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About the University

Rajiv Gandhi University (formerly Arunachal University) is a premier institution for higher education
in the state of Arunachal Pradesh and has completed twenty-five years of its existence. Late Smt.
Indira Gandhi, the then Prime Minister of India, laid the foundation stone of the university on 4th
February, 1984 at Rono Hills, where the present campus is located.

Ever since its inception, the university has been trying to achieve excellence and fulfill the
objectives as envisaged in the University Act. The university received academic recognition
under Section 2(f) from the University Grants Commission on 28th March, 1985 and started
functioning from 1st April, 1985. It got financial recognition under section 12-B of the UGC on 25th
March, 1994. Since then Rajiv Gandhi University, (then Arunachal University) has carved a niche
for itself in the educational scenario of the country following its selection as a University with
potential for excellence by a high-level expert committee of the University Grants Commission
from among universities in India.

The University was converted into a Central University with effect from 9th April, 2007 as per
notification of the Ministry of Human Resource Development, Government of India.

The University is located atop Rono Hills on a picturesque tableland of 302 acres
overlooking the river Dikrong. Itis 6.5 km from the National Highway 52-Aand 25 km from
Itanagar, the State capital. The campus is linked with the National Highway by the Dikrong bridge.

The teaching and research programmes of the University are designed with a view to play a
positive role in the socio-economic and cultural development of the State. The University offers
Undergraduate, Post- graduate, M.Phil and Ph.D. programmes. The Department of Education
also offers the B.Ed. programme.

There are fifteen colleges affiliated to the University. The University has been extending
educational facilities to students from the neighbouring states, particularly Assam. The strength
of students in different departments of the University and in affiliated colleges has been steadily
increasing.

The faculty members have been actively engaged in research activities with financial
support from UGC and other funding agencies. Since inception, a number of proposals on
research projects have been sanctioned by various funding agencies to the University. Various
departments have organized numerous seminars, workshops and conferences. Many faculty
members have participated in national and international conferences and seminars held within the
countryand abroad. Eminent scholars and distinguished personalities have visited the University
and delivered lectures on various disciplines.

The academic year 2000-2001 was a year of consolidation for the University. The switch
over from the annual to the semester system took off smoothly and the performance of the
students registered a marked improvement. Various syllabi designed by Boards of Post-graduate
Studies (BPGS) have been implemented. VSAT facility installed by the ERNET India, New Delhi
under the UGC-Infonet program, provides Internet access.

In spite of infrastructural constraints, the University has been maintaining its academic
excellence. The University has strictly adhered to the academic calendar, conducted the
examinations and declared the results on time. The students from the University have found



placements not only in State and Central Government Services, but also in various institutions,
industries and organizations. Many students have emerged successful in the National Eligibility
Test (NET).

Since inception, the University has made significant progress in teaching, research, innovations
in curriculum development and developing infrastructure.



About IDE

The formal system of higher education in our country is facing the problems of access, limitation of
seats, lack of facilities and infrastructure. Academicians from various disciplines opine that it is
learning which is more important and not the channel of education. The education through
distance mode is an alternative mode of imparting instruction to overcome the problems of
access, infrastructure and socio-economic barriers. This will meet the demand for qualitative
higher education of millions of people who cannot get admission in the regular system and wish to
pursue their education. It also helps interested employed and unemployed men and women to
continue with their higher education. Distance education is a distinct approach to impart education
to learners who remained away in the space and/or time from the teachers and teaching
institutions on account of economic, social and other considerations. Our main aim is to provide
higher education opportunities to those who are unable to join regular academic and vocational
education programmes in the affiliated colleges of the University and make higher education
reach to the doorsteps in rural and geographically remote areas of Arunachal Pradesh in particular
and North-eastern part of India in general. In 2008, the Centre for Distance Education has been
renamed as “Institute of Distance Education (IDE).”

Continuing the endeavor to expand the learning opportunities for distant learners, IDE has
introduced Post Graduate Courses in 5 subjects (Education, English, Hindi, History and Political
Science) from the Academic Session 2013-14.

The Institute of Distance Education is housed in the Physical Sciences Faculty Building (first
floor) next to the University Library. The University campus is 6 kms from NERIST point on
National Highway 52A. The University buses ply to NERIST point regularly.

Outstanding Features of Institute of Distance Education:

() At Par with Regular Mode

Eligibility requirements, curricular content, mode of examination and the award of degrees
are on par with the colleges affiliated to the Rajiv Gandhi University and the
Department(s) of the University.

(i) Self-Instructional Study Material (SISM)

The students are provided SISM prepared by the Institute and approved by Distance
Education Council (DEC), New Delhi. This will be provided at the time of admission at the
IDE or its Study Centres. SISM is provided only in English except Hindi subject.

(iii) Contact and Counselling Programme (CCP)
The course curriculum of every programme involves counselling in the form of personal
contact programme of duration of approximately 7-15 days. The CCP shall not be compulsory
for BA. However for professional courses and MA the attendance in CCP will be mandatory.
(iv) Field Training and Project
For professional course(s) there shall be provision of field training and project writing in

the concerned subject.

(v) Medium of Instruction and Examination



(vi)

The medium of instruction and examination will be English for all the subjects except for
those subjects where the learners will need to write in the respective languages.

Subject/Counselling Coordinators

For developing study material, the IDE appoints subject coordinators from within and outside
the University. In order to run the PCCP effectively Counselling Coordinators are engaged
from the Departments of the University, The Counselling-Coordinators do necessary
coordination for involving resource persons in contact and counselling programme and
assignment evaluation. The learners can also contact them for clarifying their difficulties
in then respective subjects.
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UNIT 1 ENGLISH DRAMA: THE
ELIZABETHAN PERIOD TO
THE MODERN WORLD
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113 Answers o "Check Your Progress’
114 Questions and Exercises
1.15 Further Reading

.0 INTRODUCTION

e Elizabethan age refers to the reign of Queen Elizabeth of England. who ruled from
1558 to 1603. The genre of drama thnved during her reign. This was because the s pirit
of the Renaissance in the fourteenth and fifteenth centuries had given birth to a rich and
Jaried literature in Europe, There was a general interest among the public in reading
ibout real life situations and an inquisitive curiosity in the personal experiences of individuals
sther than themselves, Drama was the only medium which combined the brilliance of
soetry with the thrill and passion of real life situations. It was fused with the exuberan
mnergy that characterized the Elizabethan Age. The reign of Queen Elizabeth saw
enowned playwrights such as Christopher Marlowe and Ben Jonson. Howe ver,
indoubtedly, the master playwright of the Elizabethan Age was William Shakespeare,
Whether it was his ragedies, c_um-:dil:s or his historical plays, few authors have heen
ible to match Shakespeare’s universal appeal and his lyrical prose. Shakespeare’s plays
sontinue to be performed and enjoyed today with as much gusio as they were wh&.n
ey were written in the late sixteenth and early seventeenth centuries for asmall repertory
heatre, :
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Given these facts, drama in the Modern age underwent several changes. ".I'hal
which was fit for the Elizabethans was no longer appealing to the audience oI'd.Ic twentieth-
century. Playwrights no longer looked to the classics for inspiration or design. Instead,
the focus was on trying to grasp the changes that marked the twentieth century. Advances
made in the field of technology were prominent in contributing greatly to the ever

& ere interested in the loss or the memory of
the Golden Age of literature. Hercules and King Arthur were replaced by modem hcrOC_S
eal was not their daemonic stature but their
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Alfter going through this uni, you will be able 1o,

® Discuss the essence of Elizabethyy dramg
* Explain Shakespearean tragady

* Describe the different genres

* Identify the different com
* Discuss theatre in Shakes
* Explain various forms of Modern theatre

® Critique drama as 5 performing ar

* Interpret drama a5 4 tool for social Citicism
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drama reflects the national sensibility and intellect as no form of art has done at any
other time.

The literature of the Elizabethan pericd is evidently the product of sociely more
complex and subject to a far wider range of influences than that of the Chaucerian or
0ld English period. It is therefore difficult to analyze all of its aspects in its entirery,
hecause life during this period had become multifaceted. The underlving sentiment and
a direct result of the Reformation movement was the perception of the personal
answerability of the individual soul to God. The implicit value system of the Renaissance
supported that the world is a beautiful place and that sensuous enjovment of the beautiful
is a rational and commendable act. In contrast, the doctrine of the Church stated that a
consecrated and authorized priesthood stood between man and the Maker; and the ideal
of medieval society was the man who repressed his passions and even his natural instincts,
and spent his life in self-denial of innocent enjoyment and ‘subdued the flesh’ by ohserving
fasts and indulging in self-inflicted wriures. These divergent standpoints imply aprofound
conflict of views. However, during the Elizabethan age, the Renaissance ideals had
begun o perforate down to the masses. The triumph of Renaissance ideals was
accompanied by an intellectual excitement which became the source of energy and life
for literature.

The drama of the period is written in the representative form, and in many of the
plays, the interest lingers not so much on the plot or story as in the representation of
human will in vigorous action. The characters are, in many cases, profoundly comnceived
as aclive agents, sometimes of exaggerated will and energy. This is in response to the
theory of the dignity and self-sufficiency of the individual soul which characterized the
Puritan belief system. Again, the love of luxurious ornamentation and variety which
marked the Renaissance art can also be observed in many of the Elizabethan dramas,

The position and value of classical literature also underwent a major change as
the Okl English period passed into the Elizabethan Age. The classic authors came 1o he
read far more than in the former period, since the arrival of the printing press made
these works accessible to all, and classical literature became known to a far larger
number of people. The old sense of the picturesque of social life resulting from the
contrasted orders of society remained, but men were conscious of living in a growing
and expanding world, both materially and intellectually, and did not fear to invent new
forms of expression. Chaucer had imported ltalian stanzas, but the Elizabethan lyricists
did not hesitate to invent a hundred new song forms, not initiative, but based on a natrg]
perception of the music of words,

Elizabethan literature is so extensive and the period was marked by so great an
advancement that specimens of many different types are present in it. Also, we can
surely say that its thoughts rest on a broader and profound philosophy and its form is
more varied, and the mental tone it expresses is more vigorous, than those found in any
other epoch. To quote Andrew Sanders, the author of The Short Otxford History of
English Literature, 'Inthe late sixteenth-century London. however, suburhan thestres,
outside the control of less than sympathetic City magistrates, had begun 1o establish
themselves as an essential, and internationally acknowledged part of popular metropolitan
culture. They were visited and deseribed and sketched by European visitors; companies
of English actors were, in wrn, to perform plays on the Continent. Such prestige, ever if
qualified by incomprehension of the English linguage as a medium,
flourish and flexibility of the public theatres and theatre COMmpanie
century London.

15 testimony 1o {he
s of late sixteenth-
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1.3 SHAKESPEAREAN TRAGEDY

One can simply describe ‘tragedy” as a play with an unhappy ending. The word 'U‘QEJ;]dzf

has its origin in Greek ‘tragodia’, meaning “goat song’, which accompanied the ritu

offering goats to Dioaysus, the Greek god of vineyards and wine. The genre of tragedy

is rooted in the Greek dramas of Aeschylus, Euripides and Sophocles who had written

their epoch-making works Oresteia and Prometheys Bound, Medea and The Trojan
Women and Oedipus Rex and Antigone respectively, One of the earliest works of
. ficism, the Greek P
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Bradley also writes that ‘tragedy with Shakespeare is eoncerned always with
persons of high degree: often with kings or princes: if not, with leaders in the state like
Coriolanus, Brutus, Antony; &t the least, as in Romeo and Juliet, with members of great
houwses, whose quarrels are of public moment.’ Shakespeare’s conception of tragedy is
medieval. Unlike the modemns, he is not concerned with the fate of the common man,
their sorrows and sufferings, The exalted personages suffer greatly: thus Hamlet’s soul
is torn within. Their suffering is contrasted with their previous happiness, The hero is
such an important personality that his fall affects the welfare of a whole nation or
empire, and when he falls suddenly from the height of earthly greatness to the dust, his
fall produces a sense of the powerlessness of man and omnipotence of fate. This is one
of the ways in which the playwright introduces an element of universality in his ragedies,

The tragic hero is not only a person of high degree but he also has an exceptional
nature. He has some passion which attains in him a terrible force. He has a marked one-
sidedness, a strong tendency to act in a particular way. They are all driven in one direction
by some peculiar interest, object, passion or habit of mind. Bradley refers to this trait as
the ‘tragic flaw.” Thus, Macheth has *vaulting ambition”, Hamlet "noble inaction’, Othello
‘credulity and rashness in action”, and Lear ‘the folly of old age’.

Orwing 1o the fault of his character, the tragic hero falls from greamess. He errs,
and his ermor - joining with other causes - brings ruin on him. In other words, the action
issues out of his character, Tt is in this sense that the statement "Character is Destiny” is
true of a Shakespearean tragedy. The character of the hero is responsible for his actions
and from this point of view Shakespeare’s tragic heroes appear 1o be shaping their own
destiny. As Bradley says, *“The calamities and catastrophe follow inevitably from the
deeds of man, and the main source of these deeds is character.”

The tragic hero, no doubt, has the particular flaw which spells his doom, but
otherwise he is an admirable character — a genius, a great warrior, or an honest and
virtuous person. But this exceptional human being suffers and is wasted, Hence it is that
a Shakespearean tragedy leaves behind a very strong impression of waste, At the close
of the tragedy the evil is expelled, but at the cost of much that is good and admirable.
There is no tragedy in the expulsion of evil; the tragedy is that it involves the waste of
good. As Bradley puts it, “The hero may die, but that is not the real tragedy, for man is
mortal and death is unavoidable. The real tragedy is that so much good and nobility is

wasted.”

Although, character is destiny in Shakespeare, his tragedics are not mere tragedies

of character, but, ‘tragedies of character and destiny’. There is a tragic relationship
between the hero and his environment. Fate places him in just those circumstances and

situations with which he is incapable of dealing. In Hamler, swift action would have

* saved the situation, but the hero is given to brooding thoughts and noble inaction. In other
" words, the flaw in the character of the hero proves fatal for him only in the peculiar

circumstances in which cruel destiny has placed him. As a matter of fact, the

. characteristic deeds of the hero issuing from his character are influenced and complicated

by some additional factors, the first being an abnormal condition of the mind, There is

' some abnormal condition of mind, such as insanity or an excitable imagination resulting

in hallucinations which affect the hero. Thus, King Lear suffers from insanity, Macheth
has hallucinations, and Lady Macbeth walks in her skeep. Such abnmmﬂtymmigm
deeds of any dramatic importance, though it may influence the course of action and
precipitate the fall of the hero.
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on and distinct form to the working of the hero’s |
mind. The ghost in Hamlet results from suspicion already present in his mind, But its |
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Shakespeare was during this period revising old plays, working in collaboration English Drama: The
with other playwrights or imitating other models. Lyly inspired him to write the ~ Sebhen Period io he
social play Love 'y Labour Lost. The plays such as Comedy of Errors, The Two "
Gentlemen of Verona, A Midsummer Night's Dream, and Romee and Julier

belong to this period. The treatment of life in these plays is superficial: there is MNOTES

little depth of thought and characterization. Rhyme predominates and the blank
wverse is stiff, The plays are full of puns, conceits and other affectations. Richard
411, his only historical experiment in this period, resembles Marlowe's Tamburlaine
the Great and Doctor Faustus. Shekespeare demonstrated great originality in
his comedies from the very beginning and his comedies are singular and unigue,
As the playwright Ben Johnson has remarked, ‘Shakespeare’s tragedy seems to
be skill, his comedy to be instinet,” There is something original and fresh even in
his earliest comedies. They show his dexterity, delight in beauty and a quick wit.

(b) The Second Period (1594-1600): This is the period of Shakespeare's fine
comedies and history plays. It is the period when he became a man of the world,
for he now came in contact with the concerns and affairs of the real world. His
early plays are slight or fanciful: now his imagination began to lay hold of real life.
He took up the subject matter of history. The compression of the large and rough
matter of history into a dramatic form demanded vigorous exercise of his
imagination. The fact that he was dealing with reality and a close interaction with
the public sphere taught him the nature of the real world. In Henry IV, he shows
how a man may succeed in attaining a practical mastery of the world. Henry Vis
a national anthem in five acts, but Henry IV is far richer in humour and
psychological power. It is in this play that we find the immortal character of
Falstaff. The Merchant of Venice 15 unparalleled in plot-construction and
characterization. It has a sombre background of tragic irony relived by the charm
of romantic love. Much Ado abowt Nothing is on a higher plane of wit, while in
As You Like [t and Twelfth Nighe, there is a wonderful blend of humour and
romance. Shakespeare's work becomes original and independent and shows the
development of his power and technical skill, Characterization and humour become
deep and psychological in his plays. Thought and language are perfiectly balanced.
Rhwme gives way to free and flexible blank verse. It was the time when he was
prospering and accumulating the fortune on which he meant to retire as a country
gentleman. This is the period of his joyous comedies and the reorientation of
English history through Shakespeare's eyes.

(c) The Third Period (1600-1608): There came a strange turn 'II_'I Shakespeare’s
life around the year 1600, It was the period when his heart was ill at ease and he
seemed neither to be content with the world nor his own conscience. Several
misfortunes overtook him at this ime. His father died in debt and poverty. He lost
his brother and his only son. His patron and benefactor, Earl of Southampton, was
imprisoned for political intrigue, and a *black-eyed and pale-faced lady’, probably
Mary Fitton - the dark lady of the sonnets - disillusioned him by her inconstancy
and depravity. He had emptied upon her the passionate devotion of his nature
only to find her capricious and inconstant. Romeo is stabbed by a “white wench's
black eye’. Biron falls in love with a whitely wanton, but Shakespeare now produces
his astounding Cleopatra, with her hrnimvmufnmds*husmmmsuamy
and yet compelling powers. It is definite that Shakespeare at this slage passed
through a moral crisis. It is in the obscure confessions of the sonnets that we find
the key which unlocks the dramatist’s mental sufferings. The memories of hours
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dramatist or the other. His greatness lies in combining all these elements. and in
possessing equal command over diverse material. Like Lyly or Marlowe or Kyd,
he didd not adopt a distinet manner. His flexibility is marvellous. In every type of
play — comedy, tragedy, national history, romantic and fairy plays — he is supreme.
There is diversity even within these types. Shakespeare is as much at home in a
comedy of wits like Love's Labours Lost as in a comedy of fantasy like 4

Midsumer Night's Dream or a comedy of romance like Tivelfih Night or a
farce of the classical type like The Comedy of Errors. Shakespeare is never
found twice at the same point. He shows equal aptitude for the tragic and the
comic, the sentimental and the burlesque, lyrical fantasy and character-study,
portraits of men and women, of kings and clowns. No other dramatist possesses

such diverse gifts or has given such various and colourful scenes of life,

. Shakespeare's plot-construction: Plot is the soul of drama, and character
comes next, thought Aristotle. But this classical doctrine was found to be inadequate
in the Renaissance, because the matier which the playwrights took usually came
from storybooks of romance. Romantic drama swayed the public mind and swept
away all limitations of the classical drama, Tragedy was mingled with comedy;
scenes were multiplied, with long intervals between scenes; the unity of place
was disreganded: in fact the whole story was sought 1o be represented on the
stage. The Romantic drama was based on complex plots. In Shakespeare’s plays
also, there are two or three or four plots running together. Shakespeare’s supreme
skill lies in weaving these different plots into a harmonious design, He did not tie
himselt down to any theory, His first concern was to acquire a story, He kept to
the old road, and sought first for the story. When we compare his plays with the
ill-shaped and ill-constructed romances or novellas, we realize his magnificent
skill in plot-construction. He rendered the English drama a new form. NMone of hig
predecessors was a dramatic artist, Shakespeare’s plots are perfect in their own
wity — they have a good beginning, a good middle and a good end. Shakespeare
did et invent stories. He wook up popular stories, and by his dramatic genjns
transformed them into great drama. He shaped a bare outline of a story by clever
manipulation of plot and subplot, and produced dramatic effect, by interweaving
plot and character, by recreating original characters, by giving life-like impassioned
dialogues, and by such qualities as humour, pathos, passion and poetry. He starls
every dramatic story with a conflict. *“No conflict, no drama’ seems 1o be his
axiom. All his plots possess the Initial Exposition, the Rising Action or Complication,
the Climax or the Tuming Point, the Falling Action or Denouement and the
Conclusion or Catastrophe in which the conflict is brought to a close. His compact
plot-construction is revealed in the opening scenes of the plays themselves, which
strike the keynote of the dramas. In addition to a elever plat-construction,
Shakespeare, like a romantic artist, has also produced some immaonal individual
scencs that are imprinted on the mind, like the sleepwalking scene in Macbeth or
the trial scene in The Merchant of Venice or the Falstaff scenes in Henry fv
(Part 1}, or the Deposition scene in Richard If or the Dogberry and Verges®
scenes in Much Ade Abour Nothing or the scene in The Tempest in which
Ferdinand carries logs of wood for Miranda's sake.

- Shakespeare’s characterization: Shakespeare reversed the ideal of Aristotle,
The plot held the first place for the classical dramatists, and characterization held
the secondary place — ‘Tr_mgcdy canit subsist without Action, without character
it may.” Shakespeare shifted the centre of gravitation from plot 1o charagter
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longer his theme. But he keeps intact the glory of old Roman heroes — Brutus,
Tulius Caesar, Coriolanus, Antony, and Cleopatra. There is little historical realism
in his plays and little of local colour. But his study of human nature was so deep
and so true that his work can be said to have given the human side of history. The
historical drama reaches its apotheosis with Shakespeare. Janson alone among
his contemporaries knew history, but his knowledge was 50 exact that he was
preaccupied with the painting of curious customs and manners of the past. He did
not possess the breadth and epic depth of Shakespesare.

5. Shakespeare’s empiricism
(a) Scenic setting = Shakespeare’s greamess lies in the fact that he took the

)

actual conditions of the theatre into account and did not base his plays on
abstract theoties. He was aware of the poverty of the scenery and of the
birutal taste of the groundlings, who were “capable of nothing but inexplicable

_ durnb-shows and noise’. He was annoyed by the misuse of clowns, who

o

interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, *not to
saw the air top much with your hand® or 'tear a passion to tatters, to very
rags’. Yet Shakespeare did not look down upon stage conditions. He did not
return to classical simplicity that would soon have emptied the theatres. He
lacked scenery, but he depended on his spectators’ imagination, and on his
own poetic powers, and supplied the scenery that was lacking on the stage
in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath, Hamlet waits for the ghost on the platform at Elsinore.
Mowhere else is there more picturesque description of scenes than in
Shakespeare's plays.

The clown or fool figure — Shakespeare’s empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptuously rejecting the
fool, Shakespeare undertook his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long as be spoke “no more than is set down’,
Shakespeare makes the fool a king of popular philosopher wha says many
putit, “That, of course, is the great secret of the successful fool — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, only the Fool
eriticizes King Lear. He s wise enough to perceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear forhe:ing 'fﬂﬁﬁhriﬂ his treatment Ufhis )'Uungexl daumr The fool
takes various forms in Shakespeare’s plays, Sometimes he is a craftsm
like Botom, the weaver; sometimes he i apdiccmm[hghewwm
Verges, It is a sign of Shakespeare’s tolerance and sweet humanity that he
transforms the fool and makes him indispensabile for the play in which he is
introduced.

