE THE MAD MISERY OF NECESSITOUS MAN,
THAT PARTS FROM uis GOOD HORSE WITH MANY PRAISES.

ey ey, 193-198)
BuTt INsTEAD OF THE HORSE IN ITS ORIGINAL FUNCTION AS A SYMBOL OF PRO~-

CREATIVE ENERGY, IT HAS BECOME AN OBJECT OF BARTER AND HAS ONLY THE

1

JACOBS FINDS THE WARD 'CENTRAL TO THE THEME OF THE PLAY'" BUT
SHE SEES ONLY HIS '"'BLATANT SEXUALITY'" AS NECESSARY FOR HIS THEMATIC
FUNcTION ("MiDDLETON'S WOMEN BEWARE WOMEN," P. LXXXIX),




116

SUGGESTION OF ISABELLA As HIPPOLYTO'S WHORE WHO IS FOR SALE.  THIS IMAGE
PREPARES THE AUDIENCE FOR THE NEXT SCENE.

IN THE FOLLOWING SCENE, |SABELLA IS '""BOUGHT AND soOLD" LIKE A
BROOD MARE. BUT SHE IS NOT JUST soLD BY FABRIC10 AND BOUGHT BY THE WARD;
MORE 1MPORTANTL§ SHE SELLS HERSELF. THE WARD LOOKS HER OVER TO FIND ANY
FLAWS WHICH WILL COST HIM MONEY TO REPAIR. HAVING WITNESSED HER DISPLAY
oF "BREEDING" (HER ABILITIES AT SINGING AND bANcluc) IN THE PREVIOUS
SCENE, HE FOCUSES HERE UPON HER PHYSICAL CHARACTERISTICS: HE CHECKS HER
FACE, LIPS, EYES, NOSE, AND TEETH (ALL oF THESE‘ARE THE MEANS OF CHECK=-
ING THE AGE AND QUALITY OF A HORSE); HE GHECKS HER Hocxé AND HER WALKING;
AND FINALLY, HE EXPECTS HER TO PRODUCE SOME SIXTEEN OFFSPRING, SLIGHTLY
MORE THAN A GOOD MARE MIGHT BE EXPECTED TO FOAL.

THE WARD'S SEXUALITY CLEARLY TAKES SECOND PLACE TO MATERIAL-
ISTIC INTERESTS JUST AS THE LUST OF ALL THE OTHERS 1S DEPENDENT IN SOME
WAY UPON MONEY. To LEANTIO, BIANCA 1S A GEM, A TREASURE TO BE LOCKED UP
IN A CHEST AND HIDDEN FROM THE WORLD, A POSSESSION. WHICH HE CAN GLOAT
OVER AS A MISER o?ss THE GOLD HE HAS STOLEN. BIANCA SURRENDERS TO Tné
TEMPTATIONS OF THE DUKE IMMEDIATELY AFTER HIS SPEECH WHICH BEGINS, '"But |
GIVE BETTER IN EXCHANGE, —-WEALTH, HONOUR==" (11, 11, 375), anD, As Bar-
KER SAYs; PROBABLY AS A RESULT OF THIS spsacu.12 Livia Buys LEANTIO JuST
AS THE WARD BuYs |saBELLA. LEANTIO SELLS BIANCA FOR A CAPTAINCY JUST As
HiPPOLYTO SELLS |SABELLA FOR SECRECY AND FABRICIO SELLS HER FOR MdNEYf
LEANT10'S MOTHER SELLS BiANCA FOR "SweEeETMEATS''; LIVIA AND GU}RDIANO SELL
HER FOR Mousi AND ADVANCEMENT FRoM THE Duke. LiviA seLLs IsaBeLLA ToO

HiPPOLYTO FOR AN INTERESTING KIND OF SISTERLY AFFECTION, AND |SABELLA

123ARKER, THoMas MiDDLETON, Pu 136.
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BUYS HIPPOLYT& AT THE COST OF HER MOTHER's HONOR. HiIPPOLYTO 1S WILLING
Yo seLt Livia FOR THE "HONOUR'™ OF BEING JOINED TO THE HOUSE.OE VINCENTIO.

THAT EACH HAS BEEN BOUGHT AND IS NOT'ASHAMED IS EVIDENT FROM THE
QUARREL OF LEANTIO AND BIANCA WHICH IMMEDIATELY FOLLOWS THE AUCTION OF
IsABELLA. ALTHOUGH LEANTIO SEEMS A BIT MORE DEGRADED AND VAIQ BECAUSE
OF THEIR POSITIONS, THEY ARE BOTH SPITEFUL, BIANCA BECAUSE THE DukE HAS
PROVIDED HER WITH RICH APARTMENTQ AND LEANT10 BECAUSE LIVIA HAS TRICKED
HIM OUT LIKE A PEACOCK: LINED CLOAK, SILK SUIT, AND NEAT BOOTS. THEY
Aée BOTH ANNOYED AT THE pTHER's PROSPERITY EVEN THOUGH BIANCA SAYS THAT
SHE IS NOTlENVIOUS (1vy 1, 87). ALTHOUGH HER ATTACK COMES IN ANSWER TO
H1S REMARKING THAT SHE HAS COME UP IN THE WORLD Faoﬁ THE POSITION OF HER
FAMILY, SHE OBVIOUSLY THINKS HE OWES HER THANKS FOR HIS ADVANCEMENT (IV,
1, 6l=65) RATHER THAN AN ATTACK ON HER MORALITY AND THREATS OF VENéEANCE-

A SIGNIFICANT ELEMENT OF THESE TWO SCENES AND CLOSELY CONNECTED
WITH THE COMMERCIAL IMAGERY IS THE IDEA OF BLINDNESS. As IN HENGIST AND

THE CHANGEL ING, BLINDNESS IS EVIL AS WELL AS BEING A LACK OF INSIGHT AND

WwisDOM. IN WOMEN BEWARE WOMEN IT IS NOT ONLY SELF-DECEPTION BUT ALSO AN

ACTIVE, WILLFUL DECEPTION PRACTICED ON OTHERS. EACH OF THE CHARACTERS IS
SELF-DECEIVED ALTHOUGH HE CAN SEE THE FAILURES OF OTHERS EVEN WHEN THEY
RESEMBLE HIS OWNe |T IS IN THIS AREA OF SELF-DECEPTION THAT ANOTHER PER-
SON 1S ABLE TO PRACTICE DECEIT.,

IN THE SCENE DISCUSSED ABOVE WHERE |SABELLA 1S EXHIBITING HERSELF
FOR PURCHASE, THE WARD IS DECEIVED BECAUSE HE LOOKS ONLY FOR PHYSICAL DE-
FICIENCIESs HE LOOKS AT HER LIP, EYE, NOSE, AND TEETH. EVEN WHEN HE AND
SORDIDO PEER UNDER HER SKIRT, THEY ARE ONLY CHECKING TO SEE THAT SHE IS

NOT SPLAY-FOOTED. THus, THE WARD FINDS HER BEAUTIES SUFFICIENT WHEN
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SORDIDO SAYS AFTER PEEPING AT HER ANKLES

| SEE THE SWEETEST SIGHT TO PLEASE MY MASTER!
NEVER WENT FRENCHMAN RIGHTER UPON ROPES,

THAN SHE ON FLORENTINE RUSHES. Gy, 1, 128-130)
BECAUSE HE HAS BEEN SO CONCERNED WITH HER PHYSICAL BEAUTIES OR DEFI-
CIENCIES, SHE 1S ABLE TO DECEIVE HIM ABOUT HER AFFAIR WITH HiPPOLYTO. HE
AS MUCH AS ASKS TO BE ANTICIPATED AS HER LOVER BY’HIPPOLYTO WHEN HE URGES
THAT SHE DANCE FIRST WITH HIFFOLYTOAHHILE HE waTcHes (11, 11),
IN THE FIRST SCENE LEANTIO'S MOTHER LINKS TOGETHER THE SIGHT AND

MONEY IMAGERY WHEN SHE SAYS IN THE FIRST LINE, "THY SIGHT WAS NEVER YET
MORE PRECIOUS TO ME,'" AND LEANTIO MAKES |IT SYMBOL ICALLY SIGNIFICANT IN
HIS rtns{ ADDRESS TO HER BY REFERRING TO BiANCA, FIRST AS THE ''MOST UN-
VALU'DST PURCHASE'" AND SECOND AS A "THEET." fo HiM BIANGA IS A "TREA-
SURE' TO BE LOCKED UP AND HIDDEN FROM ALL OTHERS' VIEW, FOR HE SAYS,

As OFTEN As | LOOK UPON THAT TREASURE,
AND KNOW IT TO BE MINE==THERE LIES THE BLESSING.

(l‘ " 14T15)
AND IN HIS SOLILOQUY AT THE END OF THE SCENE, HE REMARKS,

e« o « 'TIS GREAT POLICY
TO KEEP CHOICE TREASURES IN OBSCUREST PLACES;

SHOULD WE SHOW THIEVES OUR WEALTH, 'TwouLD MAKE 'EM
BOLDER;

THE JEWEL 1S CAS'D UP FROM ALL MEN'S EYES.

(I’ |' 165-170)
LEANTI0 BELIEVES THAT HIS THEFT OF BiancA ts "wosLe" (I, 1, 36) anD
THAT, SINCE SHE THEN BELONGS TO HIM, HE IS WRONGED WHEN ANOTHER STEALS

His "GeEM."

JusT ASs LEANTIO AND HIS COMIC COUNTERPART, THE WARD, BELIEVE
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THAT THEY ARE VIRTUOUS AND THAT THE THEFT OF THEIR WIVES 1S THE FAULT OF
'ANOTHER, SO ALL THE CHARACTERS ARE BLIND TO THE FACT TQAT THE ﬁonoa WHICH
" They BEL IEVE THEY HAVE 1S NOT STOLEN FROM THEM BY OTHERS BUT IS DESTROYED
BY THEMSELVES==1T NEVER ACTUALLY Exlsrsb EXCEPT AS A SELF-DELUSI!ON.

- Branca ssLlevzé THAT SHE 1S VIRTUOUS AND THAT IT IS THE FAULT OF
GUARDIANO AND LIVIA THAT SHE HAS BEEN SEDUCED BY THE DuKE. SHE NEVER
BLAMES TAE Duke Nor HERSELF FOR THEIR FALL ALTHOUGH THEY HAVE BOTH "FAL-
LEN" LONG BEFORE THE ACTUAL SEDUCTION SCENE AS CAN BE seén BY4THE S IGHT
IMAGERY. BiANCA sAYs, "Dip NoT THE DUKE LOOK UP? METHOUGHT HE SAW Us™
(1, 111, 108). LATER, GUARDIANO RECOGNIZES THE ?ART THE EYE PLAYS IN
MAN'S DESTRUCTION, FOR HE PREPARES BiaNcA FOR THE SEDUCTION BY SHOWING
HER PORNOGRAPHIC PICTURES=-AT LEAST, PICTURES OF NUDES. IN TELLING Livia
ABOUT THE DUKE'S DESIRE FOR BIANCA, HE MENTIONS TWICE THAT THE Duke
"spsso".nan AT THE winoow (11, 11, 2, 9). SHORTLY AF?ERNARD HE SAYS THAT
THE Duxs. ﬁPonuTso TO THE WONDER WARILY, / AS ONE THAT FEAR'D SHE WOULD
DRAW IN HER SPLENDOUR / Too SOON, IF Too MucH GAz'D at'" (11, 11, 12-14)
AND THAT "ONE LOOK HAS CATCH'D WIS HEART! (hy vy 22)e

IN ADDITION TO BELIEVING THAT SHE IS ''BOUGHT AND SOLD'" AND NOT
THAf SHE 1S SELLING HERSELF, THUS BY IMPLICATION BLAMING THE WARD AND
HER FATHER, |SABELLA, THE COUNTERPART OF BI1ANCA, B.AMES LIVIA FOR HER
OWN INCEST, IN THE FOLLOWING ASIDE:

WAS EVER MAID SO GRUELLY BEGUIL'D

To THE CONFUSION OF LIFE, SOUL, AND HONOUR,

ALL OF ONE WOMAN'S MURDERING! (v, 11y, 130—132).
IN HER RATHER CURIOUS MORAL SYSTEM, LUST IS EVIL ONLY IF IT IS INCEST}
THEREFORE, LIVIA IS TO BLAME SINCE SHE HIDES THE FACT OF INCEST FROM

| SABELLA. IMMED IATELY FOLLOWING, IN HER SPEECH TO HIPPOLYTO, SHE
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EXPRESSES HER NEW-FOUND WISDOM:

'Tis TIME WE PARTED, SIR, AND LEFT THE SIGHT

OF ONE ANOTHER; NOTHING CAN BE WORSE
To HURT REPENTANCE, FOR OUR VERY EYES
ARE FAR MORE POISONOUS TO RELIGION

THAN BASILISKS TO THEM. (v, 11, 137-141)

LIKE HER MORALITY, HER WISDOM IS RATHER PECULIAR FOR HER NOTIdN OF WHAT
TO DO NOW IS TOVKILL HER AUNT seéAuss SHE STILL BLAMES HER FOR HER OWN
INCESTe ALTHOUGH LIVIA 1S MORALLY GUILTY FOR BELING A BAWD AND DECEIVING
ISABELLA, SHE HAS MERELY GIVEN HER NIECE THE CRUTCH SHE WANTS. IT IS
| SABELLA WHO 1S MORALLY RESPONSIBLE FOR HER OWN BROKEN BONES.

THE FINAL SCENE WITH THE DEATHS OF THE REMAINING PRINCIPALS 1S
THE DIRECT RESULT OF EACH ELAMING THE OTHER Fbs HIS OWN MISTAKES. IN THE
MAIN PLO+ BraNcA, WISHING TO TAKE VENEEANcE UPON THE CARDINAL FOR HAYING
LABELED HER A STRUMPET AND ENVIOUS BECAUSE HE 1S THE Duke's HEIR, TRIES
TO POISON HIM, ACCIDENTALLY KILLS THE DUKE BECAUSE OF GANYMEDE'S THEFT
oF HEBE'S CUP, THEN DRINKS OF THE POISON CUP HERSELF, A RATHER SELF=
CONSCI0US CLEOPATRA:

YET THIS qu GLADNESS IS, THAT | REMOVE
Pl
TASTING THE SAME DEATH IN A CUP OF LOVE.
(v, 1, 262-263)

AnD SHE DIES STILL HAVING COME TO NO REAL CONVICTION OF HER OWN GUILT?

LEANTIO, NOW | FEEL THE BREACH OF MARRIAGE
AT MY HEART=BREAKINGs O, THE DEADLY SNARES
THAT WOMEN SET FOR WOMEN, WITHOUT PITY
EITHER TO SOUL OR HONOR! LEARN BY ME

To KNOW YOUR FOES: IN THIS BELIEF | DIE:

LIKE OUR OWN SEX WE HAVE NO ENEMY. (V, 1, 253%-258).

HER TENTATIVE RECOGNITION OF RESPONSIBILITY IS DENIED IMMED IATELY BY
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PLACING THE BLAME ON Livia; SHE DIES WITHOUT UNDERSTANDING THE BASIC

IMPLICATION OF WOMEN BEWARE WOMEN--WOMEN SHOULD BEWARE THEMSELVES] EACH

SETS A SNARE FOR HER OWN SELF.

LIKEWISE IN THE COUNTER-PLOT, LIVIA WITH GUARDIANO PLOTS THE
DEATH OF HIPPOLYTO AND |SABELLA BECAUSE SHE REFUSES fo Rebosutze THAT
LEANTIO.BROUGHT HIS OWN DEATH UPON HIMSELF AND Tunf INDIRECTLY SHE HAS
BROUGHT HER OWN SUFFERING UPON HERSELF BY FALLING IN LOVE WITH SUCH A
PEACOCK AS LEANTIO AND BY HELPING HiPPOLYTO TO ACCOMPLISH AN INCESTUOUS
UNION WITH HER NIECE BECAUSE OF HER OWN EXCESSIVE krrecT‘o; FOR HER BRO-
THERe SHE CALLS HER LOVE, WHICH HAS BEEN BOUGHT AND PAID'FOR WITH Ménsv,
"MORE LAWFUL' THAN THE INCEST (unxuogu To. |SABELLA) OF lsgaELLA AND HiP-
POLYTO. HIPPOLYTO HASs BROUGHT VENGEANCE UPON HIMSELF BECAUSE OF HIS T0O
Acrl§s INTEREST IN HIS SISTER'S LOVE A?rAln AND IN HER POSSIBLE ADVANCE-
MENT. HE IS, OF COURSE, BLIND TO THE PRINCIPLE THAT CONDEMNS HIS OWN

ACTIONS EQUALLY WITH THOSE OF LEANTI10. EXCUSING HIS OWN ACTIONS, HE SAYS,

PUT CASE ONE MUST BE VIClOUS, AS | KNOW MYSELF
MONSTROUS GUILTY, THERE'S A BLIND TIME MADE FOR'T;
HE MIGHT USE ONLY THAT,-=-'TWERE CONSCIONABLEE

ART, SILENCE, CLOSENESS, SUBTLETY, AND DARKNESS,
ARE FIT FOR SUCH A BUSINESS; BUT THERE'S NO PITY
To BE BESTOW'D ON AN APPARENT SINNER,

AN IMPUDENT DAYLIGHT LECHER. (v, 11, 5=11)
PRESUMABLY IF LEANTIO HAD KEPT HIS WHORE A SECRET AS HE WANTED TO KEEP
HiIS WIFE, HE WOULD NOT HAVE LOST HIS LIFE AS HE LOST HIS WIFE. GUARD IANG
1S HIMSELF CAUGHT IN THE SNARE HE LAID FOR HIPPOLYTO JUST AS HE 1S CAUGHT
BY THE MARRIAGE OF HIS WARD. HE BLAMES |SABELLA AND HIPPOLYTO FOR THE
FACT THAT "ALL THE WORLD witL GRIN'" AT wiMm (IV, 11, 79). He oBuECTS TO

ACTING THE BAWD FOR HIPPOLYTO ALTHOUGH HE MAKES HIS LIVING BY BEING THE
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Duke's BAWD. ALTHOUGH HE CAN SEE THAT |SABELLA'S FATHER IS A WITLESS OLD
MAN, HE CANNOT SEE, EVEN AT THE END, HIS dwu FAILURE IN PERCEPTION, THAT
HE HAS BEEN TOO BUSY PROCURING A GENTLEWOMAN AS BRIDE FOR HIS wlTLE#S‘
WARD TO GAREFULLY APPLY HIS ow& RULE ABOUT LUST AND LOVE:

e o« o THERE'S NO LUST BUT LOVE IN'T,
AND THAT ABUNDANTLY; WHEN IN STRANGER THINGS

THERE 1S NO LOVE AT ALL BUT WHAT LUST BRINGS.

(y 1y 71-73)

As IN HENGIST AND TQé CHANGELING, ONLY THE WIT=LESS SURVIVE! FA-
BRIC10, THE WARD (WHO RUNS AWAY BECAUSE HE HAS ACCIDENTALLY KILLED GUAR-
DIANO THINKING HE WAS KILLING HIPPOLYTO), AND THE CARDINAL. THOSE WHO
THINK THAT THEY SEEICLEAﬁLY--ARE CLEVER, HAVE WiT, EXERCISE JUDGEMENT=-
ARE SELF-BLINDED. WHEN |SABELLA ENCOUNTERS HlPP6L§To AFTER THE "REVELA-
TION'™ BY LIVIA THAT SHE IS NOT HIS NIECE, SHE SEES THIS REVELATION AS
BRINGING TS‘"L:GHT" HER PREVIOUSLY "1GNORANT" conpiTion (11, 1, 181-184).
IN SPEAKING OF THE PROPOSED MARR}A;E WITH THE WARD, SHE SAYS:

SHOULD MY FATHER
PROVIDE A WORSE FOOL YET==WHICH | SHOULD THINK
WERE A HARD THING TO COMPASS—=|'D HAVE HIM EITHER;
THE WORSE THE BETTER, NONE CAN COME AMISS NOW,
IF HE WANT WIT ENOUGH; SO DISCRETION LOVE ME,
DESERT, AND JUDGMENT, |'VE CONTENT SUFFICIENT.1
(i, 1, 211-216)

GUARDIANO, IN SPEAKING OF THE BETRAYAL OF BIANCA To THE DUKE, CALLS HER
A "POOR FOOL'" AND sAYs ™iT's A wiTTy age" (i}, 11, 400, 401). A PaRT
oF THE DUKE'S CONVINCING ARGUMENT IS THAT HER MOTHER WILL COMMEND HER

MwiT!" AND THAT SHE sHOULD BE A "wise wewcw" (11, 11, 378, 387). Tue

13

ITALICS MINE.
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DUKE COMMENDS HER WIT AT LEA;T TWICE IN SUBSEQUENT SCENES. AT THE FIRST
'BANQUET, WHEN SHE SUGGESTS THAT ISABELLA'S MIGHT NOT BE TOO UNPLEASANT A .
MARRIAGE PROVIDED THE GROOM NOT BE PRESENT MORE THAN ONCE IN NINE YEARS,
HE REMARKS: "A Kiss! THAT WIT DESERVES TOo BE MADE MucH onN" (111, 11,
235). AND WHEN SHE HAS TAKEN THE CARDINAL TO TASK FOR NOT BEING CHARI-

TABLE, THE DUKE sAvYs:

| Kiss. THEE FOR THAT SPIRIT; THOU'ST PRAIS'D THY wIT

A MODEST WAY. (v, 111, 70=71)
Bur THE 6ARDINAL'S COMMENT AT HER SUICIDE IS THAT SHE IS AN "IGNORANT,
witFuL" woman (V, 1, 251). Livia BERATES HERSELF FOR NOT EXERCISING IN
HER ENCOUNTER WITH LEANTIO THE '"DISCRETION," "QUDGMENT,""CUNNING,". AND
UsKILL" WHICH ARE nERé IN ACTING THE BAWD. AND HIPPOLYTO'S CONCLUDING

REMARKS INCLUDE THE STATEMENT,

BUT 'TIS THE PROPERTY

OF GUILTY DEEDS TO DRAW YOUR WISE MEN DOWNWARD.
(v, 1, 205-206)

IN His MIND "wisSe'" oBviIOousLY MEANS 'CLEVER,'" FOR HE 1S SPEAKING OF GUAR=-
DIANO, WHO HAS JUST OUTWITTED HIMSELF TO DEATH.