(€) The plots — Shakespearc’s eMPIACism is also evident by the fact that he did

not labour to invent his plots. He preferred subjects which had been tried by

others, He usually borrowed from storybooks and romances. All his plays
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brutal taste of the groundlings, who were *capable of nothing but inexplicable
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interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, ‘not to
eaw the air too much with your hand’ or ‘tear a passion to tatters, to very
rags”. Yet Shakespeare did not look down upon stage conditions. He did not
return to classical simplicity that would soon have emptied the theatres. He
lacked scenery, but he depended on his spectators’ imagination, and on his
own poetic powers, and supplied the scenery that was lacking on the stage
in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath, Hamlet waits for the ghost on the platform at Elsinore,
Nowhere else is there more picturesque description of scenes than in
Shakespeare's plays. ]

The clown or fool figure — Shakespeare's empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptucusly rejecting the
fool, Shakespeare undertock his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long s be spoke “no more than is set down'.
Shakespeare makes the fool a king of popular philosopher who says many
wise and practical things in the garb of stupidity. As the novelist Isaac Asimov
putit, “That, of course, is the great secret of the successful fog] — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, anly the Fool
eritcizes King Lear. Heis wise cnough toperceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear for being ‘footish' in his treatment of his youngest daughter. The fool
takes varfous forms in ShHJ{E.S[?caII:'E Plays. Sometimes he is a craft

like Bottom, the weaver; Somelimes he is a policeman like Dogberry o like
Verges. Itis asignofSh&kespﬂlI“-"ls “?Ber;mc:g and sweet humanity that he
transforms the fool and makes him indispensable for the play in which he is
introduced.

(¢} The plots — Shakespeare's empiricism is also evident by the fact that he did

not labour to invent his plots. He preferred subjects which had been tried by -
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Julius Caesar, Coriolanus, Antony, and Cleopatra. There is litthe historical realism
in his plays and little of local colour. But his study of human nature was so deep
and so true that his work can be said to have given the human side of history. The
historical drama reaches its apotheosis with Shakespeare. Jonson alone among
his contemporaries knew history, but his knowledge was so exact that he was
preoccupied with the painting of curious customs and manners of the past. He did
not possess the breadih and epic depth of Shakespeare.
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interrupted and held up the most pathetic scenes with ill-timed fooling. He
was pained by the declamations of tragic actors, whom he advises, ‘not to
saw the air too much with your hand' or ‘tear a passion to tatters, to very
rags". Yet Shakespeare did not look down upon stage conditions. He did not
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in the text. He made the Capulet’s ball room, the moonlit balcony or the
tomb in which Juliet lay before she died more real and immortal than these
would have been by stage-setting. The trees of the Forest of Arden droop
and rustle about Rosalind. The storm blows upon the dishevelled Lear on
the deserted heath. Hamlet waits for the ghost on the platform at Elsinore.
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Shakespeare's plays. N

The clown or fool figure — Shakespeare’s empiricism is revealed in his
treatment of the clown or the fool. Instead of contemptuously rejecting the
fool, Shakespeare undertook his instruction and changed a necessary evil
into good. Shakespeare allowed the fool figure to appear in his comedies
and even in his tragedies so long as be spoke *no more than is set down'.
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put it, “That, of course, is the great secret of the successful fool — that he is
no fool at all.” One of the most famous fool characters in Shakespeare is the
“Fool' in King Lear. Among all the characters in King Lear, anly the Fool
eriticizes King Lear. He is wise enough to petceive the wrongs being done
to Cordelia and throughout his appearance in the play reproaches his master
Lear for being ‘foolish” in his treatment of his youngest daughter. The fool
takes various forms in Shakespeare's plays. Sometimes he is a craftsman
like Bottom, the wedver, sometimes he is a policeman like Dogberry o like
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. State the different elements of Elizabethan theatre.

. What was the underlying sentiment of the age? NOTES
. Describe the essence of Elizabethan drama.

. What is A.C. Bradley conclusion of Shakespearean iragedy?
. Give the chief characteristics of a tragic hero,

. Comment on Shakespeare's ploi construction,

. How is Shakespeare's empiricism revealed in the treatment of the clown or
the foal?

=1 & oLh o R ==

1.5 GENRES

1.5.1 Tragedy

One can simply describe “tragedy” as a play with an unhappy ending. The word *ragedy’
has its origin in Greek ‘tragodia’, meaning *goat sang’, which accompanied the ritual of
offering goats to Dionysus, the god of vineyards and wine. According to the philosopher
Hegel, the protagonist of a tragedy is someone who is caught in a “collision of equally
justified ethical aims.” Though over the years it has changed its mode of presentation,
during the Greek period tragedy mostly centered around the fall of a man of great -
fortune and stafus because of divine intervention of destiny, which was imeversible, |

Aristotle in Poetics

Aristotle’s main intent in his treatise Poetics was answering Plato’s argument that poetry
inflames the passions and weakens the moral fibre of man. Plate's in his work Republic |
had stated that all art is an imitation of the real world; for Plato, this imitation —calleq
mimesis — will always be subordinate and inferior to the real world, Plaig's theory of
mimesis then was mechanical. On the other hand, Aristotle’s theory of mimesis was far
meore creative, For Aristotle, art may be mimetic but this is not necessarily a had thing
Imitation is natural to humans as it helps us to learm, In his Foetics, Aristotle staw:i
tragedy is ‘the imitation of an action that is serious, complete, and of certain magnitude;
in language embellished with each of artistic oraments. ..in the form of action. ot of
narrative; with incidents arousing pity and fear, wherewith to accomplish its calh.;:sis of
such emotions.’ Thus, tragedy is the imitation of certain kinds of people and actions
Unlike Plato, Aristotle believed that tragedy can be a form of education at ons.
moral insight and fosters emotional growth. provides

In chapter 4 of Peetics, Aristotle discusses the origin and
poangﬁﬁsmuemantdramalj;:pm&y, ﬁﬂmrding 10 Arist
(i) Plot (human experience/action)
(i) Character
(iii) ‘Thought (intellectual qualities)
(iv) Diction

development of poetry. By
otle, tragedy has six parts:
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*(v) Melody (means of imitation)
(vi) Spectacle (mode of imitation by which the story is presented on stage)
- (vii) “Katharsis®, also written as catharsis (essentially meaning purification through
pity and fear)
‘Aristotle believed that the plot is the *life and source of tragedy’. In Poeticy, he continues

with a detailed description of plot till Chapier 18. According to Aristotle, an ideal plot is

i - in the middje of iy L O 10 put it another
wagitmmtremrwﬂwa:ﬁommum i things, oe Lo put it an

o) mid-career of the hero / protagonist, The
:'& ofthe ?m“b‘wf““l’m?-ﬁnmiddle must follow tothe

well-proportoned, Aristotle means hshmu";j?"d" Should be ‘well-proportioned”, By

BInning, risj 1o, and
m“"’-'ilhlhthudyofg g action,

The historian deals with fixed face of . »
ﬁshﬁﬂ&umtnfmﬂd}em He has notin

truth the i
A " m:‘plm . K - Poet armives at, The
Th:ll‘uhu:ebutlhﬁfﬁdslndm\efhaﬁmuf o Ais ™Might aim at forerelling
A historian trigs 1 teach; whil Pleasure that eithe
. oeach; _hmmusmmw ety O lragedy offes.
SUPLLIOn 1o the hig ian, Please ap he same time; thus,

Y- mu]wihmscmemmww
; . y Vid OMEs unj =
Mmmaﬁi?m“nnﬁ_ 'TlEPlltlisa k1] L'bntr.::tt 10 the umﬂﬂ:mﬁfw

lﬂ'landﬂﬁgnmha“ﬂﬂsmwer E'Ecre_mm“

0 ﬂfPﬂe!ff.t Arg
Stotle Lo tot]
asimple Plot i5 linegr € dea

5 with s le
el pl Lcan anje; e 24 complex. plts. For
p mﬂndﬂmngmmdire:tiunw ©nd Whereag in a complex plot

his imagination



Aristotle says that the plot of a ragedy entails the following aspects: mﬂrﬂm mr .’J"H:
buetran ta

(i) Peripetia (reversal) : Modern World
{ii) Anagnorisis (recognition/ discovery)
(i) Suffering NOTES

{iv) Movement (from ignorance to knowledge about self)
In chapter 12, Aristotle deals with different parts of tragedy:

= Prologue

* Episode - organic unity of drama would depend on episode

 Exode - exode is the part of tragedy which has no choric song afier it, There is a

reciprocal relationship between part (I- IV) and the whole

* Chorus - divided into parode and stasimon
Parode is the entire part of the tragedy which is to be enacted or followed; and is to be
begun with 2 song. Stasimon is a choric ode.
Chapter 14 of Poetics emphasises spectacle - lgnorance to knowledge and knowledge
toignorance. Recognition can be done in following ways:

(i) Birth
{ii) Memory
(i) Reason
Tragedy after Aristotle

The medieval period saw tragedy being defined by the fall of a man of great stature
from grace becanse of a reversal of fortune. Tragedy in the medieval period started
underlining human follies, thus becoming didactic. With the emergence of the Elizabethan
age two prominent changes took place, Death was used as a device to bring in the
ultimate tragic end for the protagonist and adversity started being associated with the
original sin and moral ethics. Unlike Aristotle’s concept of a tragedy having unity of time
and place, Elizabethan tragedy compressed time and jumped from location to location
for different scenes. The greatest of all Elizabethan tragic playwrights was William
Shakespeare. His tragic plays include King Lear, Hamlet and Macbeth,

Tragedy in the modern era deviated from ils predecessor in a major way by
portraying its protagonist as a common man, unlike the earlier ages when the onist
had to be a man of great fortune. But conceptually, tragedy i““*mﬂdmcmplm“mgamtd
the same because it narrated the story of a man who is unable to attain his desires for
various reasons despite his best attempts. An example of a modery tragedy is

Miller's Death of a Salesman. Arthur

Ancient Tragedies

The earliest Greek tragedies were conducted for the god Dj .
cansisted of the presentation of four successive pla onysus. The celebration

; i ¥ - three tragedies and one comedy.
EﬂchstoF}' had its roots in the m?rths.and Ifh.e tragedies ended in cutasl:rz;e t‘orui
protagonists. The most famous ancient ragedies are probably Aeschylus’ Oresteia trilogy,
Sophocles’ Qedipus Rex. and Trojan Women by Euripides,

Renaissance and Later Tragedy

Roman dramas Mﬁd as the archetype for such Renaissance dramas as Christopher
Marlowe's Tamburlaine (1587) and Thomas Kyd's The Spanish Tragedy (1594). The
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i i i i ish. Plays like
hTra iz often considered as the first revenge tragedy in English

?‘ﬁﬂ;&hfﬁﬂﬂ and The Spanish Tragedy in tum were the models for the great

tragedies of the period including Marlowe's Dy Faustus, Shakespeare's Ohello,

Macbeth, Hamei, and King Lear (1600-1607) and John Webster's The Duchess of
Malfi (1614).

Moral, Domestic, and Political Tragedy

The tragic happenings of the ordinary man and woman were also the subject
matter for later ages. George Lillo's London Merchant (1731) is 5 domestic tragedy.
Georg Buchner Danton’s Death (1835) is a0 example of a politiea] tragedy. Henrik
Ibsen’s Doll's House (1879) is 5 domestic tragedy and his 4 Enemy of the People
(1882) is a political tragedy.

Twentieth-Century Tragedy

mmﬂmmmumsw two world wars, which resulted in fragmented fives
became the subj;ct miatter of cq tragedies which expregsaq itself in works
of Eugene O Neil's Mourning Becomes Flecirg (1931) and Long Dy
Nighe (1956) and Bertolt Brecht’s Mother Courgge (1941}, In each of these warks the
prolagonist is, as always, defeated by OPpasing forces such g

family, ambition and jealousy: '
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four human types: phlegmatic, melancholic, choleric and sanguine. Ben Jonson's

Every Man in his Humour (1598) is based on this theory of humours.

Comedy of Tdeas: Mostly associated with the plays which discuss existing ideas

and notions from a critical perspective but in a subtle and humorous way. For

example, George Bernard Shaw's Arms and the Man (1894), Devil 5 Disciple

(1897), Man and Superman (1903), Pygmalion (1913), and 5. Jean (1923).

Comedy of Intrigue: This form took its birth in Spain before moving into the

English theatrical scene. In this kind of comedy, the plot is more important than

the characters. The detailed plot and the various surprises and planning that are

intertaced in the play are of vital significance. For example, Ben Jonson's Epicoene,

Middleton's A Trick to Catch the Old One, and Shaw's You Never Can Tell,

s Comedy of Manners: This kind of comedy gained prominence during the
Restoration period in England; that is why it is also known as Restoration Comedy.
These plays mostly dealt with the life of the aristocrats and the rich and their
amorous pursuits. The comedy resulted not from any lack of ethics but from
some aberration in intelligence and behaviour. An example of a restoration comedy
would be Wycherley's The Country Wife.

s Comedy of Morals: This rype of comedy is based on satire. It tries to rectify
negative human traits such as pride, hypocrisy and discrimination by highlighting
them through stories. For example, Moliere's Tartuffe (1664) is often considered
acomedy of morals.

High Comedy: High comedy is serious in nature and appeals to the intellect.
The laughter invoked 15 a result of ideas that are appealing to the mind, Tt talks
ahout the Inconsistencies of human nanre and displays the follies hidden behind
social manners. George Meredith reiterates in The Idea of Comedy that the
laughter aroused in High Comedy is due to intellectual triggering. The term can
be applied to works of Congreve, some Shakespearian plays such as As You Like
It and to the comedies of George Bernard Shaw,

» Low Comedy: Low comedy is also known as “clemental comedy’. It is not
serious, subtle or intellectually appealing. Some commeon characteristics of this
type of comedy are argumenis, ducls, noisy singing, rowdy behaviour, taf) talking
burlesque, trickery, buffoonery, clownishness, drunkenness, coarse jesting an p
low puns. Some exarnples from Shakespeare would include the porter scene in
Macheh, the Launcelot scene in As You Like It, the Trinculo-Stephano-Caliban
scene in The Tempest and the famous Falstaff scenes in King Henry the Fourth

The Evolution of Comedy

Dramatic Comedy grew out of the rowdy choruses and diajg ility £
associated with Greek god Dionysus. The Old Comedy of mf:;‘g:;;iﬂ;ﬂ;:
of flexibly linked scenes that had either or both chorus and individual characters. In
these scenes a specific situation was analysed and presenied through various means hk£
fantasy, satire, farce and parody. The series of episodes concluded with a lyrical
celebration of unity. Aristophanes was a master of the Qld Comedy plays.

Old Comedy soon paved the way 1o a new form of ¢ called the New
Comedy. New Comedy is generally considered to have started mm] s anord the
mid 400 BC, These plays were more litna:raqq usually ro tie in “M:‘ n mﬂ“ definitely
much milder and less satirical and critical. Menander was the most prominent writer of
New Comedy.
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1.5.4 Farce English Drama: The

Elizaberhan Period to the
The English word farce has its roots in Latin *farcire” which means ‘to stuff” or Old Mot Rbrid
French farce meaning ‘to show', In contemporary times, any play which relies on

buffoonery, crude funny situations and such low brow devices to create comedy is NOTES

labeled as a farce. One major difference between comedy and farce is that comedy is
more positive in its approach where as farce is more pessimistic. In farce, laughter is
aroused through mannerisms, loud behaviour and contrived and highly improbable
situations. Tt mostly turns into burlesque, apart from its tendency to point out larger
human problems. It portrays the stupidity of man while picturing his troubles. Farce is a
go-between the classical drama form and modern European form. _

Farce gained appreciation and retained popularity in France till the late seventeenth
century. The writer John Heywood was deeply influenced by the farce genre. In his
early life, Moliére too acted in farce, before he became established as a writer. During
the eighteenth and nineteenth centuries short, one-act farces gained popularity in England
and America. They were staged along with, five-act tragedies. Many of these
performances achieved great success mostly becanse of the acting of some particular
actor in a comic role. In today's contemporary usage, the word farce is associated to
any full-length play which deals with some absurd situations. They are mostly based on
extra-marital themes, hence they are also referred to as a ‘bedroom farce’. Pinero was
one of the early exponents of modem farce in England. A full-length farce which is still
popular is Charley'’s Aunt (1892) written by Brandon Thomas. In the 1920s and early
1930s, Ben Travers produced many successful farces that were staged at the Aldwch
Theatre.

1.5.5 Melodrama

The word is derived from the Greek word *melos” meaning *song” and French *d 5
meaning ‘drama’, translating into musical drama. During the eighteenth-century, French
playwrights compaosed plays which were full of spectacle, music and happy endings. But
by the nineteenth-century, the use of music gradually receded. Initially, melodrama
represented the encounter of good and evil, but gradually it referred o any play of
excessive emotional nature, Aceording to the noted eritic Heilman both melodrama and
tragedy are of equal seriousness. He states, “both offer different Perspectives on the
catastrophe that follows from human evil.” According to him, since modern man s a
common man and not at par with the great figures, modem plays cannot fit ingg A 5
model. Moreover ‘being small encourages self-pity, which works against tral gcdu mmﬂe? and
promotes its easy counterpart, melodrama, a drama of pathos centered on sick .

Melodrama was highly popular all over Europe in the nineteenth century, Thomas
Holcroft, who wrote A Tale of Mystery (1802), which was based on Pixecocomte
Coelina; L'Enfant de Mystére (1800) is considered to be the first melodrarma to be
producedin England.

The French ‘mélodrame’” influenced English melodrama in the inmitial neriod i
terms of themes that revalved around horrer and mystery, vice lzn“rvﬂui;lh:ltgl;m“:
most important authors of this period were Schiller, Kotzebye andhmmcm.ut The later
melodramas were less Gothic and musical, such as The Brigand (1829) by Planche.
Fifteen Years of @ Drunkard's Life (1828) was the foremost domestic melodramsa
produced around that period. Some melodramas of the mid-eighteenth century are Murder
in the Red Barn, Jonathan Bradford; or, Murder at the Roadside Inn (1823); and
Sweeney Todd; or, The Fiend of Fleet Streer (1847),

Self-fustrucrional
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Wood's East Lynne (1861) and Harriet Beecher Stowe's Uncle Tom s Cabin (1852). A

NOTES few other melodramas of note are The Corsican Brothers (1852), Trilby (1895), The

Only Way (1895), The Worst Woman in London (1899) and The Bad Girt of the
Family (1909).

L.5.6 Masque

Itis the French word for the English ‘mask’, Iy js 5 short form for masquerade. The
word was first used by Ben Jonson and appeared in printin Hall’s Chronicle for 1512
in the context of a dance which had maskeg figures. The history of the ‘masque’ as a
form of theatre goes back to ltaly from where iy travelled to England and got special
patroniage from Queen Elizabeth T and her two immediate successors James [ and
Charles I. Masque was a form of entertainment thge Was exclusive to the court, In fact,
maost of the actors were from nobility,

SOme even from royalty, It was al] g tacle
where both drama and setian revolved aroupd speciacle, ospee
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L.5.7 One-act Play

The term refers to one-act plays written in the late nineteenth century, though this form
existed much before the term emerged. The Little Theatre movement was a major
reason behind the popularity of these one-act plays because they supported and popularised
experimental drama. This form of play has a limited number of characters and very few
scenes. The play is short but comprehensive as it revolves around a single incident; it
has two or three characters and has no sub-plots or minor characters. Jeffrey Adams®
Shooting Tori (1996) is an example of a one-act play. The play is a ten-minute political
comedy which is set inside an elevator on a late afternoon in October.

1.5.8 Dramatic Monologue

In a monologue a single person carries on the conversation, unlike a dialogue which
requires the presence of at least two people. A monologue differs from a soliloquy
because a monologue implies the presence of one or many listeners whereas a soliloquy
implies a private conversation with oneself, without any listeners. Monologues help in
defining and shaping the atmosphere of the drama. An extreme example of monologue
is Strindberg's one-act play The Stranger: In the play the lines are spoken entirely by
one person, On the other hand, the most prominent example of soliloquy is Hamlet's “To
b or not to be...” soliloquy in Shakespeare’s Hamler.

ACTIVITY 2 —|

Using the Internet as your resource, find out the difference between a satire
and a farce. Draw a list of various farcical and satirical plays.

CHeck YoUur PROGRESS

8. Give the origins of the word ‘tragedy’.
9. Define catharsis.
I0. Give Aristotle’s explanation of ragedy.
11. Trace the etymology of the term *comedy’.
12, Define tragic-comedy.
13. Explain melodrama,
14. What is a dramatic monologue?

1.6 COMPONENTS OF A PLAY

1.6.1 Setting

Setting usually refers to the exact geographical and temporal location of the ¢

or the story. However, in thealre, sefting also refers to the external aids that are used to
create the scenery. In Europe, a person designated as 3 scenographer designs the sets,
costumes and lights. In the US, these are usually taken care of by three separate
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locales keep changing swiftly, such settings are helpful. Language and performance, English Drama: The
costume and lighting are important in these kinds of settings. ﬂmwmnmm {:hr:;

Suggestive Settings

Most of the settings in contemporary commercial theatre are suggestive. They follow NOTES
the new stagecrafi that was brought in during the first half of the twentieth century. This
type of setting is also called ‘simplified realism’. The scenic effectin a suggestive setting
is accomplished by doing away with any non-essential requirements. This is an approach
that was advocated by the American designer Robert Edmond Jones. Universality and
imagination play an important role in this setting which lacks details. At the same time,
exactness of time, place, and mood is defined. Such sets usually evoke dreamlike,
fragmentary or surrealistic maods.

Funetional Setting

Functional settings are the result of the requirements of a specific theatrical form,
Though they are not much used in dramatic presentations, they are essential to certain
kinds of performances. Functional settings are commonplace in circuses where the
bazsic scenic compositions are determined by the demands of the performers.

1.6.2 Plot *

A plot of a play is the logical, rational and coherent arrangement of the incidents that
have a causal effect refationship and which help in building the story of the play. Aristotle
considered the plot to be the soul of the drama and stated that a good plot should have a
beginning, middle and an end. He categorised plots as single or double, complex or
simple. He preferred single and complex plots 1o double and simple plots,

Aristotelian view of Plot

In Poerics, Aristotle defines the plot as ‘the arrangement of the incidents', i.e., not the
story itself but the way the incidents in a play are presented to the audience. According
to Aristotle, tragedies that resulted from a compactly constructed cause-and-effect chain
of actions are qualitatively better than those that rely mostly on the character apd
personality of the protagonist. According to him, a good plot must be *a whole,” with a
beginning, middle, and end.

The beginning, also termed by critics as the incentive moment, staris the canse-
and-effect chain where its causes are not highlighted but the effects are emphasized
The middle, which is the climax, should be in connection to the earlier events and i
responsible for the incidents that follow it again highlighting causes and effects. The I;
or reselution follows from the preceding events but does not lead 1o other md::Lnts
outside the preview of the play. The end brings the solution 1a the problem m.u; in the
beginning. Aristotle calls this cause-and-effect chain starting from the incentive ﬂm]:,m

i is, 1.e., complication. :
't: gf m m.:[s. desis, i.e. plication. He calls the resolution that takes place as lusis

According to Aristotle, the plot should be e ] )
s o g g
are connected by internal requirements. Every action leads the way to the next action
without dews ex machine, "B--W'&'-?ﬂttr.taml' fluence. e I Adkat, planic
plots are the worst variety. In this, the episodes or acts follow one another without
apparent or necessary sequence. The only reason why these events are interrelated in
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incorporated in such a way that it should look like having being connected
of the play through fate.

Similarty, the poet should make sure that the irrational is not part of the play
unnecessarily, While the poet cannot change the myths that are the basis of his plats, the
Poet “ought to show invention of his i i
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L6.3 Characters
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For Aristotle, characters in tragedy usually passess the following qualities:
® They are “good or fine," Aristotle points out that this goodness is relative, Aceording
o Aristotle, *Even a woman may be good, and also a slave, though the woman
may be said to be an inferior being, and the slave quite worthless.”

* A character should be true to the type they are representing. For example, valour
i% appropriate in context 1o a warrior but not for a woman,

* Characters should be *true to life', i.e., they should be realistic.

* Consistency is important for characters. They should be true to themselves. Once
acharacter is established, his personality and intentions are recorded and the play
should continue with it.

» Characters should be rationally sketched according to *the law of probability or
necessity” so that the actions of the play can take place.