THE IMMEDIATE RESULT OF SELF=DECEPTION IS THAT ONE CAN BE MORE
READILY DECEIVED BY OTHERS. JUST AS BLINDNESS, IMPROPER SIGHT, IS THE
METAPHOR FOR THE FORMER, S0 ARE GARMENTS FOR THE LATTER: GARMENTS, IN=
CLUDING MASKS, PREVENT THE BEHOLDER FROM SEEING THE OBJECT GLEARLY. THE
.nosr EXTRAVAGANT USE OF THE CLOTHING IMAGERY 1S TO BE FOUND IN THE CON=-
CLUDING MARRIAGE MASQUE, BUT LEANTIO INTRODUCES THIS IMAGERY IN HIS VERY
FIRST SPEECH, AND IT RUNS THROUGHOUT THE DRAMA. SIGNIFICANTLY, LEANTIO
LINKS CLOTHING WITH ADULTERY ON THE ONE HAND AND WITH DEATH ON THE OTHERS

METHINKS IT SHOULD STRIKE EARTHQUAKES IN ADULTERERS,

WHEN EVEN THE VERY SHEETS THEY COMMIT SIN 1IN



124

MAY PROVE, FOR AUGHT THEY KNOW, ALL THEIR LAST GARMENTS.

(1, 1, 22-24)
SUBSEQUENTLY, IN THE SAME SCENE HE JOINS THE cLOTHING IMAGE WITH THE
MONEY IMAGE AND WITH THE IDEA OF REBELL ION AGAINST HUSBANDS

| PRAY DO NOT YOU TEACH HER TO REBEL,
WHEN SHE IS IN A GOOD WAY TO OBEDIENCE];
To RISE WITH OTHER WOMEN IN COMMOTION

AGAINST THEIR HUSBANDS FOR SIX GOWNS A=~YEAR.

1y 1, 74=77)

THE FIRST TIME |SABELLA SEES THE WARD SHE DOES SO FROM BEHIND A
Mask (1, 11, 74). GUARDIANO SUGGESTS THAT SHE BE 'HANDSOMELY }Rlcx'p up"
FOR HER FIRST AcTUAL'ENcouNTER wiTH THE Waro (11, 11, 62). FABRICIO SAYS
THAT HE WILL SEE THAT SHE STARTS TO GETfREApY THE NIGHT BEFORE THE MEET-
iné (11, 11, 66). SORDIDO COMMENTS THAT THE PROSPECTIVE HUSBAND OUGHT
TO BE ABLE TO SEE HIS WIFE NAKEDe THE WARD IS DELIGHTED WITH THIS IDEA
UNTIL HE REMEMBERS HI1S OWN '"FouL SKIN.' ALTHOUGH‘SORDIDO Assﬁnts HIM
THAT HIS CLEAN SHIRT WILL BE AN ADEQUATE SUBSTITUTE, HE IS AFRAID OF THE
RISK. AT THIS POINT, SORDIDO SPEAKS AS A COMIC CHORUS, GIVING IN META-

PHORIC TERMS THE POINT OF THE GLOTHING IMAGERY:

THEN TAKE HER WITH ALL FAULTS WITH HER CLOTHES ON,
AND THEY MAY HIDE A NUMBER WITH A BUM=ROLL.

FAI1TH, CHOOSING OF A WENCH IN A HUGE FARTHINGALE

Is LIKE THE BUYING OF WARE UNDER A GREAT PENT-HOUSE}
WHAT WITH THE DECEIT OF ONE, _

~ AND THE FALSE LIGHT OF TH'OTHER, MARK MY SPEECHES,
HE MAY HAVE A DISEAS'D WENCH IN's BED,

AND ROTTEN STUFF IN's BREECHES. (11, 11, 132-138)
IN THE AUCTION SCENE, IT IS ON ACCOUNT OF HER LONG SKIRTS THAT THE WARD

AND SORDIDO ARE UNABLE TO SEE HER FEET WI!THOUT PEEPING.

-
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AFTER BiaNca IS BETRAYED AT LIVIA'S, THE NEXT SCENE SHOWS HER
COMPLAINING ABOUT MATERIAL POSSESSIONS, ESPECIALLY COVERINGS==NOT PER-
SONAL CLOTHING BUT HOUSEHOLD COVERINGS, IN ANTICIPATION OF LEANTIO'S
Arfncx tN IV, 1-—APPARENTLY TO COVER UP THE POORNESS OF THE SURROUNDINGS.
LEANT10 AcCUSES BIANCA AND HiIS MOTHER OF GOING OUT WITHOUT THEIR MASKS,.
AND THE LATTER TAKES ''TWO HANDKERCHIEFs! TO GATHER uP SWEETMEATS FROM
Livia's BaNQUET. BoTH THE CARDINAL AND LiIVIA TALK ABOUT WOMEN PAINTING
AS A MEANS OF HIDING THEIR TRUE NATURES. LIVIA SAYS THAT sQE WILL TAKE
UP PAINTING HER FACE AGAIN NOW THAT SHE HAS MET AND FALLEN IN LOVE WITH
Leantio (111, 1, 138-142). THE CARDINAL GASTIGATES HISVBROTHER FOR SEEK=-
ING '"A TORMENT THAT KNOWS ﬁElfHER END NOR BOTTOM / FOR BEAUTY - BUT THE
DEEPNESS OF A SKiIN, / AND THAT NOT OF THEIR OWN NEITHER" (lV,-I; 246-248).

THE CONFRONTATION SCENE BETwssﬁ Bianca aND LEANT10 REVOLVES
AROUND CLOTHES. LEANT;O' IS SO RICHLY DRESSED THAT BIANCA CALLS HIM A
"siILKWORM! (Iv; 1, 46). fHE.ARGUMENT CENTERS AROUND THE RICHNESS OF
THEIR RESPECTIVE GIFTS (LODGINGS AND CLOTHES). LEANTIO'S VANITY IN SHOW-
ING OFF CLOTHES AND BENEFACTRESS 1S WHAT GETS HIM KILLED. BIANCA TAKES
VENGEANCE ON LiVIA THROUGH HIM AND UPON HIM FOR HlSI"SAUClNESS" IN RAIL—~
ING AND SHOWING THE "FAIR CLOTHES'" GoT BY "Four means' (IV, 1, 107-112).
AnD 1T ;s IN TERMS OF HIS VAUNTING OF HIS NEW MISTRESS AND THE ''NEW
CLOTHES SHE GAVE HIM," THAT BiANCA GETs THE DUKE To HAVE LEANTIO KILLED
(v, 1, 117-118).

LIKEWISE THE CENTER OF THE MASQUE 1S THE DISGUISE. ON THE LIT=-
ERAL LEVEL, THE CHARACTERS ASSUME PARTS IN THE MASQUE AND CANNOT BE RE-
COGN1ZED BECAUSE OF THEIR TRAPPINGS. SYMBOL ICALLY, TuélR INTENTIONS CAN=-

NOT BE DISCOVERED BECAUSE OF THE CHARACTERS THEY ASSUME. THE PARTS WHICH'
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THEY PLAY ARE CARICATURES OF THEIR "REAL" LIFE~-=-OR PERHAPS A BETTER WAY
OF SEEING THE PROBLEM, THEIR REAL LIVES ARE CARICATURES OF THEIR MASQUE
LIVES. THUS, MASQUE-LIVIA 1S THE GODDESS JUNO, GODDESS OF HONORABLE LOVE
WHICH LEADS TO MARRIAGE AND THE ONE WHO SETTLES STRIFE, WHEREAS PLAY-
Livia Is A BAWD WHOSE INTERFERENCE LEADS TO THE DISHONORABLE VJOINING oF
THOSE WHO LUST FOR ONE ANOTHER AND WHOSE MACHINATIONS END NOT N LEGI-
TIMATE OFFSPRING TO CARRY ON THE RACE AND SOCIETY BUT IN UNBORN BASTARDS
WHOSE INFLUENCE CAUSES DEATH TO ALL PARTICIPANTS EXCEPT THE WARD.1h Un=
LIKE HER MASQUE-COUNTERPART, WHO IT MUST BE REMEMBERED IS HERSELF HER
HUSBAND'S SISTER, LIVIA HAS FALLEN FROM HER POSITION OF RULE TO BEING ONE
OF_HER OWN VICTIMS NOT ONLY BECAUSE.OF HER LUST FOR LEANTIO BUT ALSO BE-

15

CAUSE OF HER EXCESSIVE AFFECTION FOR HipPOLYTO. Masque-IsABELLA IS A
NYMPH WHO LOVES TwoO QEN, MAKES SACRIFICES TO THE GODDESS OF RIGHTFUL
,Love AND MARRIAGE, AND AWAITS HER DECISION. FINALLY, SHE TAKES THE AD-
VICE OF A GODDESS WHO HERSELF HAS AN INCESTUOUS MARRIAGE. BuT PLAY~|sSA-

BELLA LOVES HER UNCLE, SELLS HERSELF TO HER HUSBAND, LOVES ON THE WORD

OF A BAWD, AND MAKES HER '""BENEFACTRESS' THE SACRIFICE.

OF THE MASQUE~LOVERS, ONE IS SUCCESSFULj THE OTHER RAISES UP

SLANDER, '"WHICH PAYS HIM I' THE END." OF THE PLAY-LOVERS, ONE IS AN

14|NFRA, P. 129-130.

15

FABRICI10 SAYS:

Juno's powN TOO!

WHAT MAKES SHE THERE? HER PRIDE SHOULD KEEP ALOFT:

" SHE WAS WONT TO SCORN THE EARTH IN OTHER SHOWS?

METHINKS HER PEACOCK'S [LEANTI10, OBVIOUSLY] FEATHERS

ARE MUCH PuULL'D.
(v, 1, 176=179)

COMPARE ALSO GUARDIANO'S STATEMENT, "THERE 1S NO LOVE AT ALL BUT WHAT
LusTt BRINGS" (1, 11, 73). |IN MYTHOLOGY, JUNO IS HER HUSBAND'S SISTER AS
IS POINTED OUT IN THE PLAY (V, 1, 126).
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UNCLE AND THE OTHER A PROXY: ONE IS UNLAWFUL; THE OTHER GUARDS THE
"TREASURE" FOR ANOTHER. THE LOVER DIES THROUGH THE POISONED ARROWS OF
HIS OWN PASSION (SHOT BY THE CUPIDS OF THE MASQUE), THE PROXY THROUGH A
TRAP OF HIS OwNADEVIsING, KILLED ACCIDENTALLY BY SLANDER (WARD).

A; AN INCIDENTAL PART OF THE MASQUE HYMEN, GANYMEDE, AND HEBE
HAVE NO COUNTERPARTS tﬁ THE PLAY=WORLD. BUT THEIR MASQUE CHARACTERISTICS
APPLY SYMBOL ICALLY TO THE PLAY-WORLD. HYMEN (MARRIAGE) OFFERS THE cup (oF
VICTORY) To BIANCA. GANYMEDE (IN MYTHOLOGY HE MSTOLE" THE CUP=BEARING
TASK FROM HEBE THROUGH ILLICIT LOVE) IN THEFT TAKES THE CUP DESIGNED FOR
ANOTHER AND PRESENTS IT AS A STOLEN cuP (BIANCA=-POISON) TO THE Duke.
Like HlPPOLyTo, THE DUKE DIES THROUGH THE POISON OF HIS LOVE.

THE THIRD METAPHORIC INCIDENT, CLOSELY RELATED TO THE AUCTION ON
THE ONE HAND Aﬁo TO THE MASQUE ON THE OTHER, IS THE CHESS GAME. THE
CHESS GAME SCENE IS GENERALLY CONSIDERED TO BE THE MOST BRILLIANTLY

WITTY SCENE OF THE WHOLE PLAY, AND SO IT 1S BUuT 1T 1S MORE THAN JUST A

THEATRICAL TOUR DE FORCE. NOT ONLY DOES THE CHESS GAME ITSELF PROVIDE A

METAPHORIC STATEMENT OF WHAT IS SIMULTANEOUSLY HAPPENING ON THE UPPER
LEVEL BUT IT ALSO WORKS WITH THE CHARACTER THE WARD TO SHOW THE MADNESS
OF THE WHOLE COLLECTION OF PLAY=PEOPLE.

EXCEPT FOR THE WARD, WHO PLAYS HIS GAMES AS IF THEY WERE LIFE,
ALL THE OTHERé PLAY LIFE AS IF IT WERE Nd MORE SIGNIFI1CANT TH;; A GAME
WHOSE WINNING OR LOSING IS OF LITTLE CONSEQUENCE. THE FIRST ENTRANCE OF
THE WARDHIS FROM THE GAME OF TIP=CAT. THE EXTENT OF HIS GAMING ENTHU-
SIASM IS CLEARLY SEEN IN HIS STATEMENT,

WHEN | AM
IN GAME, |'M FURIOUS; CAME MY MOTHER'S EYES

IN MY wAY, | WOULD NOT LOSE A FAIR END; NO,
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WERE . SHE ALIVE, BUT WPTH ONE TOOTH IN HER HEAD,
| SHOULD VENTURE THE STRIKING OUT OF THAT:
| THINK OF NOBODY WHEN |'M IN PLAY,

16

| AM SO EARNEST. | (t, 11, 99-105)

AMONG THE OTHER GAMES HE IS FASCINATED WITH ARE SHITTLECOCK; STOOL=BALL,

AND TRAP. FoOR éxAMPLE, HE ASKS |SABELLA IN THE AUCTION SCENE WHAT GAMES

SHE PLAYS, AND SORDIDO REFERS TO HUSBANDS As '"eamesTters" (111, 111, 108).
THE WARD'S [INTEREST IN GAMES, MENTIONED IN BOTH THE SCENES IN WHICH HE

APPEARS PREVIOUS TO THE CHESS SCENE, FORESHADOWS BOTH THE OUTCOME OF THE

CHESS GAME AND THE OUTCOME OF THE MASQUE. FOR LIFE IS THE SEX GAME PLAYED
BY THE Duke AND BiaNca, AND LIFE BECOMES THE GAME OF DEATH PLAYED IN THE

AMENDED MASQUE.

HERE, THE CARDINAL'S COMMENT ABOUT THE IMPORTANCE OF SIN IN HIGH

PLACES 1S SIGNIFICANT:
BUT, GREAT MAN,
EVERY SIN THOU COMMITT'ST SHOWS LIKE A FLAME
UPON A MOUNTAIN, 'TiS SEEN FAR ABOUT,
AND, WITH A BIG WIND MADE OF POPULAR BREATH,
THE SPARKLES FLY THROUGH CITIES, HERE ONE TAKES,
ANOTHER CATCHES THERE, AND IN SHORT TIME
WASTE ALL TO CINDERS; BUT REMEMBER STILL,
WHAT BURNT THE VALLEYS FIRST CAME FROM THE HILL:
EVERY OFFENCE ORAWS HIS ®ARTICULAR PAIN,
BuT 'Tis EXAMPLE PROVES THE GREAT MAN'S BANE.
(v, 1, 208-217)

IF THE SEDUCTION BY AND OF ONE ON A PRINCELY LEVEL IS OF NO MORE CON-

SEQUENCE THAN A CHESS GAME PLAYED BETWEEN A BAWD AND A POOR GREEDY

6 .
: CoMPARE LEANTIO, WHO REJECTS HIS MOTHER'S "EYES'"--WHAT SHE SEES .
IS TRUE OF BIANCA==IN HIS MAD PURSUIT OF HIs GaME (I, 1),
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wWiIDOW, HOW MUCH LESS SIGNIFICANT AND_MORE SORDID IS THE GAME OF LIFE AC-
COUNTED BY THOSE ON A LOWER LEVEL! IT-IS NOT THE RATHER PRIVATE GAMES
OF THE WARD THAT THE TwO WOMEN PLAY BUT A PUBLIC GA“E, A GAME 0F~WIT,-A
GAME SYMBOL ICALLY INVOLVING THE WHOLE WORLD, A GAME IN UH;CH THE KINFV

IS PASSIVE AND THE MOST POWERFUL PIECE ON THE BOARD 1S THE QUEEN. -

LIKE THE MORRIS DANCE IN THE CHANGELING, THE DANCING IN WOMEN

BEWARE WOMEN HAS DEGENERATED, IN THE LATTER PLAY INTO A SOCIAL ACCOM-

PLISHMENT OR, ACCORDING TO THE WARD, A MEANS WHEREBY PEOPLE MAY BE TYPED.

. .
IN 1TS MOST ANCIENT AND CULTURALLY SIGNIF ICANT FORMy, DANCE IS THE ACT OF

17

CREATION, A POSITIVE, LIFE-BRINGING ACT, A SYMBOL OF '"ETERNAL ENERGY.'"

IsaBeLLA A&; H}PPOLvTo 6Ancs WHAT IDEALLY SYMBOLIZES THE FRUITFUL UNION
OF MAN AND WIFE, BUT HERE IT IS THE STéRILE UNION OF LUST. THE DANCING
oonziuane OBVIOUSLY SYMBOL IZES SEXUAL UNION, FOR IN A COMMENT ON THE
WarD's REFU;AL TO DOANGE FIRST WITH IsaBeLLA HIPPOLYTO REMARKS IN AN
AsIDE: ""No, FEAR'T NOT, FOOL; SH'AS TOOK A BETTER ORDER" (o, 1], 180).
AND SHORTLY THEREAFTER HE SAYS THAT THE WARD CAN COMMAND HIM TO DANCE

WITH HER "AT ALL HOurs'" (111, 11, 190-191).
THE WARD'S CATALOGUE OF SEVEN DANCES ALSO SHOWS SEXUAL IMPLICA-

TIONS FOR SOME OF THEM:

PLAIN MEN DANCE THE MEASURES, THE SINQUAPACE THE GAY;
CucCKOLDS DANCE THE HORNPIPE, AND FARMERS DANCE THE HAY)

YOUR SOLDIERS DANCE THE ROUND, AND MAIDENS THAT GROW
816G}

You |[R] DRUNKARDS, THE CANARIES; YOU[R] WHORE AND BAWD,
THE JIG.

HERE'S YOUR EIGHT KIND OF DANCERS] HE THAT FINDS

THE NINTH LET HIM PAY THE MINSTRELs. (I11, 31, 215-220)

17J. E. CirLoT, A DIcTiONARY OF SYMBOLS, TRANS. Jack SAGE (New
York: PHiLosoPHicAL Lisrary, 1962), P. 73.
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MoST 0BVIOUS ARE THE HORNP IPE-CUCKOLD, ROUND-PREGNANCY, JIG-WHORE COM-
BINATIONS. . His "wiTTY" CONCLUSION IS ACTUALLY OF MOREISIGNIFIC;NCE FOR
THIS PLAY=WORLD THAN HIS BAWDRY, WHICH IS MERELY A DEGENERATE FORM OF HIS
PRIMITIVE FUNCTION AS THE PERSONIFIED ELAN VITAL.18 He EVEN REFUSES TO
DANGE FOR HIMSELF, MUCH LESS FULFILL HIS FUNCTION AS THE UNIVERSAL SYMBOL
OF PROCREATION. THUS, ACCORDING TO THE SYFBOLIC SIGNIFICANGE OF ng‘CAT-
ALOGUE, IF THE DANCERS DO NOT DANCE THE DANCES OF LIFE, THEY DANCE THE
DANCE OF DEATH AND THEREFORE MUST PAY THE PIPER. FINALLY, THE MASQUE
BECOMES ITS OWN ANTIMASQUE: AS PROPOSED;N IT 1S THE RITUAL OF CREATION

THROUGH THE UNION OF MAN AND WIFE; AS AMENDED BY THE PLAYERS, HOWEVER,

IT 1S A DANSE MACABRE.

As INDICATED IN THE DISCUSSION OF THE CARDINAL AS POINT OF VIEW

CHARACTER, UNLIKE THE NON=NORM CHARACTERS IN HENGIST AND THE CHANGEL ING,

ALL OF THE CHARACTERS IN WOMEN BEWARE WOMEN HAVE THEIR MOMENT OF wWISDOM:

IT Is, HOWEVER, WISDOM ABOUT THE OTHE# FELLOW NOT ABOUT THE SELF. EARLY
IN THE SECOND SCENE, GUARDIANO GIVES THE AUDIE&CE A MOST NECESSARY CLUE.
COMMENTING ON ONE OF THE FEW SENSIBLE REMARKS OF FABRICIO, HE SAYS IN AN
ASIDE TO VHE AUDIENCE,

| PERCEIVE FOOLS ARE NOT AT ALL HOURS FOOLISH,

NO MORE THAN WISE MEN WISE. 1y 11, 17-18)
IF TH1IS 'STATEMENT IS OVERLOOKED, THE CHARACTERS APPEAR TO SHOW PROGRES-
SIVE DETERIORATION OR TO BE ARTISTICALLY INGONSISTENT. NEITHER IS A
VALID JUDGEMENT. SOME OF THE CHARACTERS SEEM GOOD OR INNOCENT OR GENIAL
OR WITTY AT THEIR FIRST APPEARANCE AND THEN SUBSEQUENTLY THE OPPOSITE.

OTHERS SEEM vicious, VILE, STUPID, WEAK ALL THE WAY THROUGH THE PLAY.

18LANGER, FEELING AND FoRrm, pP. 342, 344,
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STILL OTHERS, LIKE B1ANCA ANC HIPPOLYTO, SEEM TO ACHIEVE SOME KIND OF
DIGNITY AT THE END. BUT THE CHARACTERS ALL REMAIN IN ESSENCE THE SAME

19

THROUGHOUT AS 1S EVIDENT Iﬂ THE IMAGERY.