# Characters should be ‘true to life and yet more beautiful’ .
1.6.4 Structure

The structure of a drama relates to the construction of the plot. For Aristotle, the plot

structure needed to have a beginning, a middle and an end, This three part view of plot

was popular until Renaissance dramatists started using the five-act structure. In the

ninettenth-century, the German playwright Gustav Frevtag gave what has come to be

seen as the most definite study of the five-act play. The structure that Freytag gave

came to be known the Freytag's pyramid. It can be classified into exposition, rising

action, climax, falling action, conclusion or resolution,

Exposition: This part of the play introduces the characters and setting, provides
necessary information about the relationships between characters, and familiarises the
audience with the conflict between them. For example in Shakespeare's A Midsummer
Night's Dream, the exposition of the play introduces the audience to the fact that Hermig
has no interest in marrying Demetrius, the man her father has chosen. This is a key plot
element of the play. In the exposition of Shakespeare’s ragedy King Legy Cordelia
does not praise her father like her sisters do and thus loses her share in the kingdom,

Rising Action: In this phase of the play the plot intensifies. Characters take decisions

inrelation to the conflict introduced in the exposition. These decisions create ¢ o

in the action and diversify the plot, suggesting different possibilities of resqy

example, In A Midsummer Night s Dream Hermia’s elopement with Ly'ﬁamj::lj:nads?r

further action. In King Lear, Goneril and Regan disown Lear making hirn aware of hju

error in judgement, =

Turning Point or Climax: In this section, characters or circumstance
. . . . , % ch

anaction wpon which the main plot hinges. A Midsummer Night's Drmmt:: ange dl.rui

lovers being matched appropriately, after a lot of confusion, heonic

: . In King Lear the di
of his error of judgement leads to Lear's madness but Simultana:;u@s]y brings ;fuc;?nrﬁ

Fﬂ".lllg Action: After the unfolding l:if12|.2||:|'|_|:;]_i,.-::m;i‘:msf resoluti
In A Midsummer Night's Dream the lovers® decisions are
Cordelia comes back to Lear in his madness and the ey
punishment.

Conclusion: In comic and I‘UI'I‘IB:I'II:iI: plays, the end of 5 play is harmonious. While in
tragedies, social and moral order is established with evil peaple being removed by some

on of conflict takes place.
accepted. In King Lear
il characters get proper
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means. For example, in the comedy A Midsummer Night's Dream, the conclusion sees

three marriages and a wedding feast takes place, In the tragedy King Lear, the death of
many characters results in political stability,

Analyzing the plot structure leads to recognizing the fact that the actions in a play
have purpose and are not just random episodes.

1.6.5 Style
Styhisdnpempecﬁveﬁmnwhidlmliykpmmmw ‘style’ is derived from
the Latin word stylus, which was a Roman writin

8 utensil. Style encompasses not only
linguistics, but also costumes, customs, elaborate performances and authentic
representation of a certain phase,

Linguistic Style

tises. Aelfric i
andsodid Sir Thomas Moore inthe sixteenthcene. 8 ““‘.f;‘,;“w"‘f e ety
colloquial speech, It has 5 comparatively simple vocah lary o 8 closerto
mass mediums like ballads and ~tales, L1 used in
1.6.6 Theme
Theme is commonly misinterpreted t the syh:
rh:l:clcs 10 the unda-lyg;gr Meaning and teny g, ;“h':chm";f;]:"m However, theme
T e e

: . inc

honour and family, takespeare SHenryy include Power, ;n'ncipb"
1.6.7 Audience
'I'hetumaudicnceoomes fromlaﬁn ¢ <
- ol ton of hearin apg OnETegation of e 8 4 hearing’. The yyong implies
the audience imi‘l'm“ o v cop over I e, augince ke
theough which the gy giepce - Wall i, he - © Walch the Performance, In plays:

: the audience gen, the actigq of v " 28iNary way)
subjected to Criticism becayge o Action

of the p) at the front of the stag®
performance they haye ; VerY membe, p ay"n.‘e Dramg

tic performances &€

Just seep Of the lience has gy, opinion about th



According to the legendary theatre director Constantin Stanislavski, ‘spectators
come to the theatre to hear the subtext. They can read the text at home’ . However, this
is not a very accurate description of the situation. In a play, the script, actors and the
scene are inseparable parts of the theatre, but an audience is also an indispensable
element. The success of the play depends on the on stage interactions between the
performers and the andience.

One technique of invelving the audience in actions of the play is called breaking
the fourth wall. This involves a character, usually a narrator, speaking directly to the
audience. A famous example of this is the opening lines of Shakespeare’s Henry V,
where the Chorus speaks directly to the audience watching the play imploring them to
use their imagination to make up for whatever imperfections setting the grand events of
Henry Von a small stage may cause.

1.6.8 Dialogue

The words exchanged by the actors while conversing in a performance is known as
dialague. The dialogues of a play are not merely words, a dialogue is a significant,
economical use of words which builds up the atmeosphere, highlights the intonations, and
defines the gestures and movements to carry forward the plot in a play. '

The playwrights of the late sixteenth century and early seventeenth-century
England, that is of Elizabethan and Jacobean periods, were the first to experiment with
the convention of writing and presenting proper dialogues in English. Being influenced
by the Greek/Roman classical tradition, they used dialogues mostly in blank verse. In
blank verses, the speaker waits for his or her turmn to come and then makes a lengthy
speech, irrespective of the situation that they are in at that moment (whether in a jovial
mood or surrounded by trouble). This usage of dialogoe can be seen in the plays of
Shakespeare. On the other hand, dialogues also take the form of short and crisp sentences,
just as it happens in real life.

1.7 THEATRE IN SHAKESPEARE’S TIME

In Shakespeare's time, female actors were absent because acting was not looked upon
as an honourable job, Therefore, women kept away from it As a resylt, young bays
played the female characters. Boys yet to attain puberty were chosen for this because
of the voice quality. Shakespeare himself had acted in some of his own plays but no one
is clear as to which were the plays.

A lot of work in these plays was done at the last minute,
received their script just before the play was to be staged. Wity “imr:‘;ﬂ]ﬂ:dﬁr:ffm
acting, some actors received their lines while they were performing on stage. The lines
were whispered to them from behind the curtains, This was m airly becauic e cctos
hardly had time to practice before staging the play.

The audience at The Globe Theatre comprised people from all walks of life and
from all age groups. This goes to prove that a variety of plays were staged there. The

audiences reacted to what they saw on stage by making fun of and booing at the bad
characters and praising or cheering for the good ones.

The spectators could opt for cheap tickets and stand around the stage through the
entire MME-MW referred o as ‘groundlings’, The galleries were occupied
by those who paid a little extra. By shelling out a wee bit more, they could enjoy the
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comfort of a cushion under them. The maost expensive tickets were for the chairs on the
stage itse|f, _ -
Two performances were scheduled every day. Afternoons were dmgn for t
performance becauze the lighting was just right. Neither was the sun too blinding or
bright nor was there a need for artificial lighting,
Scenery was hardly used. Instead, the language itself was used to set the scene.
In fact, there wasn't any curtain between the audience and the stage. A change of
scene was indicated by the characters exiting together, and a new character entering.

What modem theatre is b + Interesting props and

grand costumes, Shakespeare was able to give hig audiences almost entirely through

language. The audience would realize that the characters were i the forest, or inside a
castle, or on the seacoast of certain place, bee

ause the characiers tojd them so. The
stage remained mostly bare, with galleries and baleonp oneither side, Importance was
given to dialogue rather than visuals,

Ages of the Glohe
odern

theatre, Wit ;
comparing the Globe Theatre with the I stage. Fanessay

__-_-_-__'_'—'—-—-__.___._____
CHECK YBW'

15. List the different types of characters
16. Discuss Aristotle’s view of a dramat
17, Whatis the significance of “falling

that can he found in 5 ply.
IC Structure,

action’?

I18. Critically explain the relevance of theme(s),
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concentration camps of the Second World War had made human life out to be meaningless.
This meaninglessness also started reflecting the art of the time. The theorist Theodore
Adorno summed up the feeling of the time by stating, “To write a poem after Auschwitz
is barbaric’. :

Absurdist playwrights who came into prominence after the Second World War
seenmdmechomccauxismﬁaﬁstphﬂosopucﬂdmghmobeenCamusasamused
in his The Myth of Sisyphus (1942). Existentialism is a philosophy that suggests that
man is in a solitary existence and his life is essentially meaningless, thus, trying to decipher
any meaning or purpose in it is futile and absurd. In his book Camus stated, *In a universe
that is suddenly deprived of illusions and of light, man feels a stranger. .. This divorce
between man and life, the actor and his settings, truly constitutes the feeling of Absurdity.”
It was this absurdity of human life that the playwrights of the theatre of the absurd
wished to bring out. Some prominent writers of the Theatre of the Absurd are Samuel
Beckett (Waiting for Godot; Endgame) and Eugéne lonesco (The Bald Soprano,
Rhinoceros).

Samuel Beckett, the most influential of all writers in this movement, was an Irishman
living in Paris, who wrote in French and then translated many of his own works into
English. His plays project the senseless irrationalism and absurdity of life, in dramatic
forms that go against realistic settings, logical meaning or a consistently evolving plot.
Waiting for Godot presents two tramps in a waste place, fruitlessly and hopelessly
waiting for an unidentified person, Godot, who may or may not exist and with whom they
sometimes think they remember that they may have an appointment. One of them remarks
‘nothing happens, nobody comes, nobody goes, it's myfuL' The play is ‘absurd’ in the
double sense that is grotesquely comic as well as irrational. It is a deliberate parody of
the traditional assumptions of Western culture, of traditional drama and even of its own
inescapable participation in the dramatic medium.

Some common features of absurdist plays are:

* Metaphysical anguish related tothe absurd condition of human life,

* Rejection of any coherent narrative or logical pattern of thoughts, unlike
conventional drama. ‘

* Invariably it depicts a disjointed world, in the form of dreamlike smdmgs or
mghtmarisl, w[zre(hg protagonist tries to bring sense to the absurdity he is placed
in,

* Most of the playwrights of this mode mixed farce and tragedy, which results in
the creation of an unpredictable world.

* The tragic of loss that is so prominent in these works is interlaced with a

sensc of religious quest. :
* Disconnected language, use of repetition and puns

1.8.2 Theatre of Cruelty

The credit for introducing this new form of theatre goes to Antonin Artaud. The Theatre
of Cruelty relies heavily on excessive ges}ncquon and sensory reactions of the actors
So that a psychological correspondence with the audience is established, something that
is not possible merely through words. !“ 1_9:“' Anaud came across a l_)ctfonnance by
Balinese dancers at the Colonial Exhibition in the Bois de Vincennes which gave him the
idea that theatre can be ‘used as a means of overcoming the dualism between impulse
and articulation’, Tn 1932, he first coined the term “Theatre of Cruelty’. The play Les
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Cenci (1935) is the only one that he produced under his banner of Theatre of Cruelty.
Unfortunately, the play was staged only seventeen times, making the play a failure
during Artaud’s time. About fifteen years afier Araud's death the form of Theatre of
Cruelty became extremely popular, especially in France. The works of P. Brook, the
theatre director and critic, and director Charles Marowitz can be considered under this
group.

1.8.3 Epic Theatre

Although Bertolt Brecht is credited with using
context, the term epic theatre can be traced
an instructional play which expresses in a

the term “epic theatre’ in the modern
back to Aristotle. Aristotle used it to refer to

red the audicmx's atten by hichliohti
socio-political agendas hidden in the play, tion by highlighting the

When Brecht re-introduced the term ‘epic theatre” in the twent:

it to signi i g entieth , he
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Braine, John Wain, and Alan Sillitoe. However, by the 1960s these writers began to
concentrate on distinctive themes and were no longer part of the original Angry Young

Amis' works include the satire on academia Lucky Jim, Thar Uncertain Feeling,
Take a Girl Like You, One Fat Englishman, Stanley and the Women and the Old
Devils which won the Booker Prize n1986. Wesker's significant contribution to the
geare is his trilogy Chicken Soup with Barley, Roots and ' Talking about Jerusalem.

One of Silitoe's major works was Saturday Night ang Sunday Morning which was
also adapted into a film. His other works are The Lonej;
Runner, The Flame of Life, The Open

1.8.8 Ritual Drama

: : ¥ s called rigya drama. Jerry Grotowski
introduced the concept of ritual drama in the tWentieth century, During the middle ages.

drama evolved from religious ceremaonies and interludes known as ‘myslcry plays’; the
twentieth century form of ritygl drama was differen from its ancien; form,

; 4 . assive Viewers, Iy ritual drama, actors
address ¢ eryone in the audience, breaking the and also ask the audience
to perform with them as fellow performers, Grotowski's intention Was 10 create e
secular and interactive form of drama. RN

The Ancestors by Mickiew; i
presented by Grotowski as a rityal drama, d s was directed and

L9 DRAMA AS A PERFORMING ART

Performance is an indispensable aspect of human Jige, Itisg
and conscious reasons. The orming arts include dance, Mmusic

Drama is that branch of the performing arqg which relages and magic,
narrative in the presence of anaudience, The oo e perh
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tragic, comic, ragic-comic, absurd, epic,
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SUMMARY

e One can simply describe ‘tragedy” as a play with an unhappy ending. The word  English Drama: The
‘tragedy’ has its origin in Greek ‘tragodia’, meaning ‘goat song’. which  Fiebehan Period to the

accompanied the ritual of offering goats to Dionysus, the Greek god of vineyards Midsrn Woold
and wine.
® Tragedy deals with the serious aspects of life and is essentially a tale of suffering NOTES

ending in death.

Unlike Aristotle’s concept of a tragedy having unity of time and place, Elizabethan

tragedy compressed time and jumped from location to location for different scenes,

Elizabethan tragedy also used a whole range of imaginative narratives as tragic

subjects,

e Shakespearean tragedy mainly conforms to the definition given by Aristotle but it
violates the principles of the Greek philosopher in one important respect: its action
is not all serious: its scriousness is often relieved by the comic.

* Shakespeare’s tragedy is pre-eminently the story of one person. The story ends
with - and includes - the death of the hero. According to the famous English
Shakespearean scholar A.C. Bradley, a Shakespearean tragedy is essentially a
tale of suffering and calamity concluding with death.

* Shakespeare wrote thirty-seven plays. although there are two or three works

which do not seem to be entirely his. His activity as a dramatist covered over

twenty-four years, from 1588 to 1612. These twenty-four years have been sub-
divided into four periods of about six years each.

Shakespeare shows equal aptitude for the tragic and the cpnu‘c. the sentimental

and the burlesque, lyrical fantasy and character-study, mmu °f".'°" and women,

of kings and clowns. No other dramatist possesses such diverse gifts or has given
such various and colourful scencs of life.

It was Ben Jonson who said about Shakespeare that ‘he was not of an age but of

alltime’, )

. s universality is due to the breadth and impartiality of his vision of
ﬁ?cak\s:?::: :e::!n::d in ufe complexity of his characters. Sha’k.espem does n?(
merely represent his characters within (hc short span of a crisis. He §hows his
heroes at various moments of their lives, in changing, situations and in contact

with different persons. ‘ .
* One can simply describe ‘tragedy’ a5 2 play j»'gth an un!lﬂpgy ending. 'I"he word
‘tragedy’ has its origin in Greek ‘u-agodu! . meaning ‘goat song’, which
accompanied the ritual of offering goats 0 Dionysus, the god of vineyards and
wine.
In his Poetics, Aristotle stated tragedy is ‘the imitation of an action that s serious,
complete, and of certain magnitude: in Ianguage.embel'hsl_rcd-mth each of artistic
omaments...in the form of action, not of narrative; with incidents arousing pity
ith to accomplish its catharsis of such emotions,”

and fear, wherew
Aristotle then goes on 10 5ays Lhat‘a tragedy should be 'WCl!'P(ODOr}iQned', By
well-propartioned, Aristotle means it should have 4 proper beginning, rising action,
and dénouement. He compares the plot construction with the body of an animal.
Aristotle’s concept of a tragedy having unity of time and place, Elizabethan tragedy
compressed time and jumped from Ioca_uon to locahoc_n for different scenes, The
greatest of all Elizabethan tragic playwrights was William Shakespeare,

Seld-Insieuctiona)
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2.0 INTRODUCTION

William Shakespeare’s Macheth is one of the greatest tragic plays ever written. It is set
in Scotland and narrates the life and times of a Scottish loed named Macheth. Essentially,
the play dramatizes the corroding psychological and political effects produced when
Macheth decides on the path of evil as the way to fulfill his ambition for power. The
theme of regicide that is dominant in the play is shown to be as an evil act. Furthermore
this has been seen by critics as Shakespeare's response to the gunpowder plot of 1605
that shook James I's court, Macheth's over-arching ambition is evident from the very
beginning of the play itself. Although not naturally inclined towards evil, ambition gets
the better of him. He plots to assassinate the King and take his place on the throne.
After having succeeded, Macheth's begins a reign of terror to sustain his control over
the throne of Scotland. Eventually, other feudal lords revolt against his unjust regime and
in the ensuing civil war, Macbeth throne gets usurped. Like Shakespeare's other magedies,
Macheth is a character study par excellence, As il progresses, we see the character of
Macheth becoming increasingly isolated and parancid, filled with guilt for the crimes
that he has committed. He is forced to commit murder again and again to hide his
previous crimes, Through Macheth, Shakespeare seems to be commenting on the dangers
of ambition, In fact, ambition is the central force that drives all the major characters in
the play. Lady Macbeth, the second mos impartant character in the play and one of
Shakespeare's greatest creations, fuels Macbeth's ambition to fulfill her own burning
desire to become the Queen. But like Macbeth, she falls victim to ber own ambition.
Shakespeare does not allow either character Lo enjoy the fruits of their labour, The
moral lesson that Shakespeare seems o be giving is that ambition when it crosses the
threshald of moral constraints leads to calamity, Another important aspect of Macheth
i5 Shakespeare's use of the supernatural as a plot device. The use of the supernatural is
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news that King Duncan will be visiting Inverness. Lady Macbeth now devises the plot to
kill Duncan on his visit. On Macheth's arrival, she wams him to disguise his thoughts and
desires with a smooth countenance and assures him that she will take care of everything
else,

Scene VI: King Duncan arrives at Inverness and praises its scenic beauty. He is
completely unaware of the plot being hatched inside the castle. Lady Macbeth greets
him on his arrival, making excuses for her husband's absence, who is too disturbed 1o
meet the guest he proposes to kill.

Scene VII: This scene has the famous soliloquy of Macbeth. While the King is being
entertained Macheth thinks upon the foul act he is about to perform. His conscience
chides him for contemplating to kill his good King who has bestowed upon him honour, is
his guest and is also old enough to be his father. It is a triple disloyalty from which he
balks. Lady Macbeth arrives to lock for him because it appears odd that the master of
the howse should leave his own table, Macbeth tells her his decision to not go ahead with
the plot to murder the King, but Lady Macbeth pours scom on him. She brings her strong
will into play to overpower Macbeth's wavering mind and convinces him that he cannot
draw back now from a deed he has committed to perform. This is the first example in
the play of Lady Macbeth fueling Macheth’s hidden ambitions.

ACTIVITY 1

Watch the Japanese film adaptation of Macbeth called Throne of Blood
directed by the great Japanese filmmaker Akira Kurosawa,

Analysis of Act I

The first act of Macbeth establishes the dramatic premise of the play and introduces jts
major characters and their interrelationships. The dark and somber setting that runs
throughout the play is evident from the first scene, We see the interaction of supematural
forces and are also given a taste of the brutality of the battle being fought. The murders
that are going to be witnessed through the course of the play will all be linked to the act
of bravery shown by the soldiers in the battle. If a character has the ability to murder
another being and then showcase his head, he can surely kill others for the sake of his
own power and welfare. The protagonist, Macbeth, is a faithful warrior of the king but
his overreaching ambitious nature is evident from the first act itself. Therefore, his belief
of the prophecy of the witches does not come as a surprise as his desire for power and
fame seems to surpass every other trait of his character. Even though he realizes that he
iy need to commit heinous acts of crime in order to assume the position of the king, he
does not stop to think about its moral aspects. Even though he is shown to debate the
crime he is about to commit, it does not alter his actions or thoughts. Though the concept
of a moral order seems to underlie these scenes, Macbeth does not stop himself at the
thought of the possible consequences. His own conversations show that he is aware that
his acts could initiate a chain of vielence that may eventually destroy him and his family,
Even though he is not an evil man, it is evident that he is not able to resist temptation and
the taunts made by his wife.

Lady Macbeth is also introduced in Act I of the play. In Act | itself, it is evident
that Lady Macbeth is the force that propels Macbeth's ambitions. Once Lady Macbeth
hears of the witches' prophecy from her husband’s letter, Duncan's life is doomed, She
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seems to be made of sterner stuff than her husband, o rather seems to be morccmuni.lled
to the conspiracy to kill the king. Her main role in Act 1 of the play is to convince
Macbeth that killing Duncan is 2 good idea. Her influence on Macbeth in this matter is
obviously great. Macbeth does not decide to kill Duncan; Lady Macbeth does it for hiny
Macheth at first seems averse to the idea, but Lady Macbeth tells him he must commit
murder to fulfill his destiny as prophesized by the witches. Every time he reconsidcrf.
she gives him a pep talk. She then is the foundation of al] of Macbeth's actions in this
matter, and it would not be farfetched to assume that she has always had an extreme
influence on him. In short, Lady Macbeth uses Duncan’s presence and the opportunity
to take his life o influence Macbeth into fulfilling the witches® prophecy and sealing his
destiny. Shakespeare also uses Lady Macbeth to s,
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witches seem to do the same for Banquo and Macbeth. They use subtle forms of
temptation and strong powers of guidance in order to lead Macbeth to the murder of
Duncan and Banquo to the rejection of the prophecies. Another theme that can be
clearly traced across this act is the comparison of people through opposing characteristics.
In the very first instance, as King Duncan thinks about the unfaithful behaviour of the
Thane of Cawdor, Macbeth enters who till then is a faithful soldier of the King's army,
Banguo and Macbeth are also stark opposites since the former does not allow the witches
1o guide him and does not attach value to them whereas the latter lives out the prophecies
of the witches. The differences between Macbeth and the ruling king, Duncan, are also
heightened by making Macbeth, the increasingly evil ruler deliver a soliloquy on the
virtues of the peaceful and noble king. However, the highest level of difference in Act |
is between Macbeth and his wife, The former is indecisive whereas Lady Macbeth is
just the ppposite. She possesses such vision and focus for advancement that she is able
lo manipulate her husband as well.

Act 11

Scene I: This scene opens with Banquo thinking about the prophecies and the evil
thoughts they have given birth to. While Macbeth has surrendered to the evil, Banquo
fights against it. Macbeth meets Banquo and indirectly seeks to make him aco-conspirator
in his murderous plans. Banquo replies that he will support Macbeth so long as it does
10t entail disloyalty to Duncan. At the appointed hour Macbeth approaches Duncan’s
shamber but he is deeply disturbed by the act he is about to commit and imagines a
lagger leading him on. He, however, subdues his conscience and goes ahead with the
Hlan.

Scene I1: Lady Macbeth is dismayed to find that she is not mentally strong enough to
;ommit the murder. She gets the dagger ready for Macbeth and then waits for him to do
he deed. Soon Macbeth returns with the stained dagger indicating that the deed is done.
Ihey are both overcome with the implication of what they have done, yet both react
lifferently. Macbeth is beset with remorse whereas his wite thinks of the practical steps
hat must follow to hide the traces of the trail that could lead to them. She takes the
lagger from Macbeth and smears the blood on the faces of the guards to put the blame
1pon them. She also tells Macbeth to wash himself of the stains and put on his gown so
hat no suspicion befalls them.

Scene ITT: Macduff and Lennox come to meet King Duncan, unaware that he has been
tilled. The porter opens the gate to the visitors after an ironic speech comparing his
futies to the duties of a porter at the gates of Hell and this leads to the discovery of the
issassination, Macbeth and Lady Macbeth feign grief but the other subjects are filled
with sorrow at the grisly end of a well loved King. Lady Macbeth faints and this is the
irst sign that her conscience, that she has brutally subdued, is now reacting against the
Ireadful crime she has been a party to. Macbeth, on the other hand; is now in control.
1e goes and kills Duncan’s guards, whom he himself had drugged. He pretends that
inger at their dereliction to duty made him kill them. Banquo seeks to find out the killers.
n the meantime the sons of Duncan, realizing that their lives are in danger flee Scotland,
Vlalcolm to England and Donalbain Ireland.