IT 1s ALSO EVIDENT BY THEIR ACTIONS THAT THEY DO NOT CHA;GE. AT
nén SEDUCTION, BilANCA HAs ﬁERELY EXCHANGED ONE FALSE VIEW OF THE WORLD
FOR ANOTHER. AS HIS MOTHER. POINTS OUT, HER PASSION FOR_LEANTIO IS EXCES—
SIVE. HERS SEEMS TO BE A FAIRY—T;LE RoHAncE, JENDING IN TRUE ROMANTIC
FASHION IN AN ELOPEMENT, EXCEPT Eon THE FACT THAT SHE IS WORSE OFF IN
MATERIAL GOODS THAN BEFORE SHE FOUND HER "PRINCE"--A FACT WHICH SHE RECOG-
NIZES AS SOON AS SHE MEETS HER OTHER "PRINCE'"--AND HER FIRST '"PRINCE" Is
MORE INTERESTED IN HER AS A GEM S%OLEN FROM HER FAMILY AND VENICE THAN
AS A WIFE AND cOMPANION. (HE WANTS TO SHUT HER UP IN HIS "CASTLE.") AT
THE END OF THE PLAY SHE MAKES THE KIND OF ROMANTIC GESTURE THAT WAS AN=-
TICIPATED BY HER ROMANTIC ILLUSIONS OF THE FIRST SCENE. LEANTIO DIES AS
A RESULT OF CHORTLING OVER HIS NEW CONQUEST IN MUCH THE SAME MANNER AS
HE CONGRATULATED HIMSELF ON THE THEFT OF BIANCA. |SABELLA 1S DELIGHTED
TO DISCOVER THAT HER MOTHER WAS AN.ADULTERESS AND DASHES OFF TO SEE HER
LOVER WITHOUT A MOMENT'S HESITATION AND WITH NO CURIOSITY ABOUT THE OATH
OF SECRECY SHE HA$ JUST SWORN To Livia, L|§|A, CONTRARY TO WHAT LamB
THOUGHT, 15 SCARCELY CHAUCER'S WIFE OF BATH. BY THE TIME OF THE CHESS
GAME SHE HAS PLAYED THE BAWD FOR HER BROTHER BY BETRAYING HER NIECE INTO
INCEST AND HAS CLEARLY ESTABLISHED FOR THE AUDIENCE THE PURPOSE OF HER

INVITATION TO B1aNcA. QUTSPOKEN SHE MAY BE AND MASCULINE IN HER APPROACH

TO HER OWN MORALITY, BUT SHE STILL MAKES HER LIVING BY PROCURING. SHE 1S,

19EVEN IF. ONE INSISTS THAT BIANCA AND ISABELLA ARE NOT EVIL UNTIL
BETRAYED BY LIVIA AND SEDUCED BY THE Dukg AmMD HipPPOLYTO, STILL THEIR DE=-
GENERATION IS NOT GRADUAL BUT INSTANTANEOUS LIKE EVE's IN ParRaDISE LosT.
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HOWEVER, THE NEAREST PARALLEL To HORsus AND DE FLORES THAT THIS PLAY HAS.
SHE RECOGNIZES HER OWN PHYSICAL DEFICIENCIES IN HER DECISION TO START
PAINTING HERiFAcE AGAIN. AND SHE TAKES PART OF HER VENGEANCE IN THE WAY
THEY DO. BUT SHE IS A CITIZEN OF A MORE DEGENERATE WORLD THAN THEYe. SHE
ALLOWS GUARDIANO TO TALK HER INTO TAKING PHYSICAL VENGEANCE ON HER BROTHER
AND NIECE, MNOT EVEN A VERY CLEVER v;NGEAncE SINGE SHE 1S CAUGHT IN THE
SAME TRAP. Like De FLORES, SHE TURNS Lovesicx, BuT uNLIKE De FLORES, wHO
EARNS HIS.LOVE BY MURDER, SHE BUYS HERS WITH MONEY, BECAUSE MONEY 1S THE
WAY OF HER WORLD AND BECAUSE HER PARAMOUR IS AN AVARICIOUS POPINJVAY.

-CERTAIN PARTS OF HIS EXPLANATORY SPEECH TO THE DuKkE SEEM TO IN~-
DICATE THAT HIPPOLYTO HAS A‘GREATER UNDERSTANDING OF WHAT HAS HAPPENED
THAN ANY OF THE OTHER CHARACTERS, BUT TAKEN As.A'wHOLE IT SHOWS THAT le
UNDERSTANDING IS CONFINED TO THE MUNDANE WORLD OF PSYCHOLOGICAL CAUSE
AND EFFECT RELATIONSHIPS:

LuST AND FORGETFULNESS HAS BEEN AMONGST uUS,

AND WE ARE BROUGHT TO NOTHING: SOME BLEST CHARITY
LEND ME THE SPEEDING PITY OF HIS SWORD,

To QUENCH THIS FIRE IN BLOOD! LEANTIO'S DEATH

HAS BROUGHT ALL THIS UPON US~=NOW | TASTE {T==

AND MADE US LAY PLOTS TO GONFOUND EACH OTHER;

TH' EVENT SO PROVES IT; AND MAN'S UNDERSTANDING

Is RIPER AT HIS FALL THAN ALL HIS LIFETIME,

SHE, IN A MADNESS FOR HER LOVER'S DEATH,

REVEAL'D A FEARFUL LUST IN OUR NEAR BLOODS,

FOorR wHicH |'M PUNISH'D DREADFULLY AND UNLOOK'D FOR;
PROV'D HER OWN RUIN TOO0; VENGEANCE MET VENGEANCE,
LIKE A SET MATCH, AS IF THE PLAGUE[S] OoF sIN

HAD BEEM AGREED TO MEET HERE ALTOGETHER!:

BuT HOW HER FAWNING PARTNER FELL | REAOH NOT,

UNLESS CAUGHT BY SOME SPRINGE OF HIS OWN SETTINGy=—
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For, ON MY PAIN, HE NEVER DREAH'D OF DYING;

THE PLOT WAS ALL HIS OWN, AND HE HAD CUNNING
ENOUGH TO SAVE HIMSELF: BUT 'TIS THE PROPERTY
OF.GUILTY DEEDS TO DRAW YOUR WISE MEN DOWNWARD:

THEREFORE THE WONDER CEASES. (v, 1, 187-207)

ALTHOUGH THE FIRST TWO LINES |&o|cATE THAT ALL HAVE FALLéu BECAUSE OF
LUST AND FORGETFULNESS (OF PROPER MORALITY), lT‘lS NOT THE MORAL RESULTS
oF LEANTIO;S.DéATH BUT THE EFFECTS OF LIVIA'S PSYCHOLOGY THAT HE SEES AS
THE CAUSE OF THE'PLOfS THAT BRING EVERYONE'S DEATH. HE KNOWS HIS PUNISH-
MENT 1S DREADFUL AND UNLOOKED FOR (BECAUSE HE HAD EARLIER FAILED TO UN-
DERSTAND LIVIA); BUT HE FAILS TO MENTlo& THAT IT IS ALSO JUST. He EM-
PLOYS THE GAME METAPHOR‘ (TENNIS) TO.DESCRIBE THE WORKINGS OF VENGEANCE,
AN INDICATION THAT HE, LIKE BIANCA WITH HER '""'DEADLY SNARES,' STILL SEES
LIFE AS A GAME. FINALLY, IN HIS USE OF THE WORDS '""CUNNING'" AND "w;ss
MEN'' THERE 1S NO SUGGESTION THAT HE CONSCIOUSLY USES THEM IRONICALLY,
THAT HE nzcoenniss THE DIFFERENCE BETWEEN THE KING OF cLéveansss AND WIT
PRESENT IN THE PLAY AND REAL WiSDOM. His BASIC IDEAS HAVE NOT CHANGED
SINCE THE SCENE IN WHICH HE CONFESSED HIS LOVE FOR HIS NIECE: ALTHOUGH
LIKE BIANCA WITH HER STATEMENT, "THAT's [TO TAKE A PARAMOUR] A DOUBLE
MISCHIEF, / OR ELSE THERE'S NO RELIGION," HlPPOLVTb CAN STATE WHAT THE
VIEWS OF HEAVEN ARE. ("'TwAs NOT A THING ORDAIN'D, HEAVEN HAS FORBID T
[tNcESTIM), HE 1S UNABLE TO ACT POSITIVELY UPON THIS KNOWLEDGE, AND SO
LIKE HER HE ENTERS UPON A PATH WHOSE END IS INEVITABLE DESTRUCTION. His
LAST ACT (SUICIDE) LIKE HIS FIRST IS SELF=DESTRUCTIVE.

| WHATEVER CAN BE SAID ABOUT THE KIND OF KNOWLEDGE HIPPOLYTO HAS
AT THE END OF THE PLAY, KIS SUFFERING IS SCARCELY ENNOBLING, NOR IS

BiaNCA's., BuT, WHILE THE PLAY IS THEREFORE NOT A ROMANTIC OR A CLASSIC
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TRAGEDY, NEITHER IS IT A REALéhTIC ONE. THE MASQUE 1S NOT SIMPLY A BAD
CONCLUSION TO A REALISTIC TRAGEDY THAT HAS GONE ASTRAY; ITS FANTASTIC
ARRAY OF CORPSES IS THE RESULT OF AN INEVITABLE MORAL PATTERN ESTABLISHED
BY AT LEAST THE SECOND SCENE OF THE PLAY, A PATTERN WHOSE MODE OF EXPRES~

SION IS MORDANT WIT, OR SATIRE. IT 1S MUCH MORE DIFFICULT IN WOMEN BEWARE

WOMEN THAN IN EITHER HENGIST -OR THE CHANGELING TO PINPOINT THE INDIVIDUAL
PRACTICES OF THE REAL WORLD WHICH THIS PLAY-SATIRIZES. BUT A REMARK wHICH
ORNSTEIN MAKES ABOUT THE PARODY OF THE COURTLY LOVE TRADITION APPLIES

EQUALLY WELL TO MANY - OTHER ELEMENTS SATIRIZED HERE: "THERE ARE ALSO

IRONIC INVERSIONS OF PETRARCHANISM IN WOMEN BEWARE WOMEN, BUT THEIR MEAN-

ING BECOMES EVIDENT ONLY AFTER A STUDY OF THE 'ROMANTICISM' OF THE CHANGE=~

LING."21

ALTHOUGH THE THREE PLAYS OF MIDDLETON CRITICIZE MANY OF THE COM=-

MON INTERESTS OF MAN--MORALITY, RELIGION, LITERATURE==THE SPECIFIC 0B~

JECTS OF SATIRE ARE SOMEWHAT DIFFERENT. THE WORLD OF WOMEN BEWARE WOMEN
IS A WORLD WHERE VIRTUALLY ANYTHING IS ALLOWED TO INTERFERE IN THE PROPER
RELATIONSHIP BETWEEN HUMAN BEINGS, ESPECIALLY IN THE FOUNDATION OF ALL
PROPER RELATIONSHIPS, THAT OF A MAN AND HIS WIFE. THIS INTERFERENCE IS
MADE EASY BECAUSE OF THE ASININE METHODS EMPLOYED TO CHOOSE MARRIAGE
PARTNERS. THE MARRIAGE BETWEEN LEANTIO YAND BlANcA, COMPLETELY NON=PRAC-
TICAL AND IGNORING ALL OF SOCIETY'S MARRIAGE GCONVENTIONS, IS BUILT UPON
.ROMANTlC ||.|.usn0N.22 ITS MIRROR IMAGE, THE MARRIAGE OF |SABELLA AND THE

WARD, IS ITS OPPOSITE: BUILT UPON NOTHING BUT MARRIAGE CONVENTIONS AND

20 11 A "
ORNSTEIN CALLS IT A "KIND OF REALISTIC BOURGEOIS TRAGEDY' (Mor-
AL VisioN, P. 192). SEE ALso RiBNER, JACOBEAN TRAGEDY, PP. 139, 152.

21

ORNSTEIN, P. 179. 220RNSTE|N, P. 192.
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OF THESE ONLY THE COMPLETELY PRACTICAL ONES INVOLVING BOTH MONEY AND SEX.
THE FIRST IS DESTROYED BY A MORE PRACTICAL AND REALISTIC ARRANGEMENT BUT
ONE WHICH LACKS NOT ONLY MARRIAGE cONVENTnoﬁ BUT MARRIAGE MORALITY AS
WELL.- THE SECOND 1S osérnoveo BY AN EvéN MORE THOROUGH—-GOING ROMANTICISM
THAN THAT br LEANTIO AND BIANCA, A ROMANTICISM WHICH NOT ONLY IGNORES
SOCIAL couvs&fious BUT VIOLATES A TABOO WHICH ESTABL ISHES THE NECESSARY
RELATIONSHIP BETWEEN MEMBERS OF THE SAME FAMILY AND MEMBERS OF THE DIF-
FERENT GENERATIONS, THE HEART OF ALL.SOCIAL ORDER. THE OTHER MAN=WOMAN
RELATIONSHIP IS THE ANTITHESIS OF BOTQ ROMANTIC UNION (ALTHOUGH AT'ONE
POINT LIVIA DOES TuéN LOVESICK) AND CONVENTIONAL MARRIAGES FAR WORSE,
SO SOCIETY SAYS, THAN THE USUAL COMMERCIAL ARRANGEMENT OF THE KEPT WOMAN
IS A KEPT MAN.

IN SO FAR AS RELIG!ON EXISTS==ASIDE FROM THE CARDINAL==IT IS
DIVORCED FROM MORALITY IN THE MINDS OF THE CHARACTERS. NEITHER |SABELLA
NOR BiaNca DO WHAT '"RELIGION'" TELLS THEM To. BIANCA APPEALS TO THE RULES
OF RELIGION JUST BEFORE sué YIELDS TOo THE Duke, AND |SABELLA1NAMES REL -
GION To HIPPOLYTO JUST BEFORE SHE PREPARES TO MURDER LIViA. THE Duke
GIVES THE MOST EXPLICIT STATEMENT OF LEGALISTIC RELIGION WHEN HE DETER-
MINES NOT TO ENJOY BIANCA AGAIN UNTIL HE CAN MARRY HER A%}ER HIS PLANNED
MURDER OF LEANTI0 HAS BEEN ACCOMPL ISHED:

SHE LIES ALONE TO~NIGHT FOR'T [HIS OATH], AND MUST STILL,
THOUGH IT BE HARD TO CONQUER; BUT |'ve vow'p

Navéa TO KNOW HER AS A STRUMPET MORE,

AND | MUST SAVE MY OATH: IF FURY FAIL NOT,

Her Hussaﬁo DIES TO=-NIGHT, OR, AT THE MOST,

LIVES MOT TO SEE THE MORNING SPENT TO-~MORROW;

THEN WiILL | MAKE HER LAWFULLY MINE OWN,

WiITHOUT THIS SIN AND HORROR. Now |'M CHIDDEN,
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FOR WHAT | SHALL ENJOY THEN UNFORBIDDEN;

AND |'tLL NOT FREEZE IN STOVES: 'TIS BUT A WHILE;
LIVE LIKE A HOPEFUL BRIDEGROOM, CHASTE FROM FLESH,
AND PLEASURE THEN WILL SEEM NEw, FAIR, AND FRESH.

(v, h 268-279)

THIS SPEECH OF THE DUKE'S IS THE KIND OF SOPHISTIC ARGUMENTATION TYPICAL
OF THIiS PLAv-wénLo.j IN THIS RELIGION, "THOUISHALT NOT COMMIT ADULTERY"
IS MORE IMPORTANT A LAW THAN "THOU SHALT NOT KILL' BECAUSE IT 1S EASIER
"TO HIDE MURDER THAN A MISTRESS. OR THESE PEOPLE QAVE NO MORAL WORLD, FOR
THE SOCIAL WORLD HAS TAKEN ITS PLACE.

THE LITERARY TRADITION OF COURTLY LOVE néurlouso ABOVE 1S ONLY
ONE OF THE LITERARY CONVENTIONS MADE FUN OF BY THIS PLAY. As 1IN THE
CHANGEL ING BOTH THE HALCONTENT_FIGURE Aﬂo THE REQENGE MOTIF ARE IRONICAL-
LY TREATED. LEANTJQ WOULD LIKE TO BE THE MELANCHOLY PHILOSOPHER, BUT HE
LOOKS RATHER RIDICULOUS AS A PHILOSOPHIC GI1GOLO. ALTHOUGH HIS ESTIMATE
OF BIANCA IN HIS SPEECH WHICH ENDS THE CONFRONTATION SCENE IS ESSENTIALLY
'ACCURATE, THE AUDIENCE PERCEIVES THAT OF WHICH HE IS BLISSFULLY UNAWARE,
’THAT HIS MORAL JUDGEMENTS APPLY EQUALLY WELL TO HIMSELF:

WHY, HERE'S SIN MADE, AND NE'ER A CONSCIENCE PUT TO'T ==
A MONSTER WITH ALL FanﬁEAo AND NO EYES!

WHY DO | TALK TO THEE OF ssns; OR VIRTUE,

THAT ART AS DARK AS DEATH? AND AS MUGCH MADNESS

To SET LIGHT BEFORE THEE, AS TO LEAD BLIND FOLKS
To SEE THE MONUMENTS, WHICH THEY MAY SMELL AS SOON
AS THEY BEHOLD,~-MARRY, OFTTIMES THEIR HEADS,

FOR WANT OF LIGHT, MAY FEEL THE HARDNESS OF 'EM;

« o » o TO AN 1GNORANCE DARKER THAN THY wOMB

| LEAVE THY PERJUR'D SOULj} A PLAGUE WILL coME!

(Iv, 1, 93-105)
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INSTEAD OF A SINGLE, INEPT AVENGER L1KE TOMAZO, THERE IS SCARCELY ANYONE
(ExcEPT LEANTIO, WHO IS DEAD BEFORE HE GETé A CHANCE AT VENGEANCE) WHO
IS NOT SUCCESSFUL, WITH THE RESULT THAT BY THE END OF THE PLAY THERE ARE
ONLY A FEW RATHER INCIDENTAL CHARACTERS LEFT ALIVE. THERE ARE SO MANY
BODIES THAT THE STAGE HAS TO BE CLEARED BETWEEN BATCHES. As ANIENTER—
TAINMENT, THE MASQUE 1S A LUDICROUS CHOICE FOR THESE PEOPLE. FURTHER-
MORE, WHAT IS FINALLY PRODUCED IS NOT A MAéoue BUT ITS BURLESQUE,V THE
ANT IMASQUE.

THAT WOMEN BEwWARE WOMEN IS A SATIRIC RATHER THAN A REALISTIC

TRAGEDY CAN BE SEEN PERHAPS MOST EASILY IN THE NAMING OF THE anRAcTERs.
MosT OF THEM, EVEN SOME OF  THOSE WITH HISTORICAL PROTOTYPES, ARE OB-
viousLY SYMBOLIC GENERALITIES.: ONLY FOUR OF THE CHARACTERS HAVE IN=-
DIVIDUAL NAMES: Livia, BiAncA, IsaBeLLA, LEANTIO. THE OTHER NAMES
FALL INTO THREE CATEGORIES BASED ON THE SIMPLICITY OR OBSCURITY OF MEAN-
ING. THE FIRST GROUP, THE NAMES WITH THE MOST OBVIOUS MEANINGS, INCLUDES
MOTREQ, WARD, CARDINAL, AND DUKE. ALTHOUGH THREE OF THEM HAVE HISTORICAL
COUNTERPARTS, ALL FOUR ARE DRAMATIC CREATIONS AND FUNCTION IN THE PLAY
ACCORDING TO THEIR TITLES RATHER THAN AS INDIVIDUALIZED CHARACTERS. As
HAS BEEN POINTEb ouTt ALREADY, qu CARDINAL IS AN IDEAL NOT PATTERNED AF=~
TER THE REAL BROTHER OF Faancsscb, Duke oF FLORENCE. THE SERMON OF THE
CARDINAL ABQOUT THE SINNING OF PﬁsLlc MEN POINTS UP THE IMPORTANGE OF Tné
DukE'sS POSITION IN SO FAR AS THE DRAMA IS CONCERNED. THE NEXT GROUP IS
COMPOSED OF GUAéouno, SORD1DO, AND FABRICI0, WHOSE FUNCTIONS ARE EVIDENT
UNDER THE SCANTIEST DISGUISE. AGAIN THEY ARE FIGURES REPRE;ENTATIVE oF

A SEGMENT OF SOCIETY. THE LAST GROUP HAS ONLY A SINGLE FIGURE, HipPoOLYTO.

THE NAME 1S A DERIVATIVE OF HIPPOLYTUS, THE NAME OF THE CHARACTER FROM
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CLASSICAL MYTHOLOGY WHO INSPIRED THE INCESTUOUS LOVE OF HIS STEP=-MOTHER.
THERE MIGHT BE A REASONABLE ARGUMENT AGAINST'INCLUDING HIM EXCEFT.THAT
THE MYTHOLOGICAL FIGURES FROM THE MASQUE ALSO HAVE A SYMBOLIC FUNQTJON.
But EVEN 1IF HiPPOLYTO IS NOT lNcLUDED,V WELL OVER HALF OF THE CHARACTERS
HAVE OVERTLY‘SYMBOLIG NAMES. |

To see WOMEN BEWARE WOMEN AS EITHER A CLASSIC TRAGEDY OR A REA-

LISTIC TRAGEDY 1S TO EXPECT CERTAIN DRAMATIC QUALITIES WHICH IT DOES
NOT HAVE. THE RESULT IS USUALLY A CRITICISM, IMPLIED IF NOT DIRECTLY
STATED, OF MiDDLETON'S CREATIVE ABILITIES. PRESUMABLY?.IF HE HAD HAD A
PHILOSOPHY WITH SUFFICIENT AMPLITUDE, HE WOULD HAVE GIVEN THE WORLD A
ROMEO OR AN OTHELLO, ATFLEAST AN ANTONY OR A MACBETH. AND SIMILARLY IF
HE HAD BEEN ADEQUATELY IN COMMAND OF HIS DRAMATURGY, HE WOULD HAVE FOUND
A BETTER CONCLUSION THAN THAT'"RIDIC&LOUSLY NON=~REAL ISTIC' MASQUE. ALL
THIS CONJECTURE IGNORES THE Posstalerv THAT, EVEN THOUGH MIDDLETON EM=-
PLOYS HISTORICAL EVENTS AND FIGURES AS THE NAhRATfVE MATERIAL, WHAT HE
HAS CREATED IS A VIRTUAL IMAGE NOT OF THE WORLD OF TIME BUT OF THE TIME=-
LESS MORAL WORLD, A WORLD WHERE évaav MORAL EVENT HAS A NECESSARY AND
IDENTIFIABLE CAUSE AND EFFECT, IMMEDIATE AND IRREVOCABLE, A wano WHICH
DEMONSTRATES ORDER AS THE SCIENTIST ASSUMES THE NATURAL WORLD DOES, BUT
A WORLD WHOSE VOCABULARY 1S NOT THAT OF SCIENTIFIC REALITY.,

AS IN THE OTHER TWO PLAYS, MIDDLETON'S IRONY 1S PRINCIPALLY THE
IRONY OF JUXTAPOSITION, OPERATING MOST EXTENSIVELY THROUGH THE STRUCTURAL
TECHNIQUE OF REDUPLICATION. |T OCCURS IN anRAcreﬁ AND INCIDENT AS WELL

AS IN LANGUAGE. ALTHOUGH VERBAL IRONY IS STILL PRESENT IN WOMEN BEWARE

WOMEN IT 1S LESS APPARENT THAN IN THE OTHER TwWO PLAYS, WITH THE RESULT

THAT THIS PLAY 1S NOT SO WITTY==IN THE LIMITED SENSE OF VERBAL PYRO-

TECHNICS.,
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THERE IS THE SAME TYPE OF IRONIC USE OF TERMS, MANY OF THEM THE