Scene IV: The news of King Duncan’s assassination soon spreads and everyone wonders
¥ho could have killed him. The suspicion falls on the sons who have fled and it is
elieved that they had bribed the guards who were Jater killed by Macbeth, Macbeth i
rowned king but Macduff is wary of his willingness to be crowned and suspects him,
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ACTIVITY 2

Using the Internet or the local library as your resource read William
Shakespeare’s Anthony and Cleopaira, a play that closely resembles

Macbeth inits plot. Write a brief essay comparing the two plays.

Analysis of Act 11

The second act of the play moves forward the action. The act begins with a conversation
between Macbeth and Banquo. Banquo is a potential threat to Macbeth's ambition (o
become the king. Fleance, Banquo's son, is also introduced in this act: this follows quite
logically from the first act since the witches had prophesized that Banquo's successors
would take over the throne. Fleance's ap,
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unnatural occurrences that had taken place on the previous day. Horses are shown to
have been eating each other and there is also a reference of an owl eating a falcon,
Shakespeare often uses such unnatural events to symbolize an impending tragic situation
for the protagonist and consequently, shows the decaying of the state. His tragedices like
Julius Caesar and King Lear have similar unnatural events. The moral and political
occurrences in his plays are usually represented in manifestations of nature. The murder
of Duncan unleashes chaos on Scotland just as the assassination of Julius Caesar had
done for Rome. The older order of an understanding, kind and benevolent king is eventually
taken over by a dictator who tortures his subjects in order to further his own ends. In
conclusion to the analysis of this act, it can also be stated that dreams, symbols and
hallucinations have a major impact on the world of reality. The real world seems to
border on the thin line between the supernatural and the imaginary. The *dagger of the
mind’, the scene of the porter's comment on Inverness as Hell and the unnatural events
taking place outside the castle all embody the moral decay caused by Macbeth's actions
and the repercussions that are likely to occur.

Act ITI

Scene I: This scene shows that Banquo also hopes that the witches” predictions regarding
him and his family might prove to be true just as they have for Macbeth. However, he is
a true and loyal general and does not plan crimes to anticipate the future. Macbeth's
slide towards corruption has begun and gains momentum. He plans to kill Banquo and
his son in a futile effort to prevent the witches’ prediction regarding Banquo's descendants
coming true. Macbeth announces that he will hold a banquet that evening in which
Banquo will be the chief guest. Macbeth plans Banquo’s murder alone whereas earlier
he had needed all of Lady Macbeth's persuasive skill to convinee him to kill Duncan
showing that he has become hardened. He hires killers and directs them to kill Banquo
as he arrives for a feast that Macbeth has thrown,

Scene I1: Macbeth gives hints to Lady Macbeth about his plans to kill Banquo and his
son but Lady Macbeth is too oppressed with the murder of King Duncan. Her strong
character is in disarray and she is no longer able to dominate and plan as earlier. It is
Macbeth who now plans and executes all the evil deeds. However he is also not without
his own pangs of guilt. Macbeth says that he envies Duncan, who is sleeping peacefully
in his grave. Lady Macbeth asks him tobe cheerfulin the presence of their guests at the
banquet, but is herself disturbed. She was able to subdue her conscience by force but
the reaction is now upon her. She is consumed by regret for the killing of Duncan and
slowly losing control of hersell.
Scene I1: The two hired murderers are joined by a third. The third murderer informs
them that he has also been hired by Macbeth. The three of them manage to kill Banquo;
however, Banquo's son Fleance manages Lo escape. All the three murderers leave the
scene o report back to Macbeth.
Scene IV: Macheth receives the news of Banquo’s murder and Fleance's escape during
the feast, Macbeth's conscience starts reacting as he sees the ghost of Banquo seated
at the table, It is not visible to anyone else. Macbeth is fearful that his secrets will be
exposed and behaves wildly. Lady Macbeth saves the situation by saying that Macbeth
had such fits since his youth as well. Macbeth recovers and toasts Banquo’s health and
the ghost reappears. Macbeth loses all control and almost reveals his guilt. Lady Macheth
lcpds the feast 1o avoid further indiscretions and Macbeth pretends ill health is troubling
um,
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Macheth has noticed the absence of Macdufi from his banquet and dc;‘:.r:: Ill_l :
i ici set his spies upon him,
insult. He is also suspicious of Macduff and has set r
mrfgﬂ:?::;u:;; witches again and determines that if more murders are required lD’
dec:“e his position, then so be it. Macbeth is also sure that now he would not betray
sh?msclf as he did after Banquo’s murder. While Macheth is set on the path lo_d(?om.
Lady Macbeth is overcome by remorse and guilt which is eating her up from within.

Scene V: This scene shows the three witches again. They are with their goddess l:lecalc
who tells the other witches that Macbeth will visit them the next day. Hecate decides to
take command of Macbeth’s destiny.

Scene VI: People are beginning to suspect Macbeth and hint at his guilt but do "0‘
speak clearly for fear of spies. Lennox hints toa friend that Macbeth is guilty of Banquo's
murder. Macduff has gone to England to seek help from the King to free Scotland from
the grasp of Macheth. Malcolm is already there and the King is reported to be ready to
send his army to assist Malcolm.

ACTIVITY 3

William Shakespeare’s Macbeth has been a subject of many theatrical
superstitions, the most famous being the superstition of the *Scottish curse”.
Using the Internet or the local libr:

ary as your resource,
theatrical superstitions related 1o Macbeth

3 ) and how they came into being.
Drasw up a list of theatrical superstitions related 1o Macheh,

Analysis of Act 111

The theme of manhood comes UP agdinin Act TH of the play. Macheth had been previously
provoked by his wife to commit the murder of King Duncan by questioning his manhood
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towards the brink of insanity that has been brought about by immense guilt. Lady Macbeth
also loses the agency she possessed at the beginning of the play when she asked spirits
to ‘unsex’ her and reprimanded her husband for being ‘too full of the milk of human
kindness’. They seemed to have swapped their roles as Macbeth uses the same rhetoric
that his wife had employed to convince him to kill Duncan in the first act. In Act I, Lady
Macbeth had also told him to ‘look like the innocent flower, but be the serpent under’t’,
while in Act IIT Macbeth tells her to “make faces vizords to our hearts, disguising what
they are’. However, the inner turmoil that they face is common to both. The contrast
between light and shade embodies the comparison between Banquo and Macbeth.
Banquo is the light of the Scottish state while Macbeth represents the darkness that sets
in when Banquo is killed and Macbeth reigns. Banquo has control over his ambition that
does not engulf his morality. When he is finally killed, one of the murderers asks, ‘who
did strike out the light?’ symbolizing the death of kindness and nobility. The last streak of
sunlight also fades away around this time showing the involvement of nature in the
destiny of the characters of the play. The trope of involving nature in the destiny of
characters will once again be used by Shakespeare in final act of the play. Macbeth
represents the vices of unrestrained moral ambition and at this point, it is quite obvious
that the only end that is possible that can save Scotland from ruin is the death of Macbeth.
The intermingling of the real, the illusory and the supernatural, a common trope in
Shakespeare, is once again seen in the Banquet scene in Act ITI. The banquet scene
actually leads the reader to question whether Banguo's ghost is a figment of Macbeth’s
imagination or has his spirit actually come back to haunt the ruthless tyrant. Itis possible
that the ghost may have been inspired by the guilt of Macbeth. Lady Macbeth certainly
seems to think so when she suggests that, ‘this is the very painting of your fear; this is
the air-drawn dagger which you said, Led you to Duncan’. The appearance of_ Banquo's
ghost is similar 1o the incident of the dagger ind even though they are imaginary
occurrences, their significance is very evident. Italso hints that Macbeth's remorse is

making him lose his own mind.
Act IV

Scene I: Macbeth goes to meet the wilches wanting to know the future. The witches
reveal the end to him; however. (hcy doso lhﬂmgh Signs l.ha‘tdeliberalely mislead him.
The witches summon forth many apparitions, The first apparition appears with an armed
head. It warns Macbeth to beware of the ‘Thane of Fife’ (Macduff). The second
apparition is of a bloody child and it declares that “none of women bchShall harm
Macbeth’. The third apparition is of a crowned child xfnd with a tree in his hand. It
informs Macbeth that he *shall never vanquished be until/ Great Birnam Wood to high
Dunsinanc Hill Macbeth's castle/Shall come against him.” Macbeth also ses the visian
of the kings that will succeed him and he knows that it is not his progeny that will rule. At
this moment Lennox reports to him that Maodu_lfhas fled 0 Englzmd. Thwarted, Macbcth
resorts to wanton cruelty, ordering the storming of Macduff's castle and the killing of

Macduff’s innocent family.

Scene I1: This scene reveals the idyllic charm of Macdufl’s household where his wife
plays with her son. Macduff’s wife is saddened by the news of her husband’s flight 1o
England thinking that he does not love his family. Ross tries to c‘onsolc her but she
develops hatred towards her husband. She feels that her husband is a traitor. Her son
enquires about his father’s absence. She tells him that his father is no-more. However,
the son finds this difficult to believe. The charming scene is violently disrupted as a
messenger comes with a warning for them to flee but before they can escape assassins

barge in and kill Macdufl”s wife znd son.
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contrasts the notions of manhoed seen in Act Iand U of the play where it is used to ~ Macherh by Shakespeare
provoke characters to commit murder.

ActV

Scene I: In this scene it is shown that Lady Macbeth has lost her senses completely. In NOTES
her royal home, a gentle woman tells a physician that Lady Macbeth has become
somnambulistic. She also informs the doctor about Lady Macbeth's strange behaviours.
Lady Macbeth enters with a candle in her hand. She sleepwalks, imagines her hands are
bloodied and keeps trying to wash them. Lady Macbeth’s remorse has overtaken her.
She thus unwittingly reveals the truth about herself and Macbeth to all.

Seene L1z This is a short scene that leads on to the next. The joint armies of England and
Scotland are ready to attack Macbeth. Macbeth’s predicament before the battle is that
his own people are deserting him.

Scene T11: Macbeth is beset from all sides. He is in despair about Lady Macbeth's
condition and is also besieged by attacking enemies. The physician reveals Lady Macbeth's
condition to him. Macbeth asks the physician to find a cure for her. Macbeth knows that
he cannot survive and yet desperately holds on to what the witches had told him, which
was that no one born of a woman can kil him and that he can only be defeated when
Birnam wood start marches uphill. Macbeth reasons that it is unheard of a wood coming
back to life and marching up a hill. Macbeth’s descent from high favour when Duncan
honoured him to the present condition where he is hated and feared has been rapid and
his doon is scaled.

Scene IV: Birnam wood is seen marching up the hill. Malcolm’s soldiers each carry a
branch so that Macbeth's spies cannot gauge their numbers and for someone watching
[rom the castle this gives the appearance that the woods are moving.

Scene V: Seyton informs Macbeth about Lady Macbeth's death. Macheth realizes the
worthlessness of his ambition that has led him to his present situation. His best friend, his
wife is Jost and he has lost his peace of mind. Amessenger comes with strange news of
what appears to be Birnam woods walking towards the castle. Macbeth curses the
witches for having started him down this path and ultimately decides to fight his last
battle bravely.

Scene VII: The battle is being fought fiercely by both sides. Macbeth is surrounded and
fights a desperate but losing battle. Macbeth kills Young Siward in a fierce battle. Macduff
swears to kill Macheth and avenge the death of his wife and son. Despite realizing that
the witches have tricked him through their cleverly worded predictions Macbeth still has
hope that he cannot be killed because no one born of a woman can kill him as the
wilches have predicted.

Scene VITT: Macduff, who has sworn revenge on Macbeth, challenges him and they
engage in a fight to the death. Macbeth is confident that he will win against Macduff,
however. Macduff tells him that he was taken untimely from his mother's womb and
thus fulfils the criteria of the witches™ prediction that no one born of a woman can kiil
Macbeth, Macbeth realizes that in this 0o the witches have fooled him and he dies
fighting Macduffin a despairing mood. MacdufT cuts off Macbeth's head and holds it
high on his lance to signify his victory. The victorious armies of England and Scotland
are thus triumphant. Malcolm soothes those who have been tyrannized by Macbeth and
offers them consolation. He also promises that those who acted at the behest of Macbeth
Would be punished as per law. He also rewards withtitles and lands those who supported
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i beginning when
i built up to the crescendo of the battle from the beg :
mt:'he iE.nl::Ir'rlmad the w;:cpm and began his descent towards mmﬁ]lm-mptmn a.n:
degradation. Now it ends on a quiet, positive note where justice prevails. Tyranny an
overweening ambition run amok are defeated in the end.

ACTIVITY 4

Analysis of Act V ’

The last act of Macheth is W}'fﬂﬂ-pﬂ:ﬁdmﬂb?'ﬂmrﬂy builds up to the scene on the
battlefield cutside Dunsinane Castle. The OPPOSIng armies prepare for battle and the
fulfilment of the prophecies of the witches seems neat. Tillthis point in the play, Macbeth
has been shown to be disturbed and tormented by i

brought to the fore, Her progression
; sheisa flercely ambitious
character and is decisive and focused, N{ﬂ'[i‘ng can sway her from her goal as she
manipulates, motivates and chides Macheth jnig ing Duncan, In the final act, -
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decision to commit regicide by killing Duncan; by the end of the play, he has become so
morally repulsive that his death comes as a powerful relief. Shakespeare through
Macberf suggests that ambition and bloodlust must be checked by virtue for order and
form to be restored to the sound and fury of human existence. Only with Malcolm's
victory and his assumption of the crown can Scotland, and the play itself, be saved from
the chans engendered by Macbeth, Near the conclusion of the play, the hamartia of
Macheth is also evident to reader. Macbeth is too trusting and fails to see beyond the
veneer of the witches. According to their prophecies, Bimam Wood does come to
Dunsinane, not as the entire forest itself, but in the form of branches carried by Malcolm’s
soldiers, Moreover, Macduff who has been ‘untimely ripped’ eventually kills Macbeth.

The play completes a full circle as it ends with a battle just as it had started. Macheth

kills the traitor at the beginning and he himself is killed at the end of the play and is

labeled a traitor. Thus, the play ends with a structure that is parallel to its beginning,

Shakespeare's Macheth is thus a tragedy that shows the circle of life, with evil, noble

and supernatural elements in its various hues.

2.3 MACBETH AS A TYPICAL SHAKESPEAREAN
TRAGEDY

Macheth has all the salient features of a Shakespearean tragedy, but it also has certain
unique features of its own. It is the last written of the four great tragedies. Shakespeare

came to it when his art was fully matured and this maturity is seen in its concentrated

construction, in the richness of its verbal texture, and in the fact that in it a hero twms

villain but still we sympathize with him, A brief survey of the tragic action fully brings out

the typical as well as distinctive qualities of the play.

For Macheth Shakespeare drew his material from Holinshed's Chronicles of
England, Scotland and Ireland, but it is not a ‘history”. It is entitled the Tragedy of
Macheth, ‘It is a vision of life that has the concreteness of history, and yet also has the
wisdom of philosophy. *Tragedy shows the punishment of evil-doers at its conclusion.
Although most discussions of tragedy concems a man who does a deed of horror in
ignorance,

Macheth, when he kills the king who is his guest and generous lord, knows that he
does a *horrid deed'.

« Macbeth lose his moral sense after his first crime. Midway in the play,
when g?‘ﬁﬁmﬂy suffered violent feeling of guilt, Imdmﬂm 10 toughen hi Plal!:"
villainous practice; he has seen the ghost Dfﬂﬂf of his ':"lI:tIII'ls because (he thinks) he is
still a fearful novice in crime and he has not yet murEd iumselfh?- ‘hard use,” Alittle later,
when he fears he is losing his control over his mind he 'f'“m that his course must
be bloodier. Chief of his opponent is Malcolm, the heir to the throne—a man chaste,
trustworthy, and pau-inti.c-md also other men who are distressed to hear that Macheth
has made ‘each new morn/New widows howl, new orphans cry.’ To these enemies of
Macbeth, he is a butcher, a tyrant, a hell-kite, a hell-hound.

Al the outset of the play we mect not Macbeth huE the Weird Sisters, The next
time they assemble, the third one says, it will be to meet 'I.l-’lﬂ'lh'[m:bﬂﬂl The incantatory
quality of their verse—the power of the rhyme, the alliteration, and the mysterious
paradoxes—can be felt even in a single couplet:

Fair is foul, and foul is fair

Haver through the fiog and filthy air
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doubt of the horror with which he regards it; in his soliloguy he refers to it only obliquely
as if he cannot bear o look at it directly.

This conflict between the explicit statement and the imagery through which it is
expressed mirrors the conflict in Macbeth's mind, He suffers from a sort of schizophrenia
a5 he tries to repress the moral side of his nature, The unity of his personality, his *single
state of man’, was aleeady shaken when he heard the prophecies of the witches, and
from that moment he is torn by the contradictory impulses which his wife analyses so
precisely in her first soliloquy—he would not play false, and et would wrongly win. He
can commit murder only by shutting his eyes to the real nature of the deed; he must let
"the eye wink at the hand', as if the hand were acting mechanically without his being
aware of its action.

Adter the murder his disintegration is complete. Neither his physical nor his moral
being seems his own. He regards his hands as if they no longer belong to him—"What
hands are here? Ha! they pluck out mine eyes’—and the moral sense that he has disowned
projected out of his own mind into the hallucinations that he is forced to dwell on
compulsively.

Tt is a tragedy of atmesphere: the dramatist has concentrated more on the creation
of atmosphere than on the subtleties and complexities of character. This atmosphere is
one of all—pervasive darkness, even blackness, relieved by Mashes of garish light or
splashes of blood. The wragedy is remarkable simple both in chavacterization and
construction. The characters have been delineated boldly and broadly and are lacking in
those subile touches and delicate hints which we get in the other tragedies. Still the
dramatist has succeeded in imparting a rare loftiness and grandewr to the figure of
Macheth and Lady Macbeth, who stand out sublime above the others, Its construction
too is equally simple, Its action moves swiftly, even vehemently onwards. Macheth is
the shortest play of Shakespeare, and this brevity results from its classical simplicity. Tt
is stronger in the melodramatic element and this makes it a greater success on the stage,

It is the only tragedy in which Shakespeare has introduced the witches. The
witches impart the touch of mystery. awe and supernatural dread to it. It is a tale of
murder but the dramatist has made out of it a great dramatic poem. There is no other of
Shakespeare’s tragic heroes who invariably speaks such pure poetry as does Macbeth.

Conflict in it is more violent than in the other tragedies. The external conflict is
vinkent and powerful, It is more powerful and more }:t?cnly !'-:!t than in_me others and this
lends to the play a certain violenos of passion which s very imprzssive.

This conflict sustains the interest of the readers throughout. It is only in this play
that Shakespeare has depicted a ‘hero turnied villain®, Macbeth wms ax'illqin soon after
the play opens; this is not the case with Hamlet, Lear or Othello. The Fate which overtakes
him is not undeserved: Macheth is the oaly tragedy in which the suffering of the hero is
Proportionate to his wickedness. It is the anly tragedy in which poetic justice is meled

Wt Lo the hero.

——

2.4 SHAKESPEARE’S SKILL IN PLOT
___ CONSTRUCTION
Slmk-:s.pea:c is one of the greatest dramatists of the world, and none equals him in the

Hntvemuiityofm:; appeal. Ben Jonson. his great contemporary, was right when be called
him, “the soul of the age’. All over the English speaking warld, bis plays are sill taughr in
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Macbeth's behaviour. Each Act. with the exception of Act |, ends \\!ilh such a scene
where we are helped to take stock of the situation. In Act 111, Scene vi, Lennox and lhc.
unnamed Lord *are not in themselves important but they act as a measure of the Lyranny
of Macbeth and to register the wider significance of Macbeth's evil. The scencs w ith
Duncan and later with Malcolm are presented as examples of decent kingly order against
which Macbeth is to be judged. Equally, the scenes with the witches show an abyss of
anti-human evil on the edge of which mankind stumbles and into which Macheth enters.

The dramatist has made skilful use of parallelism
coherence to his material. The play is organized symmetrically about the Banquet Scene.
The first half of the play shows Macbeth’s rise 1o power. the second his fall. the two
movemens being interrelated by the murder of Banquo. This murder that was intended
to ensure Macbeth’s safety actually leads to his exposure and his overthrow.

Shakespeare’s tragedies often begin with a scen that presents, not the major characters
but the underlying forces that will determine the action. In Macbeth, the parallelism of
the two halves is emphasized by prefacing both with the witches. who prompt the action
that is to follow and give outward expression 1o the evil already working in Macbeth's
mind; and their two prophetic scenes are also parallel to each other; in each three
statements about Macbeth are followed by the prediction of Banquo's royal line. The
formality of the structure is increased by the complementary development of the
characters of Macbeth and Lady Macbeth: while he becoes more hardened in evil she
weakens, until in the end she finds his carfier fe
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Thirdly, an appeal is made to an emotion different from any of those excited in the
first half of the play, and in this way novelty and variety is sdded to it. The short scene in
which the light, innocent chat of Lady Macduff and her child is interrupted by the entrance
of the murderers has rare tendemess, beauty and pathos of its own. Il imparis novelly
and varicty, and its tenderness and sweetness touch the heart and provide relief, Fourthly,
the introduction of humour affords varicty and relief and also heightens by contrast the
tragic feeling, There is a touch of delightful humour in the conversation of Lady Macdu f
with her little boy. Their innocent jokes provide relicf as well as heighten the effect of
the tragedy which follows immediately. Fifthly, in Act V' Shakespeare has introduced
scenes of baitle which had a powerful appeal for the Elizabethan avdiences. Bimam
Wood moves 1o Dunsinane, Macbeth fights with the courage of desperation, and his
severed head is displayed on the dagger of his mortal foe. MacdufT All these devices
help o keep up the flagging interest,

Curck Your PROGRESS

I. Identify the action arcund which the play unfolds.

2. What is the essence of a tragic play? How is Macbeth different?
1. Comment of the illusion of time and action.

4. Discuss the importance of the appearance of the witches.

2.5 BANQUO AS FOIL TO MACBETH

It was Shakespeares usual practice 1o bring together contrasied characters, so that one
served as a foil to the other, Tnthe present play, Macbeth and Banguo are such characters
and Banquo, an essentially honest man, serves (o throw into sharp relief the evil that is
there in Macheth. Banquo like Macbeth is a brave General and heroic warrior, Both
Ross and the wounded soldier praise his courage and heroism, as they do that of Macbeth
himself Duncan refers to them both as our captains and considers both of them equally
warthy of his love and regard. But here the similarity between the two ceases. Banguo
i honest, while there is an element of evil in Macheth. This is clearly highlighted by their
different reactions to the prophecy of the witches. Macbeth gives a start when it is
prophesied that he would be the future King of Scotland, while Banguo is not at all
startled when it is predicted that his sons would be the fixture kings of Scotland. He
questions them about his own future but the witches ‘replies are particularly ambiguous.
He will e ‘lesser than Macbeth, and greater*, and ‘not so happy, vet much happier”, He
is also told: “Thou shalt get kings, though thou be none,” As is always the case with the
witches' prophecies, these predictions come true. Banguo will not achieve Macbeth’s
position of the king, but by preserving his integrity he will be the greater man,

The third prophecy, that he will be father to a Tine of Kings, is vital in explaining
Macbeth*s subsequent fear of Banquo and the reason why he has to have him killed, He
is far more suspicious of the witches than Macheth is, and he gives Macbeih ﬂ“':ll"l'ﬁ!'lg.
Banguo is essentially an honest and noble man. He is certainly ambitious but he does not
adopt crooked means to realize his ambition. Macbeth pays a high tribute to his nobility,

When Macheth rells him that, if he will cleave to his consent, *it shall make honour for
you', he replies,
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Bo | lose none .