EXACT WORDS USED PREVIOUSLY: HONOR, HONESTY, WISDOM, CUNNING, REASON,

A

DISCRETION, WILFULNESS. BuT FATE DOES NOT APPEAR HERE; IT IS ALWAYS

FORTUNE, HALF OF THE TIME IN THE SENSE OF MONEY OR MATERIAL GOODS., IT
FREQUENTLY IMPLIES THE GOOD FORTUNE AdﬁlEQED THROUGH THE CUNNING OF THE
INDIVIDUAL. THE WwORD FORTUNE, OR A VARIATION OF IT, IS USED soné THIRTY-
000 TIMES. EVERY CHARACTER EXCEPT |SABELLA AND HER FATHER EMPLOY THE
TERM AT LEAST ONCE. BuT LIViA AND BIANCA USE IT MOST OFTEN, LIVIA NINE
TIMES AND BIANCA SEVEN. BIANCA USES IT MOST OFTEN IN REFERENGCE TO HER-
SELF, THREE TIMES IN HER FIRST SPEECH ALONE. THE MOST CONCENTRATED CLUS=
TER OCCURS, NEEDLESS TO SAY,'IN<LIVlA'$ SPEECH WHEN SHE IS BUYING LEANTIO.
IN ADDITION TO THE OBVIOUS PARALLELING OF CHARACTERS - (BIANCA-
IsaBeLLA=NYMPH, LEANflo-WARo,_DUKE-HIPPOLvTo-succEssFUL MASQUE LOVER), A
FEW ARE SOMEWHAT MORE DEVIOUS Auﬁ JUST AS INTERESTING: MOTHER-GUARDIANO-
'FABRICIO,. GUARD 1ANO-LEANT 10-UNSUCCESSFUL MASQUE LOVER, LiIVIA=CARDINAL-
Juno. OF THE LATTER GROUP, MOTHER—GUARDIANO—FABRIGIO REPRESENT THE OLDER
GENERATION WHOSE BUSINESS IT IS TO GUIDE, ADVISE, DISCIPLINE THE YOUNGER _.
GENERATION, BUT THEY ARE ALL MUCH TOO MUCH INTERESTED IN MONEY OR THE
LACK OF 1T IN THE MARRIAGES OF THEIR CHILDREN. ALTHOUGH HIS MOTHER GIVES
LEANTIO PRACTICAL ADVICE ABOUT HIS MARE:AGE To Bianca, 1T IS'ALL IN TERMS
OF THE DIFFERENCE IN WEALTH THAT THE TWO FAMILIES HAVE. FABRiICI0 SELLS
HIS DAUGHTER TO GUARDIANO FOR HIS NEPHEW, THE WARD., BuT, GuaARDIANO'S
POSITION IN THE NEXT TRIO AND HIS UNCLE=NIECE=IN=LAW RELATlonsnlé WITH
ISABELLA SUGGEST VERY STRONGLY THAT HIS WRATH AT HER INCEST HAS MORE TO
IT THAN JUST HIS REPUTATION AS GUARDIAN. By FAR THE WITTIEST OF THE

TRIADIC ARRANGEMENTS IS THAT OF LIVIA~CARDINAL=JUNO. BOTH GIVE THEIR

ta .
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BROTHERS GOOD ADVICE, WHICH NEITHER TAKES. BOTH ARE "gspnsssNTArlvss"
OF DEITY. THE CARDINAL 1S A 'PRIEST OF THE CHRISTIAN GOD WHOSE WORSHIP
NEcéssuTATEs LOOKING TO ONE'S SOUL FOR THE LIFE AFTER DEATH; Livia 1s A
SURROGATE FOR JUNO, A PAGAN DEITY WHOSE INTEREST IS IN THE HERE AND NOW.
As IS APPARENT FROM THE CARDINAL'S INABILITY TO FUNCTION AS A DRAMATIC
CHARACTER IN THE PLAY-WORLD, THE CHRISTIAN GOD HAS NO PART IN THE LIVES
OF THESE PEOPLE. ON THE OTHER HAND, LIVIA 1S THE DRAMATIC CENTER OF THIS
WORLD, Fuucrnouu&s MUCH MORE PROFIC;ENTLY‘THAN EVEN HER GODDESS COULD
WISH, TO THE EXTENT OF BY-PASSING EVEN THE PAGAN WORLD'sS MARRIAGE‘CUS-
TOMS IN AIDING THOSE INTERESTED IN THE ?LEAsuaes OF THE LIFE OF IMMEDIATE
PHYSICAL séusnrlons. As cAN BE SEEN IN THE UNIVERSAL WEAKNESS OF THE
MEN, THE MASCULINE IDEAL OF REASON IS SO NON=EXISTENT THAT THE WOMEN NEED
NOT EVEN TEMPT THE MEN TO FOREGO THEIR REASON. THERE 1S HERE NO MISAP-
PLICATION OF REASON SUCH AS HORsus AND DE FLORES EXHIBIT; THE WOMEN QAVE
APPROPRIATED REASON, WHICH HAS THEREBY BECOME MERELY cuu&lnc, AND THEIR
RIGHTFUL INHERITANCE FROM EVE, WHICH 1S LOVE, HAS BECOME, UlfHOUTlTHE.
GUIDING HAND OF REASON, TRANSFORMED INTO LUST, GREED, GLUTTONY.

| LIKE VIRTUALLY EVERY OTHER COMPOS!TIONAL TECHNIQUE OF TH!S PLAY,
THE ARCHITECTURAL STRUCTURE 1S ALSO AN EQUILATERAL TRIANGLE: THE MAIN
PLOT, THE SUBPLOT, Aub THE MASQUE. FOR CONVENIENCE, THE MAIN PLOT DESIG-
NATES THE LEANT10~B1ANCA-DUKE NARRATIVE AND THE SUBPLOT THE WARD-ISABELLA-
HiIPPOLYTO NARRATIVE, ALTHbUGH IT 1S DIFFICULT TO SAY WHETHER THE ONE IS

REALLY OF MORE INTEREST THAN THE OTHER. LIKE THAT oF THE CHANGELING,

THIS SUBPLOT IS A STRUCTURED NARRATIVE, BUT UNLIKE THAT OF THE CHANGE~
L ING IT IS NOT COMIC3 THUS, IT IS NOT A TRUE MIRROR WORLD ALTHOUGH IT

PERFORMS SOME- MIRROR FUNCTIONS. THERE 1S BAwWDY HUMOR, WHICH IN THE
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CONTEXT OF A DRAMATIC STRUCTURE 1S FUNNY. BUT THE TRAGIC CONTEXT OF THE
SUBPLOT ITSELF TURNS THE EARTHY: HUMOR OF SORDIDO INTO OBSCENTIY. As A
RESULT, .JUST AS THE CARDINAL 1S NO IsaBeLLA (CHANGELING) so SorDIDO Is
NO LOLL1O. His EARTHINESS 1S AS STERILE, OR SORDID, AS THE WORLD OF
WHICH HE IS SUPPOSED ‘TO BE THE COMIC CHORUS. UNLIKE LOLL10, WHO HELPS
HIS MISTRESS WARD OFF UNWANTED SUITORS, HE CAN ONLUY HELP HIS MASTER BE=~
COME A CUCKOLD. THE THIRD SIDE OF THIS TRIANGULAR WORLD 1S THE MASQUE.
BUT JUST AS THE MAIN PLOT IS A PARODY OF THE IDEAL TRAGIC WORLD AND THE
SUBPLOT 1S A PARODY OF THE IDEAL GOMIC WORLD SO THE ANTI-MASQUE (MAsQuE
AS PRESENTED) IS THE PARODY OF THE MASQUE (MAsgue AS INTENDED). IN THE
conaupf:on OF THIS UNIVERSE, EVEN THE LIMITED IDEAL OF ROMANTIC LOVE,
ITSELF. COUCHED iN A METAPHOR, CANNOT FIND DRAMATIC EXPRESSION BUT MUST

CONCLUDE BY BURLESQUING ITSELF.



CHAPTER V
CONCLUSION

LikE MILTON, WHOM HE REgEMBLES IN MANY WAYS, MIDDLETON BELONGS
TO AN EVEN MORE SELECT GROUP OF ADMIRERS THAN THOSE WHOM ARNOLD BENNETT
CALLED THE '"PASSIONATE FEW.'" THE APPEAL OF HIS TRAGEDIES IS EITHER TO
THE FORMALIST OR TO THE MORALIST, NEITHER OF WHOM HAS BEEN IQ'VERY GooD
lCRlTICAL STANDING SINCE THE BEGINNING OF THE TWENTIETH CENTURY. THE coé-
PLEXITY OF THE INTERRELATION OF PARTS IN HIS TRAGEDIES INTERESTS THE
FORMAL IST; THE UNCOMPROMISING QUALITY OF HIS MORAL VIEW AND THE DISTANCE
BETWEEN MAN AND THE MORAL IDEAL SATISFIES THE MORALlsf. He HOLDS LITTLE
INTEREST FOR EITHER THE ROMANTICIST OR THE REALIST SINCE, ON THE ONE
HAND, HE AND THE AUDIENCE REMAIN DETACHED FROM ANY EMOTIONAL INVOLVEMENT
WITH THE CHARACTERS AND SINCE, ON THE OTHER, HE DOES NOT PICTURE THE
"ReAL™ woRLD.

ALTHOUGH TwWO OF MIDDLETON'S TRAGIC PLOTS ARE BASED UPON HISTOR=

ICAL EVENTS AND THE PLOT OF THE CHANGELING COMES FROM A COLLECTION. OF

TALES WHOSE WRITER CALLS THEM ''"TRAGICALL HIS ORIES," THE PLAYS ARE NOT
HISTORICAL DRAMAS., AS A MATTER OF FACT, THEY DO NOT EVEN PICTURE THE:
WORLD IN WHICH HISTORICAL EVENTS OCCUR. THESE ARE RATHER MORAL WORLDS,
WHERE EVERYTHING IS GOOD OR BAD AND WHERE THE BAD QUALITIES OF MAN ARE

WITTILY EXAGGERATED SINCE FROM ANY VIEW EXCEPT MAN'S OWN HIS EVIL DEEDS

142
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ARE BOTH INEXCUSABLE AND LUDICROUSLY CONTEMPTIBLE. I|HE HISTORICAL MATER=-
1ALS ARE NOT A MEANS OF HELPING MIDDLETON CREATE MORE BELIEVABLY REAL ANDV
RECOGN1{IZABLY INDIVIDUAL CHARACTERS. THESE ARE NOT TRAGEDIES OF lNQIVl-_
DUALS WHO LIVE IN TIME AND SPACE, ALTHOUGH THEY MAY HAVE SOME CHARACTER=
ISTICS WHICH ARE GOMMON TO ALL MEN, NOT EVEN TRAGEDIES OF A SOCt!AL OR A
POLITICAL UNIT BUT TRAGEDIES OF ALL MEN, CAPABLE Of BECOMING THE SONS.OF
GoD BUT TIED INEXTRICABLY BY THEIR OWN COMMITMENT TO TRANSITORY PLEASURES
TO THé WORLD OF TIME-u M!DDLETON'S SATIRE Is BASED.UPO& THE .CREATION OF
SUCH A MORAL UNIVERSE IN WHICH THE EQIL AND ABSURD AchVlTIESAOF MAN ARE
TAKENATO THEIR LOGICAL CONOLUSION?

LIKE MOST GREAT SAT!ﬁISTS IN BEING MISUNDERSTOOD BY HIS AUDIENCE,
MIDOLETON HAS BEEN CRITICIZED FOR HIS HARSH VIEW OF THE WORLD, HIS CON~-

CERN WITH DECADENCE, HIS "siCK' HUMOR. BUT THE WITTY EXAGGERATION OF THE

WORLD'S FOLLIES AND VICES FOUND IN HENGIST, THE CHANGELING, AND WOMEN

BEWARE WOMEN HIDES A REAL WORLD PROBABLY NO BETTER AND NO WORSE THAN
THAT OF THE SEVENTEENTH OR TH§~TWENTiETH CENTURY. THESE PLAYS ARE NOT
PICTURES OF THE WORLD SUCH AS A NATURALIST MIGHT PRODUCE: THERE IS NO=
THING RlolcuLous IN MAN DOING VILE THINGS IF HE CAN DO NO BETTER =-— ONLY
IF HE 1s "UUST A LITTLE Lowta THAN THE ANGELS." MAN MAY PREFER To‘eE comM=~
PLIMENTED FOR HIS ACHIEVEMENTS, ESPECIALLY IF HE PRIDES HIMSELF onhuls
ADVANCEMENT BEYOND THE APES. BUT THE SATIRIST FINDS SUCH PRETENTIONS
FATUOUS PAthcULARLY IF MAN IMAGINES HE HAS ACHIEVED SUCH AN EXALTED
STATE THROUGH HIS RATloMALlsm SINCE HE STILL COMMITS SO MANY UNREASONABLE
ACTS. THE TRULY REASONABLE MAN CAN SEE THAT MOST ARE EITHER SELF-DECEIVED
OR HYPERCRITICAL OR BOTH, JUST AS ARE ALL OF THE CHARACTERS IN THESE THREE

PLAYS EXCEPT CONSTANTIUS, CAsT12A, IsABELLA (CHANGELING), AND THE CAR-
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DINAL. EXCEPT BY THESE, THE WORD 1S MISTAKEN FOR THE THING FOR WHICH IT
STANDS: VIRTUE IS DETERMINED BY ONE'S REPUTATION,.R&LIGION 1S RITUAL,
LITERATURE IS DIVORGED FROM REALITY, AND HAPPINESS 1S A GAME WHOSE GOAL
IS SECURITY IN THE TEMPORAL WORLD: WEALTH OR POSITION, POWER, SEXUAL
GRATIFICATION. VORTIGER, HENGIST, AND SYMON WANT POWER; ROXENA, BlAncA,

LeanTio, AL(Bius, GUARDIANO DESIRE WEALTH OR POSITION; VORTIGER, HORSUS,

RoxenNa, De FLores, BEaTRICE-JoaNNA, IsaBeLta (WoMEN BEwaRE WoMEN), Hip-

poLYTo, THE Duke, Livia, THE WARD, DiAPHANTA, FRAnciscus, ANTON 10-=ALL
ARE LUSTFUL. BUT THE GAME IS LOST, NOT WON, AND THE STAKES ARE THEIR
souLs.

ALTHOUGH THE STAKES ARE HIGH, THE CHARACTERS *REMAIN OBUECTS OF
DERISION BECAUSE THEY LOSE THEIR SOULS IN SUCH TRIVIAL PURSUITS. WHILE
THEY FANCY THEMSELVES AS GREAT INTELLECTS, THEY SEE THEMSELVES AND ONE
ANOTHER AS ANIMALS=--D0GS, SNAKES, PEACOCKS, HORSES, BASILISKS. ANp THE
WORLD CONTINUES AFTER THEIR DEATHS MUCH AS IT WAS BEFORE THEY STARTED
THEIR MACHINATIONS. THEIR LIVES HAVE BEEN BUT A MOMENTARY RIPPLE ON THE
SURFACE OF A RATHER STAGNANT POOL. AS SOON AS HENGIST CAN BE EXECUTED~--
Horsus, RoOxENA, AND VORTIGER HAVE ALREADY BEEN FORGOTTEN BY ALL BuUT HEN-
GIST, AND HE REALLY REMEMBERS ONLY HIS DAUGHTER=-AUREL 1US AND UTHER PEN-
DRAGON CAN SETTLE BACK TO RULING THE EGOCENTRIC AND FOOLISH GENTLEMEN,
LADIES, AND BURGHERS ALREADY SEEN IN THE PLAY. BEATRICE~JOANNA aND De
FLORES ARE IGNORED EVEN WHILE THE REST OF THE WORLD TRIPS OVER THEIR

BODIES. THE HOPE OF THE WORLD OF WOMEN BEWARE WOMEN 1S LEFT TO THE WIT-

LESS WARD, WHO HAS RUN AWAY, THE EQUALLY STUPID FABRICIO, THE INEFFECTUAL
CARDINAL, AND TWO WHO HAVE ALREADY FADED FROM VIEW, LEANTIO'S MOTHER AND

SORDIDO. THE MOVEMENT FROM PLAY TO PLAY INCREASES NOT ONLY THE SENSE OF
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s

TRIVIALITY BUT ALSO THE S£NSE OF FUTILITY. THERE SEEMS TO BE SOME POSSI-

BILITY OF RECOVERY IN HENG!IST IN THE PERSON OF CASTizZA AND IN THE CHANGE-

’

LING IN |SABELLA BUT NONE iN WOMEN BEWARE WOMEN.

EVEN THOUGH THERE IS A FURTHER DECAY OF THE WORLD FROM HENGIST

To THE CHANGELING AND.FROM THE CHANGELING TO WOMEN BEWARE WOMEN AND AL~

THOUGH THE STORIES WHICH MiDDLETON CHOSE FOR HIS TRAGIC PLOTS HAVE FEW
NARRATIVE SIMILARITIES EXCEPT MURDER, YET HE REPEATED IN THE LATER TwO
PLAYS MANf snrﬁArnons; |nkess, CHARACTER TYPES OR SPECIFIC CHARACTERIS-
TICS, AND VERBAL EXPRESSIONS. D;ATH BY VIOLENGE 1S A CONSTANT IN ALL
THREE PLAYS., EACH PLAY HAS A TEST TO DETERMINE THE QUALITY OF THE MAJOR
FEMALE CHARACTERS: ROXENA ESTABLISHES HER OWN VIRGINITY TEST} BEAlecE-
JOANNA CHEATS IN THE ONE USED BY ALSEMERO3}” THE WARD CHEATS HIMSELF BY
LOOKING FOR THE WRONG THINGS. BoTH ROXENA AND BIANCA WOULD TEACH THEIR
DAUGHTERS TO BE WHORES SO THAT THEY MIGHT ACHIEVE AS MUCH AS THEIR
MOTHERS HAVE. NONE OF THE LOVERS OBJECTS TO SHARING HIS WOMAN WITH HER
HUSBAND-=EXCEPT HORSUS AND THEN ONLY BRIEFLY. [N EACH PLAY THE EVIL OR
FOOLISH PEOPLE MAKE ERRORS IN JUDGIMG OTHERS BECAUSE THEY PROJVECT THEIR
OWN ATTITUDES UPON THEM. MIODLETON USES THE "PLAY WITHIN THE PLAY'! TECH-

NIQUE FOR BOTH A SYMBOLIC PURPOSE AND AN ACCELERATOR FOR THE ACTION: THE

DUMB-SHOWS OF HENGIST AND THE CHANGELING, THE "CHEATER AND THE CLOWN' OF

HENGI1ST, AND THE MASQUE OF WOMEN BEWARE WOMEN. SIMILARLY ALL THREE PLAYS

EMPLOY susPLst WHIGH ARE EITHER TOTALLY COMIC OR HAVE COMIC ELEMENTS.
OF THE SPECIFIC IMAGES THE MOST OFTEN REPEATED THROUGHOUT ALL THE PLAYS
ARE THOSE OF SIGHT AND BLINDNESS. THE MOST O0BVIOUS CHARACTER REPETITIONS
ARE THE MAN-WOMAN COMBINATIONS, HorRsus-Roxena, D& FLOREsS-BEATRICE-JOANNA,

THE Duke-Bianca, HIPPOLYTO-~!|SABELLA, ACCOMPANIED BY THEIR CUCKOLD LOVER=~
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HUSBAND, VORTiGER, ALSEMERO, LEANTI10, THE WARD. THE PRINCIPALS OF THE
COMIC ACTION ALSO HAVE MANY CHARACTERISTICS IN COMMON. FURTHER, THERE
ARE A FEW OF THE CHARACTERS WHO MOMENTARILY SHARE SOME QUALITIES WITH ONE
ANOTHER ALTHOUGH THEY MAY NOT BE EXACT PARALLELSi Horsus-DE FLORES-
Liviag- Livia=DiaPHANTA; CONSTANTIUS-CARDINAL, CASTAZA-I;ABELLA (CHANGE=

LING). FINALLY, ‘EVEN THE VERY WORDS THEMSELVES .ARE REPEATED: WillL,

JUDGMENT , BLOOD, HONOUR. EVEN THOUGH THIS DUPLICATION MAY NOT BELONG TO

HIS REDQPLICATION TECHNIQUE FOUND WITHIN EACH OF THE THREE TRAGEDIES, IT
DOES INDICATE ~THAT HE DID NOT THINK OF THE CHARACTERS AS INDIYIDUALSo
FURTHERMORE, NOT A SINULE ONE OF TH;SE ELEMENTS IS EXACTLY REPRODUCED IN
THE LATER PLAYS. THUs THE DUPL;CATIONS SEEM TO BE THE RESULTS dF QELIB-'
ERATE CHOICE NOT JUST LAZINESS.

THERE CERTAINLY 1S NO DOUBT ABOUT THE STRUCTURAL AND THEMATIC
INTENTION OF THE REDUPLICATION, ACHIEVED GENERALLY THRO&GH IRONIC JUXTA=-
POSITION, WITHIN EACH OF THE THREE TRAGEDIES. THE EXTENSIVE USE OF IRONY
KEEPS THE AUDIENCE AT SUCH A DISTANCE FROM THE CHARACTERS THAT IT CAN AN=-

ALYZE WITHOUT ADMIRING, LIKE A SCIENTIST WHO ANALYZES A MICROSCOPIC BUG.

e
v

By PARALLELING ONE SITUATION, ONE CHARACTERy ONE IMAGE W!TH ANOTHER THE
POET IS ABLE TO EXTEND THE BORDERS OF THE NARRATIVE LOCATION SO THAT IT
. oL
BECOMES THE WHOLE WORLDe. THE IRONIC PARALLEL IS A MEANS OF EMPHASIZING
DEFICIENCIES AND COMMENTING ON THEM FROM A GOD'S—-EYE POINT OF VIEW, WHICH
SEES THE PRETENTIONS OF MAN AS RIDICULOUS AND HIS INTERESTS AS INSIGNIFI=-
CANT.
FlNALLY, NO OTHER WRITER 1S QUITE SO FASCINATED BY THE COMPLETE=-

NESS OF MANKIND RESIDING IN A PERFECT MAN~-WOMAN COMBINATIONe. THE MAN AND

WOMAN ARE INDIVIDUALLY MORAL REPRESENTATIVES OF MEN AND WOMEN. BuT EVEN
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MORE IMPORTANTLY, THEY MAKE UP AN INDIVISIsLE UNIT. THE HlGHEST‘KIND OF
MORAL GOOD IS THIS UNION DIRECTED TOWARD GOOD. ALTHOUGH MIDDLETON DOES
PICTURE THE POS#IBILITY FOR INDIVIDUAL POTENTIAL REALIZED, HE SHOWS
MANKIND'S GREATEST TRAGEDY AS THE UNITY OF GREAT POTENTIAL NOT FOR GQOD

BUT FOR EVILy NOT FOR GREATNESS BUT FOR TRIiVIA,
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