Tn seeking to augment it, but sill keep

My bosom franchised and allegiance clear
1 shall be counseled.

Banquo is an essentially nobleman, but that does not mean that he remains honestand |
noble throughout. The prophecy of the witches works on him, and corrupts his essentially |
noble nature. Banquo alone knows of the prophecy, he alone suspects Macbeth, but still
Mdmmmmmmmml“ﬁ“h‘mm“bﬂh‘smssiﬂn.ﬂﬂ'ﬁm |
Sconce for his coronation, and accepts the theory that Duncan’s sons had bribed the |
grooms 1o murder him. This is so because he has yielded to evil; the witches and his own
ambition have conquered him. In one of his famous soliloquies he reveals that he fears |
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sharp ambition necessary to make him a victorious opponent of Macbeth. Macduff goes
to England not out of fear, but to help the rightful King of Scotland to free his country
from the tyranny of Macbeth, He sacrifices his wife and children for the sake of his
couniry. Malcolm tests his loyalty by pretending to be wicked in every way. He passes
the test successfully and is affectionately accepted by Malcolm. No sooner has this
brave and straighxfnrwa:dmanpassedthesemm he is told of the slaughter of his
wife and children. Their death is the price he has paid for flying to England to seek
Maleolm®s return and his country’s safety. At first, the news of this mass murder seems
10 crush Macduff and we feel for him deeply. He has suffered a hideous injustice.
Simultaneously we see the full measure of Macbeth's evil and, as Macduff painfully
turns his anguish into thoughts of revenge.

Macduffis ﬁghﬁnghuhforhis country and his own revenge, who gives the order
for battle. Now, as the English forces start to win, Macduff resolves either to fight
Macheth or no one. We watch his mesting with Macbeth and watch the light between
the two men. Macduff is Macbeth's last and most telling cause for despair, he understands
the hatred Macduff has for him and he has purposely sought to avoid fighting him. Now
he is challenged by him and he tells Macduff of one of the last of the witches” prophecies
that he would be killed by only a woman bom child, At this, Macduff explains the nature
of his hirth 2 Caesarean operation. He was not born by the efforts of a woman but was
from his *mother's womb untimely ripped. This destroys Macbeth's last hope. It is this
truth that forces him to acknowledge that the witches flatter with us in a double sense
and so have led him to his damnation. Macduff is the good, the brave man of action. He
takes over the role played by Macbeth at the start of the play, when he cut off
Macdonwald's head. Macduff is the trusted and loyal man of action in the service of his
king. It is through him that poetic justice has been meted out to the hero-turned villain.

(CHECK YOUR PROGRESS

5 Comment on Banguo as a foil to Macheth.
6. Give a brief character sketch of Macdouff,

27 A STUDY OF EVIL IN THE PLAY

We cannot say for certain whether Shakespeare believed in the supernatural or not, but
he has certainly introduced it in 2 numbe_r of his plays 10 cater to the public taste. In
Macheth as in some other plays, he: has introduced the ghost, of Banquo as well as
unnatural, ominous events like those which take place on the night after the murder of
Duncan. But,Maﬂbﬁﬂ'liS the only play of our dramatist in which he has introduced the
Witches, There are three witches in the play. They have their Queen Hecate as well as
their familiars (attendant spirits) a toad, a cat, etc. They appear and disappear like
bubbles of water. They have their cauldron which they use to cast their spells, They are
unnatural creatures-neither men ROF WOMEn ‘!“d they symbolize all that is evil in Nature.
Indeed, they provide the antithesis to the divinely ordained order of the universe. They
meet in storms and can raise tempests; they are unnatural themselves—wormen with
beards—ang they work their spells with fragments tom from organic creatures.

In Holinshed the three 'ﬂ_h'ﬂmm_‘-‘fhﬂ accost Macbeth and Banquo are described
a5 “the weird sisters’ and identified with the goddesses of destiny. Shakespeare retains
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ili 1 i or S-Eﬂﬂish-
fakespeane the name but transforms them ].'I'I[ﬂ the fﬁ.]TIJJIlI' witches of the EI'IE'!ISh..
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counryside, to whose malice any unexplained disease in their neighbours, or t
neighbours” livestock was often attributed,

HEous

Two different attitude or approaches to the witches are possible, the sypeml‘f::'::'n

NOTES and the skeptical. In Macheth the Witches owe their fascination an_d effectlj"&idréﬁ of |

skilful combination of baoth these attimdes, They have all the reality and viv excited |
actual belief but there are also suggestions tha they are the products of the

imagination, and so hallucinatory in nature, They have been brought into close connection |
with both character and action.

e |
The very first words uttered by the witches, *Fair is foul and foul is fﬂLﬂ 3";]:2 |
the key-note of the play. in which the values are a1 lopsy-turvy, and in wlhuch the e |
chief protagonists, like Milton's Satan, make evil their goal. This perversion t:'lf wﬂds |
and ideals is evident in their own appearance as they should be women but their be
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Unlike the witches, the ghost of Banquo which appears in the *Banquet scene” is entirely
hallucinatory in character. Itis purely a subjective phenomenon. It is an objectification or
externalization of the subjective state of Macbeth. It is a creation of his guilt-obsessed
imagination and as Lady Macbeth reminds him very much like the dagger he sees just
before the murder of Duncan. That is why none else of the characters sees him. It does
not speak and it vanishes as soon as Macbeth takes heart and exclaims:

Hertce, horrible shadow

Linreal mockery hence,
Thus Macbeth himself regards it as an “unreal mockery", a shadow, a mere creation of
his heated imagination, Shak;qpmzmmcleaﬂyhmﬁs the judicious among the audience
to take it 1o be an illusion, a mental hallucination of Macbeth. Macbeth sees the ghost
just after the murder of Banquo. Itis a product of h:'a? gull‘t-ul:ls_es-sad imagination, an
instrament of divine punishment and justice. The ghost is externalized form of Macbeth's
guilt and fear of discovery, invisible to the others but a terrifying reality to Macbeth
himself.

In short, the wpcmatl.lr‘illinlhepla}'hasbn:n closely integrated both with character
and action; it is not mrg]}rahﬂiﬁhl&.l:ﬂld'ﬁ bloodeurdling phenomenon which it is in the
works of his lesser conlempararies. Shakespeare has given to his audiences what they
wanted, but ina more purified and exalted form. .

2.8 A CONFLICT OF GOOD AND EVIL IN
MACBETH

The workd of a Shakespearean tragedy is essentially a moral world. The ruling power is
a moral ane, but along with the good it also gives birth to Evil.

Hence there is always a conflict between the forces of evil and the forces of
good, or the forces of life and the forces of dﬂETh._lJi the end evil is destroyed ar'.d good
prevails. Life forces assert themselves, arc victorious anl the forces of Death, disorder
and chans are defeated. This conflict of good and evil assume many forms. In Macbeth
it sssumes the form of () warrior-hopour as pppnsad by its negation f_m_ w".“r.dm
and brutality; (b) Imperial magnificence which is not r'-?aL but only an illusion, which is s0
to say merely a cloak thrown over MEANNEss and wickedness; (€) Sleep and feasting
which are Life-forces and their negation, i.€., |mm!IWED§beP and violation of the laws
of hospitality; and (d) forces of creation and Nature’s innocence 25 opposed by the
forces of destruction and of Chaos. The Conflict of Good and Evil in Macbeth may be

studied under these four heads.
(1} Warrior-honour and Fear

According to G, Wilson Knight the oppos
£00d and Evil is strongly marked in the play.

ition of life and death forces, the conflict of
Life-forces are vividly and clearly contrasted
Wwith evil, with forces of death, darkness and disorder, and c'm_lﬂf‘ is opposed by
destruction. Fear. a death-force, is at the very heart of the play and it is represented as
a negation of warsior-honour which can be won only through courage resulting in heroic
action, There is  clar well-marked rhythm of courage-fear-courage. Macheth s from
the first a courageous soldier. His warrior-honour is em!:hasnzgq. Heis :fri:we Mnc?-eth ;
“toble Macbeth', He is ‘a peerless kinsman » COUra* in waris a thing of "honour. The
Value of warrigr ship may not pe dissociated from allegiance: it is one with the ideal of
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kingship and imperial power. But Macbeth is against this bond, The evil in him hates t©©
bear it. . But Macbeth strikes next at the very roots of his own new bright honour. He

murders Duncan, but by such a deed of dishonour no substantial honour may be won, the
valour of such an act is itself shameful,

And Macbeth really gives way all along from fear: from fear of fear, He has
fought for the King, exulting wildly in absolute courage. Next there is an extreme reaction
toabsolute fear. Thus the evil finds the only thing he fears is dishonour. He suffers at his
first temptation from abstract fear, which fixes itself to o ghastly act so that it may form
some contact with the real. That act is one of essential dishonour. He lacks spiritual

courage to meet it, and hence projects his disordered soul into action and murders Duncan.
Undue horror and fear of the deed drives him toit: inthe

ot same way his fearful conscience
will not let him rest there, and he commits more murders, He is all the time flying from
evil instead of facing it. But at the end he emerges fearless. And this is not only
warrior’s valour when oppased by Malcolm’s

"and all things of concord

ueto his wickedness,

(2) Imperial Magnificence and jts 1llusion
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more than murder a living being: he murders life itself because he murdered hospitality Macheth by Shakespeare
and sleep; therefore his punishment is a living death, without peaceful sleep. Macbeth’s
crime is a kind of parricide—hence the suggestions of parricide throughout. Also there is
the porter whose drunken festivities are used to heighten our awareness that hellish evil
is stalking the earth: here again evil conquers the innocent festivity. Macbeth finds he NOTES
has, *put rancours in the vessel of his ‘peace’. He does not feast with his lords in peace
and harmony. Banquo's ghost breaks into the attempted festivity, disperses it, and throws
into disorder. At the start, hospitality, welcome and degree are emphasized: the very
things that Macbeth has so brutally discreated. ‘Digestion’, *health’, *sauce’, ‘meat’,
are life forces.

Against this life-force of feasting, social friendliness and order, comes adeath, a
ghost, smashing life-forms with phantasms of evil and guilt. After the ghost's disappearance
Macbeth recovers, again speaks words of ‘love’, *health’ and friendly communion. So
the evil makes of unity, love, feasting and social order a chaos. Order is the natural
grouping of life forms, disorder 15 eyil—Macbcth's crime was essentially an act of disorder,
a desecration of the ties of hospitality. and relationship and allegiance. Death, destruction,
chaos—these are the forms of evil opposed to the life-joys of feast and friendship amid
social concord.

The witch scene in the cavern which follows is strongly and vividly contrasted
with the banquet scene. The former stands for evil, for the forces of death and disorder
and the later, a life-force, for order and harmony. The banquet idea is inverted in the
witch-scene: fair becomes foul, and foul becomes fair. Instead of suggesting life and
health it suggests, ‘toil and trouble’. The ingredients of the Cauldron suggest absolute
indigestibility.

The witch-scene is a parody of banqueting, a death-banquet, @ hell-broth. Itis all
quite meaningless, nameless, negative, utterly black, formerly an ‘unreal mockery, a
death-phantom, shattered a life-giving banquet. Here, by inversion a death banquet
produces from its hideous gruel not bodily sustenance, but mere phantoms. This hell-
broth is a death food, though it is not meant to be eaten; eating is good, in the cause of
life. It brings forth spirits that is evil, rot carthly things.

Macbeth is readily convinced by the Apparitions' assurances. He fails to understand
the real significance of these Apparitions. His spiritual sustenance feeds him with hope—
not, as it pretends and he thinks, in terms of natural law, but on|¥ interms of itself, that is
unreality, meaningless essences abstracted fm the future: things which do not egust,
and, when they do, will be different from their present bll.ln‘ed appearance as received
by him. It is all a death- banquet and its spiritual food, to him, a poison. Hence it atonce
leads Macbeth to a decd of family destruction. He murders Lady Macduff her children,
Macdufl's household, all that ‘trace him in his line’, again a chaotic blow against a life-

force, a family unit.
(4) Creation and Order: Destruction and Disorder

il i o attacks the forces of life represented by creation and the
E:"Q,:Lé"()ﬂ::lzih #:::031" in Macbeth is hostile to all that is creative, natural and
innocent, and to birth and childhood which are life- forces and s0 also forces of good.

re are suggestions in the carly part of the play of Nature's innocence and she is
Presented in all her native integrity and peace anf.l chanp. and creative beauty, There is
strong emphasis on ‘senses . ‘wooing" and ‘delicate’ air, and the procreant cradle. the
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of ‘breeding’. Macbeth®s crime is a blow against nature’s unity and pc.xcea
mﬁ dissenmion%f all creative, family, and social duties, all union and concord: this is
the bond he breaks, ‘the great bond” that keeps him ‘pale’. Lady Macduff urges that
Macduff"s flight was dictated by *fear”, not ‘love’ or *wisdom’. It is partly true: fear
erips every one whilst evil rages in Scotland, Macduff is forced to sacrifice the bond of

family love—"those precious motives, those strong knots of love’. He leaves them to
their death.

The very trees rise against Macbeth, in league with his enemies. That is creative

nature accusing, asserting her strength after her long torment of destruction. So Birnam
Wood marches against Macbeth. The Macheth-evil is soclearly opposed to nature that
Lady Macbeth, who fears her own as well as Macheth

'S nature, prays 1o be unsexed.
Death and Life
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followed immediately by the stage-direction “Enter Macbeth etc.” The poor, trusting
Duncan does not realize that the new thane of Cawdor is as treacherous as the previous
one and that even at the moment, he is planning to murder him.

In scene VI when Duncan reaches Macbeth's castle in Inverness, he is all praises
for its paradisal peace and calm, and remarks, ‘This castle hath a pleasant seat.” He
does not realize that it is mere appearance, the reality is entirely different, It is not a
paradise, but a Hell, where he would be brutally murdered that very night. Macbeth's
castle is Hell, Macbeth and Lady Macbeth are veritable devils who have murdered their
King, their benefactor and their guest for the night.

The Theme of Equivocation

Itis in the Porter’s speech that the theme of equivocation is first brought in through his
reference 1o the equivocator, “that could swear in both the scales against either scale;
who committed treason enough for God's sake, yet could not equivocate to heaven: *O
Come in equivocator, (knocking) Knock, knock, knock."

The witches are equivocating ends who use words which appear 1o have one
particular meaning at the time they are spoken but later on it is realized that the real
meanings of their words are entirely different. Thus they tell Macbeth that he need have
1o fear till ‘the Binam wood moves to Dunsinare,’ and that ‘no man born of woman can
harm Macbeth. The result is that Macbeth is deceived, has a wrong sense of security,
and embarks on his bloody career. However, later on, when it s too late, he realizes that
these words were deceptive that the witches are ‘equivocating fiends’. Appearances
are deceptive. Birnam wood docs appear 10 be on the move, but in reality they are the
branches of trees which Malcolm’s army uses to camouflage their real numbers. Macduff
who ultimately kills Macbeth, is the man not born of woman. for he was taken out of his
mother's womb through an operation.

Macheth now realizes the true nature of the witches. Their words which deceived
him had in reality entirely different significance. Tl.lcir words lead him to hope that he
was invincible, but the hope was deceptive, for their words were mere equivocations,
They deccived himand made a fool of him. Thf: hospitality which Lady Macbeth shows
to Duncan is yet another example of equivocation, Outwardly Lad‘y Muacbeth appears to
be an ideal hostess. Everything that she and her husband call theirs, she fsays, actually
belongs to Duncan. Indeed, Lady Macbeth professes the greatest possible loyalty to
Duncan. But the reality is that she has aM)' m'f\dc up her mind to murder him. On
hearing that the king is arriving to pass the night in their castle she: refers to “the fatal
der my battlements.” When her husband arrives, she wastes no

entrance of Duncanun .
e eive others by putting on a false appearance.

words but at once urges him to dec
[tis noteworthy that much later in the play; Macbeth himsell gives similar advice
to Lad Macbeth A little before the banquet 10 which Banquo has also been invited,
Macbczh urges hi.; wife to flatter Banguo because that is the need of the hour: inwardly,
of course. 'hgﬂacbelh is full of resentment and hatred against Banquo, Macbeth thus
speaks io h|s wifee on this occasion. The portrayal of the character of Macbeth is marked
by kind of duality orbya tendency on his part 1o equivocate. Not only does hc‘cxpresses
loyalty to Duncan and afterwards murders him with his own hands, he speaks of friendship
and flattery to Banquo and afterwards has him murdered.
ss other examples of the contrast between appearance
lay. False face does again and agam hide the truth that
tly suggested by the cloaking and masking images
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and reality that runs through the p
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CHECK YOUR PROGRESS

7. Comment on the element of the supernatural in the play.

8. Discuss the illusion of imperial magnificence in ‘Macbeth.
9. Comment on the theme of appearance and reality.

2.10 SIGNIFICANCE OF THE PORTER SCENE
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This principle of contrast Shakespeare has used in this play as well as in other plays. Just
as sickness heightens the blessing of health or night heightens the brightness of day, so
also a scene in the comic vein relieves tragic tensions and also heightens the tragic-
effect of the following scene or scencs. The dramatist has used this very principle of
contrast in the scene in which Duncan, standing outside the castle of Macbeth, praises
its pleasant calm and quite atmosphere, or in the scene in which Lady Macduff and her
teen-aged son talk innocently. and with their prattle heighten the horror of the tragedy
which is soon to overtake them. In both these cases an appeal is made to emotions
entirely different from the tragic one, and in this way dramatic relief is provided and the
ensuing tragedy is heightened. Therefore, we cannot agree with the critics who say that
the porter-scene weakens the tragic- tensions.

Dramatic Irony

Besides the scene is a fine instance of dramatic irony. The Porter imagines himself as
the gate-keeper of Hell and we see the ironic truth of such a claim because Macbeth
has indeed made his castle a hell. The central word of the Porter’s rambling talk is
‘equivocator’. He welcomes to Hell various deceivers, people who have played with the
truth to suit their own purposes, and we recognize Macbeth as the absolute equivocator
of the play, particularly in this very scene where his elaborate words seem horribly
deceitful. The Porter acts as an oblique commentator on the murder and Macbeth's
descent into Hell. The very roughness and comedy of his act increases the gruesomeness

of the murder.

Itis also a dramatic necessity, for it gives Macbeth time enough to change his
dress, and get ready to receive his visitors. Therefore, we cannot agree with the view
that it is an interpolation. Such a scene alone would have served the purpose, and
Shakespeare with the foresight of genius provided it.

Use of dramatic irony is much more frequent and intensive in Macbeth than in the

other tragedies.’

Dramatic irony may be defined as the introduction of actions and situations or the
use of words, the real significance of which is not realized by the other characters on the
stage, or by the speaker himself but itis realiw_! by thc afldicno.c or the readers. Sometimes
the real significance of words, actions and situations is realized only at a later stage in
the play, and hence what happens later on bef:omcs an ironic comment on the earlier
words and actions. It is also called Sophoclean irony, for Sophocles, the Greek dramatist,
had made more intensive and frequent use of it in his plays than any other dramatist.

Shakespearc has used this type of irony more frequently and abundam{y in Macbeth
than in his other plays. From the beginning 1o the end. the pla;_f is steeped in irony. The
real significance of words, actions, situations, etc., is not realized by the actors on the
Stage at the time they are spoken or done, but becomes clex'n o_nly atamuch later point
in the action. The contrast between appearance and reality is thus stressed and the
impression of ‘mysterious fatal forces hovering round man and driving him to his doom
is thus heightened, The extensive use of this kind of irony in the play serves to intensify
its atmospher of supernatural dread and horror.

He does not know that the new Thane of Cawdor will deceive his *bosom interest™
mare grievously than the first. Duncan thinks 1ha.l itis the old Thane of Cawdor who had
betrayed his absolute trust, hardly realizing that his treachery would pale into nothingness
before that of the new Thane. He does not realize that Macbeth's castle is hell, where
he would be brutally murdered by the new Thane of Cawdor and his wife, whom the
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is his guest; moreover a king who has done no harm to him but has rewarded him with Macheth by Skakespeare
honour and respect. It shows that Macbeth is gifted with poetic imagination and his
imagination works through pictures. His imagination is the handmaid of his conscience.
“This soliloquy places Macbeth on a much higher level than Lady Macbeth, who is more
ambitious than her husband, more cruel and more monstrous, and she has nosense of | NOTES
decency or justice or pity.

The next soliloquy of Macbeth, comes in scene Lof Act I1, just before the murder,
Muacbeth suffers from hallucination. The thought of the crime he is about to commit has
driven him almost to the verge of lunacy. He sees that dagger with which he is going 10
murder King Duncan. Such hallucinations come to the conscientious souls that are about
to commit a great crime for the first time in their life, This soliloquy reveals the struggle
which is still going on in the mind of Macbeth: and it, therefore, gives a further glimpse

into the character of Macbeth.

In his Soliloquy which occurs in scene 1 of Act IIT of the play, Macbeth prepares
himself for the murder of Banguo because he cannot bear the idea that Banquo's sons
should be kings. Besides, Macbeth feels insecure so long as Banquo and his son are
alive: and; therefore, he decides to get both the father and son murdered as soon as
possible. The soliloquy reveals Macbeth’s fear and insecurity which prevents sleep and
tortures his soul, as well as his degradation.

In his soliloquy, at the end of Act IV, Scene ii, Macbeth expresses his determination
not 1o Jose a single moment in putting his thought to action- that is, to order at once for
{he massacre of the family of Macduff to have his revenge upon Macduff This soliloquy
reveals his motif for the commission of further crimes.

Macheth’s last two soliloquies beginning: “Tomormow, and tomomow S —
and *1 have lived long enough’ reveal Macbeth's frustration and disillusionment. He
realizes that his life has fallen into the scar, and that he has lost all the good things of life.

Though most of the soliloquies in the play belong to Macbeth, Lady Macbeth too
utters one important soliloguy, just after n:c.eiving l.he news that Duncan is to be her
guest that night. She calls upon the murdering ministers, the powers of darkness, to
unsex her, and the very violence of this invocation is & measure of the womanly instincts
that have to be suppressed. The violence done to nature in such suppression results in
complete nervous break-down and we witness the terrible spectacle of the sleep-walking

scene.

Thus the combined effect of the soliloquies of Macbeth is that we acquire a
bett of what is happening (o his sou). Itis through the use of the soliloquy
Bl tions have been revealed. We realize his essential

that his i truggles and frustrd . A _
nobility ::: :]:0 ‘hig he has been pushed into his career of crime by his vaulting ambition,
his poetic unagmuon.and \he combined solicitations and exhortations of these equivocating
trends the witches and his “Fiend-like Queen’. For this Lady Macbeth also is referred to
as “the fourth witch’ of the play.

: : { self-revelation and the dramatist has

In short, the soliloquy is @ potent means o .

made good use of it in the present play- Itis largely through the use of the soliloquy that
what is essentially a melodramatic story of crime and bloodshed has been raised 10 the

level of one of the greatest tragedies of the world.

Self-Instractional
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2.12 A STUDY OF FEAR RATHER THAN AMBITION

The hero of a Shakespearean tragedy is always an exceptional individual hurj_i, suc'm_li}r
and personally, and Macheth is no exception in this respect. He is a brave, heroic warrior
and the king refers to him as his ‘peerless kinsmen' . But like the other tragic heroes, Ilm
also has his own *magic flaw”, a dominant trait of character which compels him to act in
some particular way. This ‘wragic flaw” proves fatal for im in the circumstances in
which he is placed. In the case of Macheth, the ‘ragic flaw” is his “vaulting ambition”.
He yeamns for the erown of Scotland; it seems that he has often discussed the matter
with his wifee, who is equally ambitious, if not for herself at Jeast for her husband. It is this
evil within him which makes him start at the prophecy of the witches, and also to think of
murdesing Duncan, his relative, his king, as well as his guest for the night, Not only has

. 5 wifee and children
soon follows. He rushes on his bloady career ] the veryend. He and his Queen both die
childless, defeated by the furure,

Besides his “vaulting ambition’, which makes him a ruthless murderer ang g
thorough villain, he also has weakness of will. Tha i why he yields to the suggestion of
the witches, and Lady Macbeth called, ‘the fourgy witch', is able to overcome his
resistance by ‘the valour of her tongue’, She taungs him and thus succeeds in persuading
u;hmf:]]uml it &s:fhjs better judgment and comumit e murder. He understands clearly
and mr::mits the mm'mmm% oFhis M”f"""ﬂ'l?ﬂwm he yields to his wife

Besides his “vaulting ambition' and w
imagination of a bom poet, Macbeth is & cakness of w
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or conjure up visions of naked new—baorn babes blowing the *horrid deed in every eye’.
It is this poetic imagination which makes him hear voices pronouncing upon him the
doom of sleeplessness. It is this imagination which makes him see the ghost of Banguo
with twenty gashes on his head, and the blood—stained dagger.

This éonflict between his imagination and his ambition results in heart- rending
spiritual anguish: his soul gradually falls to pieces and that is the real tragedy. Whenever,
his imagination is stirring, we feel suspense, horror, and pity, but as soon it is dormant,
these feelings vanish and he becomes a brutal, pitiless murderer. This is so because the
will to live is mighty in him. He is not prepared to lose the glittering prize, the worldly
power despite his sleepless torture, and the scorpions in his mind. He fails to understand
his own true nature, and interprets his sleepless torture as resulting from a sense of
insecurity and the fear of retaliation. Hence his ruthless career of crime despite inner
remorse, and, hence his gradual descent into Hell. It is an engrossing spectacle, and
psychologically it is perhaps the most remarkable exhibition of the development of a
character to be found in Shakespeare’s tragedies (Bradley). We admire and pity the
man, while we condemn and abhor the murderer, Macbeth is never completely de-
humanized despite his manifold crimes, and despite his crimes he never loses our sympathy.,

Macheth is a complex work of art and tragedy in it results, not from any single
cause, but from a number of causes acting and enacting on each other.

-2:3 POETIC JUSTICE IN MACBETH

Poetic justice may be defined as the distribution of rewards and punishment strictly in
accordance with the merits of the person concemed. The virtuous are rewarded and the
wicked punished proportionately to the wickedness or goodness of their actions. It is
called poetic justice because poels and dramatists introduced it in their works in the
interest of morality. Virtue was rewarded and wickedness was always punished so that
the audience and readers may imitate the virtuous and avoid the wicked. However, such
poetic justice may be possible in the ordered world of art but it is not a fact of nature. Tn
life, virtue is not always rewarded and then the wicked prosper. Therefore, Shakespeare
who was a greater artist does not introduce such perfect justice in his tragedies. As Dr.
Yohnson points out, he holds a mirror to nature, and is more true to life than the anci
masters, Hence it is that in his plays, a8 1:1 rﬂﬂllhfﬂ, the good and the virtuous are often
crushed, and they do not get the prosperity which they deserve. But this does not mean
that the ultimate power in Shakespeare's ragic warld is not moral. Itis certainly moral,
it is inimical l::evil,itmﬂctsagwevifalﬂulnmalelyavﬂ is “thmﬂdmm But
along with evil much that is good i also destroyed. There is only partial justice in a
Shakespearean tragedy: evil s suitably punished but virtue, instead of being rewarded is
Crushed Macbeth is an exception in this respect, for in it he comes very close to the
bservation of poetic justice. .
i anly tragedy of Shakespears *which has a villain or a criminal as
tragedy the hero turns a villain and violates the moral order. Othello and Lear, despite
if trivial faults, are still, on the side of good. They are not mf:b:ed and hence when
they suffer, we f,eel that their suffering is wholly disproportionate te their minor
Shortcomings. We feel justice has not been done to them. Macbeth, on the other hand,
tums a villain early in the play. He violates most flagrantly all laws of morality and
decency, hence when he and Lady Macbeth are punished the fecling is that they have
Been justly punished for the crimes they had committed. The canans of poctic justice are

lly satisfied,
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NOTES

Macheth is guilty of committing the most ]:leinous crimes. H_e mﬂders ]'u:':1 hﬁ.nﬁ
whois obd, benevolent and generous, who has suuahl_g.r rewarded him alh nf.ﬁ Ly
confidence in him, and who is, moreover, his guest ml double trust at the " a-_m:l p
Macheth as if she were a fourth witch, chastises him “jxh va].oulr of her lﬂzi‘:h ;nunlers
crime, which might otherwise have remained undone, is comnuupd.ih;nc o tleep o
Duncanin sleep, and swiftly follows his punishment that henceforth “he wou :Iut'mind
more." His mind is full of scorpions and henceforth he knows no tlﬁelswr p&azmwnm
either by day or by night. Lady Macheth, too, soon realizes lhEL futility of t e She
they have obtained through crime and soliloquies, ‘Naught is bad, all mLsp;E Ig].:ep-
suffers, like her husband, the tortures of Hell, a glimpse of which we get in : e
walking scene. Poetic justice is done to her; and her punishment is so tmrlgcﬂ s
almost forget her pride and feel pity for her. Macbeth descends decper and r:é: e
hell. He is haunted by a feeling ofinsecurity and fear. He gets Banquo murde :,:,,fﬁrs.l
feared him, but it is the ghost of the murdered Banquo which becomes mrmm%auﬂ
arvusing the suspicions of the guests assembled at the Banguet. Banqu.a s son el
escapes to be the father of *the fumre kings of Scotland, Macduff denics his pef s |
Macbeth's biding and flees to Scotland. In wrath, the tyrant has his revenge Upo

family, and has his wife and child brutally murdered, However, the sin committed Joff :
back tohim. The people are horrified and dissafisfaction against him increases; Mas s
becomes the mmﬂmghwfﬂ:hmmiswmakeshim. Tt is he who kills the us .
in single combat, and restores the thro i i
0 10 1ts lawful heir, 1
CHECK YOUR Progress ;
10. What is Macheth's ‘tragic flaw? i
11. Diseuss the element of poetic justice in Macheth,
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Mucheth by Shakespeare

2.14 SUMMARY

In this unit, you have learnt that:
* William Shakﬂpem's Macheth is one of the greatest ragic plays ever writien. NOTES
o It is set in Scotland and narrates the life and times of a Scottish lord n

Macheth, amed

» Essentially, the play dramatizes the corroding psychological and political effects
produced when Macheth decides on the path of evil as the way to fulfill his
ambition for power.

» Macheth has all the salient features of a Shakespearean tragedy.

o It is the only tragedy in which Shakespeare has introduced the witches. The
witches impart the touch of mystery. awe and supernatural dread o L. It is a tale
of murder but the dramatist has made out of ita great dramatic poem.

» Tt was Shakespeare's usual practice to bring together contrasted characters, 5o

that one served s a fioil to the other. In the present play, Macbeth and Banquo
are such characters and Bahduo. an essentially honest man, serves to throw into

sharp relief the evil that is there in Macheth.

» Macduff is the man not bomn of woman, is as brave and heroic as Banquo and
Macheth, but he remains honest throughout,

- H¢suspmsMEbﬂhﬁﬂnﬂ'lﬂirﬁ}’h¢gimin&andmdﬂcﬁ ot go to his coronation
at Sconce, nor does he come to the banguet given h{Macbem to celebrate the
pocasion.

» His behaviour is insharpcmuaslwkhlhatofﬂarlqmm result is that Macheth
is ggaj:mhimandhisduub!s and fears are confirmed when the witches tell him to
beware.

« The world of a Shakespearean tragedy is essentially a moral world. The ruling
power is a moral ane, but along with the good it also gives birth to Evil.

« There is always a conflict between the forces of evil and the forces of good, or
the forces of life and the forces of desth. Tn the end evil is destroved and good
prevails. o

o Life-forces are vividly and clearly contrasted with'evil, with forces of death,
darkness and disorder, and creation is oppased by destruction.

« Fear, a death-force, is 8 the very heart of the play and it is represented as a

negation of warrior-honour which can be won only through courage resulting in

heroic action.

+ There is a clear well-marked rhythm of courage-fear-courage.

* Closely allied to the them® of warrior-honour and its negation is the theme of
imperial magnificence and the illusion of it

* Macheth atlains to kingship, yel he never really possesses it He is never properly
a king; his kingship is a mockery:

* He has the scepter, the crown, the d
ingship, but it is undone and PEEAE by
death and disorder.

dress. inshort all the ourward paraphemalia of
the dark evil within himn. by the forces of
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NOTES

Self-Tnstructional
Maierigl

« Sleep and feasting are forces of good and they are closely associated with each
other, Both are creative, restorative, forces of nature. .

» Macheth and his Queen are deprived of both during the play’s action. Feasting
and sleep are twin life-givers.

» Macheth's sleeplessness is retributive. Macbeth murdered Duncan in sleep, after

feasting him. It was a blow delivered at ‘innocent sleep; sleep, the gentle nurse of
Tife.

» Macheth does more than murder a living being: he murders life itself because he

murdered hospitality and sleep; therefore his punishment is a living death, without
peaceful sleep. _

* The evil in Macheth also attacks the forces of life represented by creation and
the innocence of nature; it is hostile to all that is ereative, nawral and innocent.
and to birth and childhood which are life- forces and so also forces of good.

* There are suggestions in the exrly part of the play of Nature's innocence and she
is presented in all Imnativeimegrityandpcm and charm, and creative beauty-

* There is strong emphasis on *senses’, *wooing* and *delicate’ air,

and the procreant
crad]e.ﬂmumgtﬁnf‘hu'::djng‘.
. 'Dl'ﬁl of mlmﬂj:lr themes of the P‘ﬁj 15 the contrast bEIWEETl appe;]_[ancﬂi ﬂ.ﬂ':!
reality, again and again it iz stressed

that ‘things are not what they appear to be-

® There is complete deterioration of values ang - it in the play:

“Fair is foul and foul is fair.” 7 the witches put it in
* Macbeth is the only tragedy of Shakespeare in which the tragic hero turms *
"m"::‘:“;d'-"“ he elains our sympathy up to the very end, Eyen when Machel!

5 Scotland bleed, he does notentirely lose our sympathy.
—_— e
2.15 KEY TERMS

———________________ ___._...-"'..‘

* Regicide: Refers to the acy of iy

Ing a king

) Or even which iz p, . cience: in
Shakespeare’s Macheth, the thyee v; eyond the explanation of s
mﬂ are - .
* Prophecy: Prediction of the fy the manifestation of the super™™”

ture
* The thi P
rmmnﬁhimﬁ daughters of Zeus: Iy Greek mythology, the ‘"Wjd
moira literally means :ﬁ} nere &t?m““jﬁﬁﬂﬂnaof destiny. The Greek ™ ¢
destiny. They controlled ﬁ:ﬂ o portion, and by Sxtension one's portion :uf;ul
ﬁﬂnbhhtudmh{mhwm] E mm“ﬂiftﬁfevuryrrnﬂﬂﬂdi a
was subject to their power - EVen the podg feared the Moirae. Zeus
The three Moirae WeTe;
1. Clothe “spinner . .
2. Lachesis !J‘dn:-:ar :?]’JL‘P“' Oflife rom herdisaffonto her 9%
3 Alropos “inevitablen _ 0 o0 e thread of ife with her 709
manner of a person's ﬂbﬂtli CUMET of the thread of life. She chm;_ry
shears”, somerpe on Earih 'I!iEJ:i she cut the thread with “her abl




* Dramatic irony: A literary technigue used in Greek theatre through which the ~ Mached by Shakespears
audience gets to know the full intensity of the character’s thoughts and actions '
even though the character remains unaware

= Soliloguy: The act of vocalizing one’s thoughts regardless of any one else’s
presence

NOTES

2.16 ANSWERS TO ‘CHECK YOUR PROGRESS’

1. The theme of regicide precipitates the narrative of the play Macbeth.

2. Typically, tragedy depicts the downfall of a hero or a noble man through a
combination of fate, hubris (pride) and hamartia (a tragic flaw inherent in the
character). The tragic hero’s powerful wish to achieve some goal inevitably
mmlhr&ts.m@h!&mnfhmmnﬁnﬂl}'mﬂmgﬁﬂmdmucﬁm.macbm
is different as he sustains our sympathy despite his actions. Macbeth turns a
villain soon afier the play opens; this is not the case with Hamlet, Lear or Othello,
The Fate which overtakes him is not undeserved; Macbeth is the only tragedy in
which the suffering of the hero is proportionate to his wickedness. It is the only
tragedy in which poetic justice is meted out to the hera.

3, Macbeth is one of Shakespeare's shortest plays, “a play which leaves the
: s af tremendous vehernent speed’. Anumber of bartles involving various
people over a considerable period of time are concentrated in Act [ of the play
into the sustained heroism of Macheth. Always throughout the play, the focus of
our @ttention is fixed firmby on Macheth. InAct, Scene M it is Macheth's character
that Lady Macheth analyses. In Act IV, Scene IT1, set in the English Court, where
we have a long discussion between Macduff and Malcolm on the subjects of
loyalty and good kings, Macheth is never out of our minds. .

4, Action in the first part of the tragedy followed directly upon the prediction of the
witches who promised him the throne. The witches appear again after the banquet-
m’mmﬁ'ﬁshpmm.mm again drive Macbeth forward. This repetition,
this second appearance of the witches, produces a feeling of Fate. Ttalso arouses

he way in which the action would develop. The readers are

expectation as (01 e -
curious to know how Macbeth would react this time to the prediction of the

witches.

5. Tt was Shakespeare's usual practice (o bring together contrasted characters, so
that one served as a foil (o the other, In the present play, Macheth and Banquo
are such characters and Banguo, an essentially honest man, serves to throw into
sharp I'ELI;Cfﬂ'I'B avil that is there in Macheth. Ba.l'l-ql-lﬂ |MMﬂMh i5 & brave
General and heroic warrior Bath Ross and the wounded soldier praise his courage
and heroism, as they do that of Macbeth himsell Duncan refers to them both as
our captains and considers both of them equally wonh:.r_oﬂ'ns love and regard.

gen the two ceases. Banquo 18 honest, while there is

But here the similarity betW S o .
an element of evilin M This s clearly highlighted by their different reactions

to the prophecy of the witches. .
6. Macduff is the man not born of woman, is as brave and heroic as Banquo and
Macb::h 13,-,.51-,: remains honest {hroughout. He suspects Macbeth from the very
bcgimj,.é. and so does nmgumh]smnnaiimm Sconce, nof does he come o the
banquet given by Macbeth to celebrate the occasion. His behaviour is in sharp

Self-Insivurtional
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Macberh by Shakespeare contrast with that of Banquo. The result is that Macbeth is against him and his
- doubts and fears are confirmed when the witches tell him to heware.

7. The supernatural in the play has been closely integrated both with character and

action; itis not mdyahmﬁble.mndehhcd.cmdﬁng phenomenon which itisin

NOTES the works of his lesser contemporaries. Shakespeare has given to his audiences
- what they wanted, but in a more purified and exalted form,

8. Closely allied to the theme of warrior-honour and jis negation is the theme of

imperial magnificence and the illusion of it. Macbeth attains to kingship, yet he

i never really possesses it. He is never properly a king; his kingship is a mockery.

He has the scepter, the crown, the dress, in short all the outward paraphemnalia of

Lﬁngﬁhb.btﬂﬂi&ulﬂmmﬂmgaﬁwhydwdukeﬁlwihmm, by the forces of

desth and disordér. He fails to attain solid magnificence which should accompany

|
:
g
i
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2

royalty i, by itself a nothing in
fears, envies, hates Banguo who has

the reality of honour whereas he has but o mockery of it. He envies Banquo's

posterity, their royal destiny won in terms of nature, net in

meaddened at the insecure mockery of his own kingzhip,

9. One of the major themes of the play is the contrast between appearance apd
reality, again and again it is stressed that ‘things are not what they appear tobe. '
There is complete deterioration of values and as the witches put
*Fair is foul and foul is fakr," On his first appearance an the stage
closely echoed by Macbeth when he 5ays. "So fair and foul 5 day, T have pever
seen.” Thus the contrast between appearance and reality, which is one of the
dominant themes of the play, has been stressed from the very begjnni_ng This
theme is first suggested when Duncan remarks that the Thane of Cawdor pem
oo vorhonest and loyal, but he was a raitor in realiy, s if 10 emphasize the
deceptive nature of appearances this remagk of the king is followeg immediately
b}'ﬂﬂﬂ stago—dimcucm ‘Enter Mﬂﬂbﬂ“’l elc." The poar, lJ'I.IShJ:g D"IJH does not
maﬁuthanﬂmnewmmquawdwisasu-mmma“he can d
ﬂ:a:cve.na.tﬂmmmmntheisplmmngtanwﬂwhim Previous one an

10. Macheth's tragic flaw is his *vaylg; ambition’ wh; .
and a thorough villain, Bmii:ﬂ?she also ha::amh,m :fm“:;lumm Murderet

11 Poetic justice may be defined as the dicrriv. )

in accordance with the merig Mht:mmw Punishment strictly
am! the M"’d punished Proportionate]y io the Wi'Cb.'l;d P
actions. It is called poetic justice because poets 155 0r goodness of their
their works in the interest Dfl'mrahly and dramansta I'.nlrc:dl.lcﬂd it
Macheth s the only tragedy of . p

its hero'. In e.m.mﬁ..:..f’; :ih&“ﬁ?;th‘"m "4 villain or  crfinal a5
“Eed?“‘"““m"ﬂﬂhinmvimmm 1€ Of the moral o, but in this
committing the most heinous crimes He murdens - "0 Macbeh s guilty of
and EEnerows, who has sutitably rewarded ki ters h'skmg Who iz old, benevalent

. M and repased fiy)| con in him:
m;imﬂllcﬁt in dﬂlﬂ:le WSt at the time, Huid:efﬁle gin
him increages Macduff becomes the mﬂmm and dissatisfaction against

kills the USlrper ip o 2h which nemesis overtakes
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2.17 QUESTIONS AND EXERCISES

Short-Answer Questions

I. Comment on Macheth as a typical Shakespearean tragedy.
2. Give a brief outline of the plot of the play.
3. Discuss Banguo as a foil to Macbeth.
4. What is the relevance of the conflict between good and evil in the play.
5. “The oppasition of life and death forces is strongly marked in the play” G. Wilson
Knight. Comment.
Long-Answer Questions
1. Comment on the relevance of sleep and feasting.
2. Macbeth is a play which juxtaposes he dual concerns of creation and destruction.
3. Discuss the notjon of valour with reference to Macbeth and Banguo.
4. Discus the theme of equivocation in the Porter's speech.
3. Comment o the symbolic relevance of Lady Macheth's specch.
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3.0 INTRODUCTION

Bosm in the same vear as William Shakespeare, Christopher Marlowe was a well known
actor, poetand playwright. Marlowe’s education was such that people Iihuuglu he 'm_'-'_uuld

enter into the service of the ministry but Marlowe chose to pursue his hllcrar}r.amhn:l_vr_ns.

After leaving Cambridge, Marlowe migrated to London where he realized his ambition
of becoming a playwright. In his shart life and career, Marlowe produced seven pkgys

which gained immediate popularity. His extensive use of the blank verse .[\nun-mymmg
lines of jambic pentameter) was a fresh L-ontrit_:nuthn to the stage 1:-.rh1¢h later even
Shakespeare incorporated in his writings. Embroiled in savcra! skirmishes, I_f\{aﬂm-:-e s
life and career was brutally cut short on 30 May i 593.ﬁlﬂc'r being released from prison
for heresy, Marlowe got killed inatavern accident leaving many 54:1101_:1:5: to spl:.cu'la'l.e
the possibility of murder endorsed by the government. However, there 1 little evidence
10 support these arguments.

In all probability, Docter Faustis was written in 1392, The Dcnmi_.! lTu:nu: of the
Play—of selling one’s soul to the devil was considered 1o be an old Christian Fu!l.-;talg;
O0¢ that had become associated with an astrologer of ill repute whao lived i Germany
the 15005, The immediate source of Marlowe’s play seems to be the anonymous German
Work Historia von D, fohan Fausten of 1387, which was translated into English in
1592, and from which Marlowe lifted the bulk of the plot for his drama, There have been
Severa] literary representations of Faust prior to Marlowe’s play; Doctor Faustus is the
- t famous version of the story. Subsequent versions include the long nn%thmuus pocm
nf"r'" by the nineteenth-century Romantic writer Johann Wolfgang von Goethe, as well

% Operas by Charles Gounod and Arrigo Boito and a symphony by Hector Berlioz.
“anwhile, the English lexicon recognizes the phrase “Faustian bargain” as a reference
any deal made for a short-term gain with great costs in the long run.
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Dacror Faustus by

Christapher Marlowe 3.1 UNIT OBJECTIVES

After going through this unit, you will be able to:

NOTES

Self-Instrwctional
Rl Morerial

* Summarize the acts of the play

® Critically analyze all the major characters

* Discuss the element of autobiography

® Support the argument of Doctor Faustus being a Morality play
* Identify the allegorical symbolism in Doctor Faustus

3.2 AN INTRODUCTION TO THE PLAY

——"

Christopher Marlowe was bom at Canterbury, England, in February 1564 10 John Marlowe:
a shoemaker and his wife, Catherine. Writin

occupation of the young boy, who grew upt
Jonson praised his blank verse, calling it
unnatural death on 30 May 1593.

Like Sanskrit drama, early English drama too had its source in religion. The earliest
English plays were generally of two types — “The Mysteries® and

With the passage of time, plays became secular b i i nd
; ¥ abandoning scriptural &
legendary c.haramcrs. Dmn_xa now‘ slgncd using symbolic characters with a view ¥
Gience. “Miracle plays” took 5 new shape, and came to P
allowed to take part in plays, i : i
g y ! " A Moml < i n
nature like the ‘mysteries” as the characters mpﬁcnled »fizepla;s e a‘lso dldac;,; is
the best example of a ‘Morality play’. andvirtue. ‘Everym
‘M 5 was am
el d:"::cs wereadeg g - EIDg, these ere durnb sh0"
. or s em, whj u
e, e Tl 5
v e s AP o e, Y lys. Ty vt
Morality plays, jo:;: :dc;:o‘::s: :::1 of diversiop, from the se:ou;::sg::;imde;‘;]d
e
men and w0me:? a5 0pposed (o abstractiong and“:l llmi:udles. His characters were
The Renaissance and g subs c8orical figures,

in English dmma,uer:mwed Mierest in classical drama Ofﬁ;c::j
i 2 Was Cp d then TragedY ™.

3 een Clacein: medy an if
Philip Sydney siooq for classicis ady, lass_nc]sm Omanticism, Authors such 4 Sf,
8 People w}:? 8 e mitaron of ancient models of Gr°
They wanted 1 amuse the d".‘ "0t like to follguy the old classical tradi™®
the Romantics, While Ben Jo: L wih Plots ang styles of their own. These ""c;
Romamicis Y ollow o ) (4

M. By the epy of the Elizabegh e: C(:::::;:::. Shz;:zspiarcal;if:; i
' rama had taken

form of dramg Inth



This happened due to the efforts of a handful of young playwrights, just preceding
Shakespeare, called the University Wits - Greenc, Peele, Lodge, Nash and Kyd. They
were called so as they were a group of University men whe had been trained .in the
Classics and had leamed mueh there about dramatic workmanship. Christopher Marlowe
was the last of these Wits, Till the time of Marlowe, English stage was enchained by
Medievalism. Marlowe revolted against the conventions of Medievalism and paved the
Wway for Shakespeare.

Thus, the English drama began its journey as 2 Miracle play, which depicted the
legends of saints. After the Miracle plays, the Mystery plays became papular which
Tepresented a theme from the Bible, After that came Morality plays, with an Interlude
Atthe beginning of the Renaissance, Comedies and Tragedies were written, and then
came the University Wits and Marlowe.

—

3.3 A SCENE-BY-SCENE INTERPRETATION

CHORUS. Mot marching i the fields of Thrasymena,
Where Mars did mate the warlike Carthagens;
Nor sporting in the dallianee of leve,

In courts of kings whene stalg is overturn d;
Mor in the pomp of proud audacions deads,
lntends our Muse to vaunt her heavenly verse:
Only this, gentles,—we must now perfoem

The form of Faustus' fortunes, good o had:
And now to patient judgments we appeal,

And speak for Faustus in his infancy

Maw is e born of parents base of stock,

In Germany, within a town call'd Rhodes:

Al riper years, to Wittenberg he went,
Whereas his kinsmen chiefly brought hirm up.
So mueh he profits in divinity.

That shortly he was geac’d with doctors name,
Excelling all, and sweelly can dispute

In th" heavenly matters of theology:

Till swoln with cunning, of a sel-concail,

nt above his reach,
*d his overthrow:

His waxen wings did mou
And, melting, heavens conspir
Far, falling to a devilish exereise,

And glutted now with Jenrning's o
He surfeits upon cursed necromancy;

dben gifs,

Mothing so sweet as magic is 10 hitn
Which he prefers hefore his chiefest bliss:
And this the man that in his study sits.

[Exit)
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The Prologue

The poct does not intend to sing of love affairs nor of great heroes. According to the
chorus the play is about the ups and down of Doctor Faustus, Having been bom of
humble parents in Germany, he went to Wittenberg for higher studies. Very soon he
became well-versed in Theology and was awarded the Doctor’s degree. Inmany othet
subjects too Faustus became a scholar, He now wanted to attain superhuman knowledge
for which he started studying back magic. His condition became like that of lcarus (3
legendary Greek character) who wished to fly to the sun with the help of wings tha!
were stuck to his body with wax. When he came too close to the sun, the wax melted:
the wings fell offand [carus fell into the sea and was drowned.

Act I, Scene 1

FAUSTUS discovered in his study.:

FAUSTUS. Sentle thy studies, Faustus, and begin

To sound the depth of that thou wils profess:

Having commene'd, be a divine in show,

Yet level at the end of everyart,

And live and dic in Aristotle’s works.

Sweet Analytics, 'tis thou hast ravish'd me!

Bene disserere est finis logices.

Is, to dispute well, logic’s chicfest end?

Affords this art no greater miracie?

Then read no more; thou hast atain'd that eng:

A greater subject fitteth Faustus® wi-

Bid Economy farcwell, and Galen come:

Be a physician, Faustys: heap up gold,

And be eterniz'd for some wondrous cyre:

Summum bonum medicinoe sanitas,

The end of physic is our body's health,

Why, Faustus, hast thoy not attain’d thay end?
Are not thy bills hung up g5 Manuments,
Whereby whole cities have escap'q the plagye,
And thousand dcspcmc malad;
Yet art thou stilf Faustys,
Couldlst thou make meg 1o live Clernally,
Or. being dead, raise them 1 life again
Then this profess :
Physic, farchll' \l\::: W 3 bc §lum’d,

i is Jusnman?

ACT I Scene |

es boen cur' o
and a myy,

Sitting in hig study,

NOW he s assessin 18 10 himseif. 1y jects

Medicine, Logic a!gtr:::cl: ::npam".“? Valug of Philo::;lsl mZSlcredTl;:nly S“bJLaw : of

" e well rnd(:rg(:fl;ing e(;sz.g‘yllhe ai:::::*
W is nothing but to settle disP



Theology is not unambiguous. [fone masters all these subjects, thinks Faustus, he is still
acommon man. So after prolonged rumination Faustus makes up his mind to study the
black art of magic, as that will bring him both honour and power. Then he asks his
servant, Wagner, to request his friends Valdes and Cornelius to come to him. They are
well-versed in magic. So their advice will be of immense value to Faustus.

When he is alone. the Good Angel and the Evil Angel come before him. The Good Angel
advises Faustus to put the book of magic aside and study The Bible, as the book of
magic will bring the anger of God upon his soul. The Evil Angel, on the contrary, tempts
Faustus to study black magic so that he may become as powerful as God. The Angels
depart and Faustus decides to study black magic so that he achieves supematural powers.
He dreams of having the wealth of India, pearls of the ocean, delicacies from the four
corners of the world, answers to every question and much more.

Meanwhile. his fiiends Valdes and Comelius arrive. Faustus tells them that he has decided

1o study black magic. He requests them for their guidance, to \\rhich they gladly agree,

adding that the spirits will be at his peck and call, He asks‘lus frgends to demonstrate to

him how to conjure up the spirits of the dead. Valdes advises him to go to some lonely

grove with some books of magic. Faustus is determined to call up the spirits that very

night even if it costs him his life.

Act I, Scene 11

Enter two SCHOLARS.:

FIRST SCHOLAR. I wonder what's become of Faustus, that was wont to make ur
schools ring with sic probo.

SECOND SCHOLAR. That shall we presently know; here comes his boy.

Enter WAGNER.:

FIRST SCHOLAR. How now, sirrah! where's thy master?

WAGNER. God in heaven knows.
SECOND SCHOLAR. Why, dost not thou know, then?

WAGNER. Yes, | know; but that follows not.

FIRST SCHOLAR. Goto, sirrah! leave your jesting. and tell us where he is.
WAGNER. That follows not by force of argument, which you, being licentiates, should
stand upon: therefore acknowledge your error. and be attentive,

SECOND SCHOLAR. Then you will not tefl us?

ed. for 1will tell you: yet, if you were not dunces, you would
:Vecgii’.{,;: 2:;: : :ﬁiﬁﬁ for is he not corpus naturale? and 15 not that mobi!e? then
wherefore should you ask mesucha question? But that | am by nature phlegmatic, slow
lowrath, and prone to lechery (to love, 1 would say), it were not for you to come within
forty foot of the place of execution, although 1 donot doul;! but to see you both ha{lged
the next sessions. Thus having triumphed over you, I will set my countenance like a

precs, and oyt e ith Valdes and Comelius, as thi

Truly il ter is within at dinner, Wi es and Comelius, as this
. my dear brethren, my mas R ; s\ o

wine, ifit could speak, would inform your worships: and so, the Lord bless you, preserve

You, and keep you, my dear brethren!
[Exit ]

Dactor Faustus by
Chriviopher Marlowe

NOTES

Self-Insruetional
Marerial

93




Doctor Fausiws by
Christapher Marlowe

/]

NOTES

Self-Instre tiowal
Mawerial

The Prologue |

The poet does not intend 10 sing of love affairs nor of great heroes. According to the |
chorus the play is about the ups and down of Doctor Faustus. Having been bom of
humble parents in Germany, he went to Wittenberg for higher studies. Very soon ¢
became well-versed in Theology and was awarded the Doctor’s degree, In many othef ‘
subjects too Faustus became a scholar. He now wanted to attain superhuman knowledg®
for which he started studying back magie. His condition became fike that of lcarus (|
legendary Greek character) who wished to fly to the sun with the help of wings the!
were stuck to his body with wax. When he came 100 close to the sun, the wax melted:
the wings fell off and Icarus fell into the sea and was drowned,

Act I, Scene 1

FAUSTUS discovered in his study.:
FAUSTUS. Settle thy studies, Faustus, and begin
To sound the depth of that thou wilt profiess;
Having commenc'd, be a divine in show,
Yet level at the end of everyart,
And live and die in Aristotle’s works.
Sweet Analytics, 'tis thou hast ravish'd me?
Bene disserere est finis logices.
Is, to dispute well, logic's chiefest end?
Affords this art no greater miracle?
Then read no more; thou hast attain'd that end:
A greater subject fitteth Faustus' wit:
Bid Economy farewell, and Galery come:
Be a physician, Fagstus; heap up gold,
And be eteniz’d for some wondrous cure:
Summum bonum medicinee sanitas,
The end of physic is gqr body's health.
Why, Faustus, hast thoy not attain'd that epgo
Are not thy bills hung up ag Monuments,
Whereby whole cities have escap'd the plague
And thousand desperate myjag; 3

s been cyp g
Yet art thou stif] but Faustys, 2 o

da map,

: s is talkj :
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Theology is not unambiguous. If one masters all these subjects, thinks Faustus, he is still
a common man. So after prolonged rumination Faustus makes up his mind to study the
black art of magic, as that will bring him both honour and power. Then he asks his
servant, Wagner, to request his friends Valdes and Comelius to come to him. They are
well-versed in magic. So their advice will be of immense value to Faustus.

When he is alone, the Good Angel and the Evil Angel come before him. The Good Angel
advises Faustus to put the book of magic aside and study The Bible, as the book of
magic will bring the anger of God upon his soul, The Evil Angel, on the contrary, tempts
Faustus to study black magic so that he may become as powerful as God. The Angels
depart and Faustus decides tostudy black magic so that he achieves supernatural powers.
He dreams of having the wealth of India, pearls of the ocean, delicacies from the four
corners of the world, answers to every question and much more.

Meanwhile, his friends Valdes and Cornelius arrive. Faustus tells them that he has decided

to study black magic. He requests them for their guidance, to which they gladly agree,
adding that the spirits will be at his beck and call. He asks his friends to demonstrate to
him how to conjure up the spirits of the dead. Valdes advises him to go to some lonely
grove with some books of magic. Faustus is determined to call up the spirits that very

night even if it costs him his life.
Act I, Scene 11

Enter two SCHOLARS.:

FIRST SCHOLAR. I wonder what's become of Faustus, that was wont to make ur
schools ring with sic probo.

SECOND SCHOLAR. That shall we presently know: here comes his boy.

Enter WAGNER.:

FIRST SCHOLAR. How now, sirrah! where’s thy master?

WAGNER. God in heaven knows,
SECOND SCHOLAR. Why, dost not thou know, then?

WAGNER. Yes, 1 know; but that follows not.

FIRST SCHOLAR. Goto, sirrah! leave your jesting. and tell us where he is.
WAGNER. That follows not by force of argument, which you, being licentiates, should
stand upon: therefore acknowledge your error. and be attentive.

SECOND SCHOLAR. Then you will not tell us?

WAGNER. You are deceived, for | will tell you: yet, if you were not dunces, you would

never ask me such a question; for is he not corpus naturale?and is not that mobile? then
wherefore should you ask me sucha question? But tha.nl [am by nature phlegmatic, §|o?\v
to wrath, and prone to lechery {tolove, | would say), it were not for you to come within
forty foot of the place of execution, although 1 donot doubt but to see you both hanged

the next sessions, Thus having triumphed over you, [ will set my countenance like a
Precisian, and begin to speak thus=—

Truly, my dear brethren, my master iswi
Wine, if it could speak, would inform your
You, and keep you, my dear brethren!

[Exit,]

thin at dinner, with Valkdes and Comelius, as this
worships: and so. the Lord bless vou, preserve
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FIRST SCHOLAR. O Faustus!
Then 1 fear that which I have long suspected,

That thou art fall’n into that damned art

For which they two are infamous through the world.
SECOND SCHOLAR. Were he a stranger, not allied to me,

The danger of his soul would make me mourn.

But, come, let us go and inform the Rector-

It may be his grave counsel may reclaim him,

FIRST SCHOLAR. 1 fear me nothing will reclaim him now.
SECOND SCHOLAR. Yet let us see what we can do,

[Exeunt.]

ACT I Scene 11

Twoscholars, friends to Faustus, are lost in conversation near Fau
that there is surcly something wrong with Faustus as

They ask Wagner the whereabouts of his maste
knows.” Seeing them perplexed lhg servant tells them that his master is dining with his
friends and that they should not disturb him. Feeling that Faustus has fallen into bad
company, they decide to approach the Rector and request him to dis ¢

from the evil path of magic. = courage Faustus

¢ stus” house, They feel
he is not seen in the University.
r and his reply is, ‘God in Heaven

Act I, Scene 111

Enter FAUSTUS.

FAUSTUS. Now that the gloomy shadow of the night,

Longing to view Orion’s drizzling ook,

Leaps from th' antartic world unto the sky,

And dims the welkin with her pitchy breath,

Faustus, begin thine incantations,
And try if devils will obey thy hest,
Seeing thou hast pray’d and sacrific
Within this circle is Jehoval’s nName,
Forward and backward anagrammaliz'd,
Th' abbreviated names of holy saints,
Figures of every adjunct o the heaveng
And characters of signs and erring stArs‘
By which the Spirits are enforc’q 1o s .’
Then fear not, Faustus_to be resg) e

ute,

And try the utmast mgp;
BIC can peyf;
[Thunder,) i

"dtothem,



Enter MEPHISTOPHILIS.:

I charge thee to return, and change thy shape;

Thou art too ugly Lo attend on me:

G, and return an old Franciscan friar;

That haly shape becomes a devil best.

[Exit MEPHISTOPHILIS.]

Re-enter MEPHISTOPHILIS like a Franciscan friar.:
MEPHIST. Now, Faustus, what wouldst thou have me do?
FAUSTUS, I charge thee wait upon me whilst I live,
To do whatever Faustus shall command,

Be it to make the moon drop from her sphere,

Or the ocean to overwhelm the warld.

MEPHIST. | am a servant to great Lucifer,

And may not follow thee without his leave:

No more than he commands must we perform.
FAUSTUS. Did not he charge thee to appear to me?
MEPHIST. No, I came hither of mine own accord.

FAUSTUS. Did not my conjuring speeches raise thee? speak!

MEPHIST. That was the cause, but yet per accidens;
For, when we hear one rack the name of God,

Abjure the Scriptures and his Saviour Christ,

We fly, in hope to get his glorious soul,

Nor will we come, unless he use such means
Whereby he is in danger 0 be damn'd.

Therefore the shortest cut for conjuring

15 stoutly to abjure all godliness,

And pray devoutly to the prince ofhell.

FAUSTUS, S0 Faustus hath

Mn:ady done; and holds this prim:i]:ﬂE.

There is no chief but only Belzebub;

To whom Faustus doth dedicate himself.

This worg “damnation” terrifies not me.

For I confound hel in Elysium:

My ghost be with the old philosophers!

By leaving these vain trifles of men's souls,

Tell me what is that Lucifer thy lord? -
MEPHIST, Arch-regent and commander af all spirits.
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Dactor Faustus by FAUSTUS. Was not that Lucifer an angel once?
R MEPEIRT, Yox, Pavatus, d wioat deaaly o S0,
FAUSTUS. How comes it, then, that he is prince of devils?

NOTES MEPHIST. O, by aspiring pride and insolence:

For which God threw him from the face of heaven,

FAUSTUS. And what are you that live with Lucifer?

MEPHIST. Unhappy spirits that fell with Lucifer,

Conspir'd against our God with Lucifer,

And are for ever damn’'d with Lucifer.

FAUSTUS. Where are you damn’d?

MEPHIST. In hell.

FAUSTUS. How comes it, then, that thou art out of hell?

MEPHIST. Why, this is hell, nor am | out of it:

Think’st thou that 1, that saw the face of God,

And tasted the etenal joys of heaven,

Am not tormented with ten thousand hells,

In being depriv’d of everlasting bliss?

0, Faustuﬁ, leave these frivolous demangds,

Which strike a terror to my fainting sou|!

FAUSTUS. What, is great McPhiSlophi]is S0 passionate

For being deprived of the joys of heaven?

Learn thou of Faustus manly fortitude,

And scom those joys thou never shaly possess,

Gobear these tidings to greay Lucifer:

Seeing Faustus hath incurr'd etemg] death

By desperate thoughts against Jove's

Say, he surrenders up to him hig soul,

So he will spare him f;

Letting lxim'l::in all ::.::::, ik

l.lSDess;

deity,

Having thee ever (o attend on me,
To give me whatsoever | shall ask,
Totell me Whatsoeyer Idemapg

Toslay mine enemies, ang ‘
And always be obedient
Go, and retum ¢, mighty [

10aid my friends
my will,
lcifer,

A midnjgy,
And thep reg .
Self-Instructional resowc e Oﬁhy mas‘“‘s I
96 Material mmd.
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MEPHIST. 1 will, Faustus,

[Exit.]

FAUSTUS. Had I as many souls as there be stars,
I'd give them all for Mcphistophilis.

By him I'll be great emperor of the world,
And make a bridge thorough the moving air,
To pass the ocean with a band of men;

I'll join the hills that bind the Afric shore,
And make that country continent to Spain.
And both contributary to my Crown:

The Emperor shall not live but by my leave,
Nor any potentate of Germany.

Now that | have obtain'd what I desir'd,
I'll live in speculation of this art,

Till Mephistophilis return again.

[Exit.]

ACT 1 Scene 111

Late in the night Faustus is talking to himself. He has come to a lonely place to experiment
with magic formulae, He is drawing lines and circles to raise the spirits. At once there
appears Mephistopheles. Faustus sends him back ordering him to come back in the form
of a friar, Mephistopheles, obeying him, goes back. Faustus is glad to see his commands
being obeyed. He is sure he will soon be the greatest magician on earth.

After a while Mephistopheles comes back and informs Faustus that he cannot
obey him without the permission of Lucifer as he is thc servant of Lucifer, not of Faustus.
He has come only of his own and if he (Faustus) wishes to see the underworld spirits at
his command he must forthwith renounce faith in God and the Bible and must pray only
to Lucifer. Faustus then wants to know something more about Lucifer. Mephistopheles
tells him that Lucifer was also an Angel once. But he rebelled against God and was
hence thrown into Hell. His companions also met the same fate. Mephistopheles wams
Faustus against black magic, but Faustus 1s adamant. He asks Mephistopheles to goto
Lucifer and inform him of his decision to surrender himself to Lucifer completely in
return for leading a life of unbridled sensuousness for twcn!y-l"wr years. Mephistopheles
goes away and Faustus starts thinking of the powers of magic he will one day possess,
performing even the impassible with Mephistopheles at his command.

Act 1, Scene 1V

Enter WAGNER and CLOWN::
WAGNER. Come hither, sirrah boy:
CLOWN. Boy! 0, disgrace 0 my pers
You have seen many boys with beards,
WAGNER. Sirrah, hast thou 10 comings in”

on! zounds, boy in your face!
| am sure.
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CLOWN. Yes, and goings out too, you may see, sir,
WAGNER. Alas, poor slave! see how poverty jests in his nakedness!

I know the villain’s out of service, and 50 hungry, that 1 know he would give his soulto
the devil for a shoulder of mutton, though it were blood-raw.

CLOWN. Not so neither: llmdneodtohavcit\\'cllroastcd.mdgood sauce toit, if [ pay
so dear, I can tell you.

WAGNER. Sirrah, wilt thou be my man, mdwailmmqandlwillmakethoego like Qui
mihi discipuius?

CLOWN. What, in verse?

WAGNER. No, slave: in beaten silk and staves-acre,

CLOWN. Staves-acre! that's good to kill vermin: then, belike, if I serve you, | shall be
lousy.

WAGNER. Why, so thou shalt be, whether thou dost it or no; for,
presently bind thyselfto me for seven years, I'
and make them tear thee in pieces.

CLOWN. Nay, sir, you may save yourselfa labour, for they are as familiar with me as
ifthey paid for their meat and drink, I can tell you.

WAGNER. Well, sirrah, leave your jesting, and take these guilders.
[Gives money.]
CLOWN. Yes, marry, sir; and I thank You too,
WAGNER. So, now thou art to be at an hour’s warnin x> -
the devil shall fetch thee, & Whensoever and wheresoever
CLOWN, Here, take your guilders again; I'll none of ‘em.
WAGNER. Not L; thou art pressed: Prepare thysels ) . '
devils to carry thee away.—Banio! Belcher! yselh or Twill presently rajse up o
CLOWN., Belcher! an Belcher come here, I'll b clch hi

’ m: | am : o4
Enter two DEVILS : not afraid of a devil

sirrah, if thou dost not
Iturn all the lice about thee into familiars,

WAGNER. How now, sir! will yoy serve

me now?
CLOWN. Ay, good Wagner: take away the devil[s), then
WAGNER, Spirits, away! g
[Exeunt DEVILS ]

Now, sirrah, follow me.

CLOWN. I will

teach thee ¢, N teach me this conjuring occupatio”
rat, or in 0 turp Rh)’sclftoa doga Or acat, or a ouSe or
CLOWN. A dog, or 3 cat, or a mouse, o e
O, brave, Wagner! -t
WAGNER. Villain call

. M Master w,

Your nghl c}t bc al“yaYS di gnef' and See lhm - aﬂd lc‘.
VeSHigiis nostris insigtere. ametrally fixeq Upon my | ﬂyou Baklis l

Y left heel, that thou mayst 4"



CLOWM, Well, sir, I warrant you.
[Exeunt.]

ACT I Scene 1V

Wagner, the servant of Faustus is seen meeting a villager in the sireet. Wagner promises
to give him some coins if he becomes his servant. When the man refuses to become his
servant, Wagner conjures up twoevil spirils to frighten him. The poor man is frightened
and promises to serve Wagner if he teaches him the art of calling up the spirits of the
dead,

Act 11, Seene 1

FAUSTUS discovered in his study:
FAUSTUS. Mow, Faustus,
Must thou needs be damn'd, eanst thou not be sav™d.

What boots it, then, to think on God or heaven?

Away with such vain fancies, and despair;

Despair in God, and trust in Belzebub:

Now, go not backward, Faustus; be resolute:

Why waver'st thou? O, something soundeth in mine ear,

“Abjure this magic, tam 1o Giod again!”

Why, he loves thee nat;

The god thou serv’stis thine own appetite,

Wherein is fix"d the love of Belzebub:

To him I'll build an altar and a chureh,

And offer lukewarm blood of new-born babes.

Enter GOOD ANGEL and EVIL ANGEL.:

EVIL ANGEL, Gio forward, Faustus, in that famous art.
300D ANGEL. Sweet Faustus, leave that execrable art.

FAUSTUS. Contrition, prayer,

GOOD ANGEL. O, they are means i bring thee unto b
EVILANGEL. Rather illusions, fruits of nacy,

That make men foolish that do use them most.

GOOD ANGEL. Sweet Faustus, think of heaven and heavenly things.
EVIL ANGEL. No, Faustus; think of honotr and of wealth,

[Exeunt ANGELS.]

MEPHIST. As great as have the huma
But, tell me, Faystus, shall [ have thy soul”?
And | will bcth}r slave, and wait of thee,

repentance—what of these?
eaven!

n souls of men.
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Ductor Faustus by And give thee more than thou hast wit to ask,

i FAUSTUS. Ay, Mephistophilis, Ill give it thee.
MEPHIST. Then, Faustus, stab thine arm courageously,
NOTES And bind thy soul, that at some certain day
Great Lucifer may claim it as his own;
And then be thou as great as Lucifer,

FAUSTUS.[Stabbing his arm]Lo, Mephistophilis, for love of thee,
Faustus hath cut his arm, and with his proper blood

Assures his soul to be great Lucifer’s,

Chief lord and regent of perpetual night!

View here this blood that trickles from mine arm,

And let it be propitious for my wish.

MEPHIST. But, Faustus,

Write it in manner of a deed of gift.

FAUSTUS.[Writing] Ay, o1 do. But, Mephistophilis,

My blood congeals, and | can write no more.

MEPHIST. I'll fetch thee fire to dissolve it straight,

[Exit.]

FAUSTUS. What might the staying of my blood portend?

Is itunwilling I should write this bijl?

Why streams it not, that I may write afresh?
FAUSTUS GIVES TO THEE HIS SOUL- O, there it
Why shouldst thou not? is not thy soul thine own?
Then write again, FAUSTUS GIVES TOTHEE
Re-enter MEPHISTOPHILIS with the chy
MEPHIST. See, Faustus, here is fire; set it on
FAUSTUS. So, now the b}, . ®
Now will I make an end imo:ldedb:;lys e =
[Writes.]

MEPHIST. What will not [ d inhi
i 0o obtain hjg soul?

stay'd!

HISSoug,
fer of fire,-

FAUSTUS. Consummatum et

And Faustus hath bequeath'g his sou 1 -y
tier,

mine arm?

+ this bill i
But what is this inscription op
Homo, fuge: Whither shoyg 1fly?
Ifunto God, he')y throw me down g hel)

My senses :
S are deceiy'd.
Self-Instroetional v d' MTE’ nothj
0 Meeriat S Nothing yip.




O, yes, 1sec it plain; even here is writ,

Homo, fuge: yet shall not Faustus fly.

MEPHIST. I'll fetch him somewhat to delight his mind.
[Aside, and then exit.]

Enter DEVILS, giving crowns and rich apparel to FAUSTUS.
They dance, and then depart.

ACT 11 Scene |

Faustus s sitting in his study at midnight. He is wavering between accepting God or the
devil. Then he feels there is no use thinking of God and Heaven as his damnation is
certain, Just then the Good Angel and the Evil Angel appear before him. The Good
Angel once again advises him to beg for God’s mercy while the Evil Angel asks him to
seek only wealth and power. The mention of wealth fires the heart of Faustus to try to
£et power and wealth.

After the departure of the two Angels, Mephistopheles comes again. He informs
Faustus that Lucifer has agreed to let Mephistopheles be in constant company of Faustus,
Provided Faustus pledges his soul to the devil through a deed written in his own blood.
Faustus agrees to the condition and writes the deed in his own blood. Mephistopheles is
NOW to remain at Faustus’ beck and call for twenty-four years after which Faustus” soul
will be carried to Hell for ctemnal damnation. After the deed is written, Mephistopheles
calls in some spirits to provide entertainment.

Then Faustus wishes to know the exact location of Hell. Mephistopheles informs
him that Hell is not limited to a single place. It is there where sinners are. Every place
which is not Heaven is Hell. Faustus then asks him for a very beautiful woman to
become his wife. Mephistopheles does not like the idea of marriage but brings in a devil
in the form of a lady. Faustus docs not like her at all. Then Mephistopheles gives him
some books which contain formulae through which he can have gold, cause rain and
tempests and have mastery over astrology, botany and other sciences.

Act I1, Scene 11

Enter FAUSTUS. in his study, and MEPHISTOPHILIS.
FAUSTUS. When | behold the heavens, then [ repent,
And curse thee, wicked Mephistophilis,
Because thou hast depriv'd me of those joys.
MEPHIST. *Twas thine own seeking, Faustus;
But, think st thou heaven is sucha glorious thing?
Ltell thee, Faustus, it is not half so fair

As thou, or any man that breathes on earth.

FAUSTUS, How prov’st thou that?
MEPHIST. “Tuwas made for man; then he’s more excellent.
FAUSTUS. If heaven was made for man, 'tWas made for me:

thank thyself.

l »
Will renounce this magic and repent-

Dactor Faustus by
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Doctor Faustus by Enter GOOD ANGEL and EVILANGEL -
e GOOD ANGEL. Faustus, repent; yet God will pity thee.
EVILANGEL. Thou arta spirit; God cannot pity thee,
NOTES FAUSTUS. Who buzzeth in mine ears 1 am a spirit?

Be L adevil, yet God may pity me;

Yea, God will pity me, if I repent.

EVILANGEL. Ay, but Faustus never shall repent.
[Exeunt ANGELS.]

FAUSTUS. My heart is harden’d, [ cannot repent;
Scarce can I name salvation, faith, or heaven:

Swords, poisons, halters, and envenom’d steel

Are laid before me to despatch myself;

And long ere this I should have done the deed,

Had not sweet pleasure conguer'd deep despair.

Have not I made blind Homer sing to me

Of Alexander’s love and Oenon’s death?

And hath not he, that built the walls of Thebes

With ravishing sound of his melodioys harp,

Made music with my Mephistophilis?

Why should I die, then, or basely despair?

1am resolv'd; Faustus shall not repent.—

Come, Mephistophilis, let us dispute again,

And reason of divine astrology.

Speak, are there many spheres above the mogp?

Are all celestial bodies but one globe,

As is the substance of this centric earth?

MEPHIST. As are the elements, suc
Even from the moon untg th' em
Mutually folded in each other’s
And jointly moye upon one axle
Whose termine is termg the
Norare the names of Saturn
Feign'd, but are erring stars,
FAUSTUS, By have they all gpe

MEPHIST All moy, ‘On, both Situ et
: iy 3 lempore?
world; but differ i ghro: east o y, St pore’

h are the heavens,
Pyreal orb,

spheres,

tree,

world’s wige pole:

s Mars, or Jupiter

f
W 0
tenty hours upon the PO'¢*
Ques; Ofthe zodiac.

.?':{,{-lmlnlwrm.ﬂ cst'onS.Wanm da
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Hath Mephistophilis no greater skill?

Who knows not the double motion of the planets?

That the first is finish'd in a natural day;

The second thus; Saturn in thirty years; Jupiter in twelve;

Mars in four; the Sun, Venus, and Mercury in & year; the Moon in twenty-eight days.
These are freshmen's questions. But tell me, hath every sphere a dominion or intelligentia?
MEPHIST. Ay.

FAUSTUS. How many heavens or spheres are there?

MEPHIST. Nine; the seven planets, the firmament, and the empyreal heaven.
FAUSTUS. But is there not coelum igneurt et crystallinum?

MEPHIST. Mo, Faustus, they be but fables.

FAUSTUS. Resolve me, then, in this o question; why are not conjunctions, oppositions,
aspects, eclipses. all at one time, but in some years we have more, in some less?

MEPHIST. Per inoequalem motum respectu totius.

FAUSTUS. Well, 1 am answered. Now tell me who made the world?
MEPHIST, [ will not.

FAUSTUS. Sweet Mephistophilis, tell me.

MEPHIST, Move me not, Faustus.
FALSTUS. Villain, have Inot bound thee to tell me any thing?

MEPHIST. Ay, that is not against our kingdom; this is.
Thou art damned; think thou of hell.

FAUSTUS. Think, Faustus, upan Giod that made the world.
MEPHIST. Remember this.

[Exit]

FALSTUS. Ay, go, accursed spirit, 10 ugly
“Tis thou hast damn’d distressed Faustus' soul.

hell!

Is"t not too late?
ACT 11 Scene 11
Again, Faustus i sitting in his study with Mephistnph-_cles. He chides Mephistopheles for
having deprived him of the joys of Heaven. Hle wishes to repent of the sins he has
committed. The two Angels appear agai. The Good Angel asks him to repent, as God
will pardon him. The Evil Angel, on the contrary, says God can never feel pity on him as
he is a black magician now. The Angels then go away. Faustus wishes to repent but he
is unable to speak. He sees images of daggers. hanging ropes and poison, thinking that
If. but worldly allurements prevent him from taking the last

perhaps he should kill himsell, bt .
step. He is reminded of the magic powers he has gained and says, “Faustus shall never

Tepent.”

Then he is shown having a discussion with Mephistopheles on astronomy and the
Positions and movernents of various p1m.'|E:t5- ND"-'-' he demands to know who the Creatoris.
Mephistopheles tells him that it is against their law to answer this question as that will
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Doctor Faustus by
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make him think of God. Mephistopheles departs and the Angels come again. The Evil
Angel wams him against repentance, as the devils will tear him to pieces. The Goo‘i'
Angel encourages him to repent as, then, the evil power will become quite incapable 0
harming him.

Now Mephistopheles comes to Faustus again, with Lucifer and Beelzebub. Lucifer
says that as he has signed the contract, Faustus now has no right to his soul. It is unjust
of him to think of God now. Christ cannot save him as he (Lucifer) is the master g g
Faustus” soul. Faustus s frightened and promises never to take the name of God again.
Lucifer is highly pleased and entertains him with a show of Seven Deadly Sins. In
response to his queries, every Sin tells Faustus of its parentage and characteristics.
Lucifer departs with a promise to show Faustus Hell that verynight,

ACT I

Chorus

The Chorus informs us what Faustus has been doing after surrendering his soul to the
Devil. During his period Faustus has been traveling round the world. For eight days he
moved from the East to the West. His friends welcomed him when he came back home.,
He narrated the accounts of his exploits and his friends wondered at his knowledge of
astronomy. His fame spreads far and wide and even Charles V invites him to his court
to perform some magic feats there. Faustys plans to visit Rome to see the Pope and his
court and to participate in St. Peter’s feast.

Act 111, Scene I
Enter FAUSTUS and MEPHISTOPH]L IS -
FAUSTUS. Having now, my good Mephistophilis,
Pass’d with delight the stately town of Trier,
Environ’d round with airy mountain-tops,

With walls of flint, and deep-entrencheqd lakes,
Notto be won by any conquering prince;

From Paris next, coasting the realm of France,
We saw the river Maine fall into Rhine,

Whosa: banks are set with groves of

A fruitful Vines;
Then up to Naples, rich Campania,

Quarter the town in foyr equivalents: Ck‘
There saw we leamed Maro's

golden tomb:
The wayhe cut, an English m ,

ikinleng[h'



Whose frame is pav'd with sundry-colour"d stones,

And roof*d aloft with curious work in gold.

Thus hitherto hath Faustus spent his time:

But tell me now, what resting-place is this?

Hast thou, as erst 1 did command

Conducted me within the walls of Rome?

MEPHIST, | have, my Faustus; and, for proof thereof,

This is the gowdly palace of the Pope:

Andl, *cause we are nd COMMON gUESTS,

| choose his privy-chamber for our use.

FAUSTUS. | hope his Holiness will bid us welcome.

MEPHIST. All's one, for we'll be bold with his venison.

But now, my Faustus, that thou mayst perceive

What Rome contains for to delight thine eyes.

Know that this city stands upon seven hills

That underprop the groundwork of the same:

Just through the midst runs fowing Tiber’s stream,

With winding banks that cut it in two paris;

Chver the which two stately bridges lean,

That make safe passage to each part of Rome:

Upon the bridge call’d Ponte Angelo

Erected is a castle passing strong,

Where thou shalt see such store of erdnance,

As that the double cannons, forg"d of brass,

Do match the number of the days contain’d

Within the compass of one complete yearn

Beside the gates, and high pyramides,

That Jyljys Caesar brought from Africa,

FAUSTUS. Now, by the kingdoms of infermal rule,

Of Styx, of Acheron, and the fiery lake

ll:'f"‘“""fff-lrlllmi|:|g Phlegethon, [ swear

Thar | g4 long to see the monuments

“nd sinvation ol bright-splendent Rome:

h;?::[:::efm~ let's away. |

Ang - May, stay, my Faustus:
fake some part of holy peter’s feasl,
Which, in state and high salemnity:

{ know you'd see the Pope.
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Doctor Fausms by This day, is held through Rome and Italy,
el Meine: Inhonour of the Pope's triumphant victory,
FAUSTUS. Sweet Mephistophilis, thou pleasest me.
NOTES Whilst [am here on earth, let me be cloy'd
With all things that delight the heart of man;
My four-and-twenty years of liberty
1'll spend in pleasure and in dalliance,
That Faustus” name, whilst this bright frame doth stand,
May be admir’d thorough the furthest land.
MEPHIST. "Tis well said, Faustus. Come, then, stand by me,
And thou shalt see them come immediately.
FAUSTUS. Nay, stay, my gentle Mephistophilis,
And grant me my request, and then [ go.
Thou know’st, within the compass of eight days
We view’d the face of heaven, of earth, and hell;
So high our dragons soar'd into the air,
That, looking down, the earth appear'd to me
Nobigger than my hand in quantity;
There did we view the kingdoms of the world,
And what might please mine eye | there beheld.
Then in this show let mean actor be,
Thatthis proud Pope may Faustus® cunning sce,
MEPHIST. Let it be so, my Faustus, But, first, stay,
And view their triumphs as they pass this way;
And then devise what best contents thy mind,
By cunning in thine art to cross the Pope,
Or dash the pride of this solcmnily,

Tomake his monks and abbogs stand like apes

And point like antics at his triple Crown;

To beat the beads about the friars® Pates
Orclap huge homs upon the "

Carding)g® .
Or any villany thoy canst devige. s

d
ACT 11 Seene |  Rome.

Faustus telis Mepp:

) Phistophe},
SelF-Instrwctiona) Wailyto phy tDCks 2 [hat lhey MVC alread
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The scene is now the chamber of the Pope. Many Cardimals and monks arrive along
with the Pope for the feast an St Peter's Day. As the Pope gives a dish to the Cardinal,
Faustus takes it away. This trick is repeated several times. The guests are confused, as
Faustus is not visible to anybody, They take it to be the act of some ghost, having come
out of Purgatory, Then the friars start a funeral service to frighten away the ghost, As
5000 as the ane crosses himself, Fausius boxes him on the ear. The Pﬂpr_' and the

guests run away. Soon they return to sing a dirge to drive away the ghost, but Faustus
and Mephistopheles beat up the fifars and throw fireworks among them. They all run

way frightened.
ACT IV

Chorus

This chorus, between Act I and IV, tells us that Faustus is back in his home after a tour

of many cities, courts and countries. He has narrated his expericnces to his ﬁ-ilr:lnds,whn
are wonder-struck by his knowledge. Faustus has become famous far and wide. Even
Charles V, the Emperor, invites him to dinner. His performances please the Emperor

very much.
Act IV, Seene |
Enter MARTINO and FREDERICK at several doors.:
MARTING. What, ho, officers, gentlemen!
Hie to the presence to attend the Emperor.—
Good Frederick, see the rooms be voided straight:
His majesty is coming to the hall;
Go back, and see the state in readiness.
FREDERICK. But where is Bruno, our elected Pope,
That on a Fury's back came post from Rome?
Will not his grace consort the Emperar? |
MARTING. O, yes; and with him comés the German conjuret,
The leamed Faustus, fame of Wittenberg,
The wonger of the world for magic art,
And he intends to shew great Carolus
The rage ofall his stout progenitors,
And bring in presence of his majesty
royal shapes and perfect semblances
Of Alexander and his beautcous paramour.
"REDE RICK, Where is Benvolia?
::]ART[N O. Fast asleep, | warmant you:
400k his rouse with stoops of Rhenish Win<
i: Kindly vesternight to Bruno's health,
A all thig day the sluggard keeps his bed.
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FREDERICK. See, see, his window's ope! we’ll call to him,
MARTINO. What, ho! Benvolio!
Enter BENVOLIO above, ata window, in his nightcap, buttoning.
BENVOLIO. What a devil ail you two?
MARTINO. Speak softly, sir, lest the devil hear you;
For Faustus at the court is late arriv'd,
And at his heels a thousand Furies wait,
To accomplish whatsoe’er the doctor please,
BENVOLIO, What of this?
MARTINO. Come, leave thy chamber first, and thou shalt see
This conjurer perform such rare exploits,
Before the Pope and royal Emperor,
As never yet was seen in Germany,
BENVOLIO. Has not the Pope enough of conjuring yet?
He was upon the devil's back late enough:
An ifhe be so far in love with him,
T would he would post with him to Rome again!
FREDERICK. Speak, wilt thou come and see this sport?
BENVOLIO. Not L.
MARTINO. Wilt thou stand in thy window, and see it, then?
BENVOLIO. Ay, an I fall not asleep i’ the mean time,
MARTINO. The Emperor is at hand, who comes to see
What wonders by black spells may compass’d be.

head out at a window; for they say, irl:mpem' Lam con

him in the moming: if that be true, | av::m Il:ac i
as the conjurer, | warrang you, :
[Exeunt FREDERICK and MARTINO |
ACT IV Scene 1

M in my head, shall control him 45
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EMPEROR. Wonder of men, renowm"d magician,
Thrice-learned Faustus, welcome to our court.
This deed of thine, in setting Bruno free

From his and our professed enemy,

Shall add more excellence unto thine art

Than if by powerful necromantic spells

Thou couldst command the world's ohedience:

For ever be belov'd of Caralus!

A if this Bruno, thou hast late redeem’d,

In peace possess the triple diadem,

And sit in Peter’s chair, despite of chance,

Thou shalt be famous through all Ttaly,

And honour'd of the German Emperor,
FALSTUS. These gracious words, most roval Carolus,
Shall make poor Faustus, to his utmost power,
Both love and serve the German Emperor,

And lay his life at haly Bruno's feet:

For proof whereof, if so your grice be pleas’d,
The doctor stands prepar'd by power of art

To cast his magic charms, that shall pierce through
The chon gates of ever-bumning hell,

And hale the stubborn Furies from their caves,

To compass whalsoe’er your grace commands.,

BENVOLIO. Blood, he speaks terribly! but, for all that, I donat greatly belizve him: he
looks as like a conjurer as the Pope toa costermonger.[ Aside. |

EMPEROR. Then, Faustus, as thou late didst promise us,
We would behold that famous COQUELTH,

Great Alexander, and his paramour.

It their true shapes and state miajestical,

That we may wonder al their excellence.

FAUSTUS. Your majesty shall sce them presently.—
Mephistophilis, away,

And, with a solemn noise of trumpets” sound,

Present before this royal Emperor

Great Alexander and his beauteaus paramout.

MEPHIST, Faustus, I will
[Exi)
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ACT IV Scene 11

This scene is in continuation of the previous one. Robin and Ralph have stolen a silver
goblet from a wine-seller, who now comes in search of it. The two deny having any
knowledge of the wine cup. Even then the wine-seller searches their pockets. Robin
wants to teach him a lesson for suspecting their honesty, With the help of the magic
books he calls up Mephistopheles who appears at onee to them. He throws some fire-
works at them and frightened, they give back the cup to the wine-seller. Mephistopheles
is very angry as he has to come from far away. In his anger, he transforms Robin and
Ralph into an ape and a dog when they offer him six pence for his supper.

Act IV, Scene 111

Enter BENVOLIO, MARTINO, FREDERICK, and SOLDIERS.

MARTINO: Nay, sweet Benvolio, let us sway thy thoughts

From this attempt against the conjurer.

BENVOLIO. Away! you love me not, to urge me thus:

Shall T let slip so great an injury,

When every servile groom jests at my wrongs,

And in their rustic gambols proudly say,

“Benvolio’s head was grac'd with horns today?”

O, may these eyelids never close again,

Till with my sword Ihave that conjurer slain!

If you will aid me in this enterprise,

Then draw your weapons and be resolute;

[fnot, depart: here will Benvolio die,

But Faustus” death shall quit my mfamy.

FREDERICK. Nay, we will stay with thee,

And kill that doctor, if he come this way.

BENVOLIO. Then, gentle F rederick, hie

And place our servants and our followers

Close in an ambush there behind the trees.

By this, I'know the conjurer s near:

Isaw himkneel.andkisstbcﬁm

And take his leave, laden with

Then, soldiers, boldly fight- if

S —
- -ome, soldiers,

Wh? Kills him shall haye gold

bﬂidc what rnay‘

th to the g'o\rE.

Peror's hang,
rich rewards.
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But yet my heart’s more ponderous than my head,

And pants until I see that conjurer dead.

MARTINO. Where shall we place ourselves, Benvalio?
BENVOLIO. Here will we stay to bide the first assault:
0, were that damned hell-hound but in place,

Thou soon shouldst see me quit my foul disgrace!
Re-enter FREDERICK.:

FREDERICK. Close, close! the conjurer is at hand,
And all alone comes walking in his gown;

Be ready, then, and strike the peasant down.
BENVOLIO. Mine be that honour, then. Now, sword, strike home!
For harns he gave I'll have his head anon.

MARTINO. See, sce, he comes!

Enter FAUSTUS with a false head.:

BENVOLIO. No words. This blow ends all:

Hell take his soul! his body thus must fall.

[Stabs FALISTUS.]

FAUSTUS.[falling. JO!

FREDERICK. Groan you, Master Doctor?
BENVOLIO. Break may his heart with groans!—Dear Frederick, see,
Thus will | end his griefs immediately.

MARTINO. Strike with a willing hand.

[BENVOLIO strikes of FAUSTUS "head ]

His head is off.

BENVOLIO, The devil's dead: the Furies now may laugh.
FREDERICK. Was this that stem aspect, that awful frown,
Made the grim monarch of infernal spirits

Tremble and quake at his commanding charms?
MARTING, Was thi that damned head, whoseart conspir'd
Benvolio's shame hcfmemEEmpemr?

BENVOLIO. Ay, that's the head, and there the body lies,
Justly rewarded for his villanies.
FREDERICK. Came, let’s devise how We ma
To the black scandal of his hated name.

BEN VOLIO, First, on his head, in quitiance of my wrongs,
'l nail huge forked homs, and let them hiang

Within the window where he yok'd me fist

yadd more shame

Dovror Fousies by
Christapher Mariowe

NOTES

Felft-Instrmciiomal
Wearerim!

1




Doctor Faustus by
Christopher Marlowe

12

NOTES

Self-Instructional
Material

Thatall the world may see my just revenge.
MARTINO. What use shall we put his beard to?

BENVOLIO. We'll sellit to a chimney-sweeper: it will wear out ten birchen brooms, |
warrant you,

FREDERICK. What shall his eyes do?

BENVOLIO. We'll pull out his eyes: and they shall serve for buttons to his lips, to keej
his tongue from catching cold.

MARTINO. An excellent policy! and now, sirs, having divided him, what shall the bod!
do?

[FAUSTUS rises.]

BENVOLIO. Zounds, the devil's alive again!
FREDERICK. Give him his head, for God’s sake.
FAUSTUS. Nay, keep it: Faustus will have heads and hands,
Ay, all your hearts to recompense this deed.
Knew you not, traitors, [ was limited

For four-and-twenty years to breathe on earth?
And, had you cut my body with your swords,

Or hew'd this flesh and bones as smal] as sand,
Yet ina minute had my spirit return’q,

And I had breath'd a man, made free from harm,
But wherefore do 1 dally my revenge?—
Asteroth, Belimoth, Mephistophilis?

ACTI V Scene 111

' nder the Great, an hi i
: 4 s Queen in the =
appear on the stage. The et im(;:ce s:;exander the Great and the Q‘::;
Faustus and goes aw; i e c5sed. i lo

determines tg(::::::if: a lasti dlms"m 10 him Md]h]:l'::o?ﬁ‘ tes p:?:s ‘;:%8 'ﬁ,
of homs on his head. It i onlyn;%ue,:sm So when the knight comegs b: k a}i has? l‘
horns, The CMPETOr i satisfiog anqu“cél Of the Emperor that F ausfu; remove’ nl;
farewell to the Emperor, Promises F.

St a pood reward, Faustvs
Act IV, Scene V|

Enter ROBIN DICK, the 4
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DICK. Mo, Robin: why is™?

ROBIN. I am eighteen-pence on the score. but say nothing; see if she have forgotien
e,

HOSTESS, Who's this that stands so solemnly by himself? What, my old guest!
ROBIN. O, hostess, how do you? | hope my score stands still.

HOSTESS. Ay, there's no doubt of that; for methinks you make no haste to wipe it out.

DICK. Why, hostess, I say, fetch us some beer.
HOSTESS. You shall presently.—Look up into the hall there, ho!

[Exit.—Drink is presently brought i
DICK. Come, sirs, what shall we do pow till mine hostess comes?
CARTER. Marry, sir, I'll tell you the bravest tale how a conjurer served me. You know

Dactor Faustus?

HORSE-COURSER. Ay, a plague take him! here’s some on's have cause 1o know him,
Did he conjure thee too?

CARTER. I'll tell you how he served me. As 1was going to

Wittenberg, tother day, with a load of hay, he met me, and asked me what he should
give me for as much bay as he could eat.

Now, sir, I thinking that a little would serve his tum, bad him take as much as he would
for lh,rcc farthings: so he presently gave me my money and fell to eating; and, as Tam a
cursen man, he never left cating till he had eat up all my load of hay.

ALL. O, monstrous! eat a whole load of hay!

ROBIM. Yes, yes, that may be: for [have heard of one that has eat a load of logs.
HORSE-COURSER. Mow, sirs, you shall hear how villanously he served me_ T went to
him yesterday to buy a horse of him, amd he would by no means scll him under forty

i . i horse as woukd run over hedge and ditch
dollars. So, sir, because | knew him to be such a e
andasver tire, | gave him his money. o, when [ had my horse, Doctor Faustus bad me
ride him nigh'[’aﬂli day, and spare him no time; but, quoth he, in any case, ride him not into
the water. Wow, sir, 1 ;hinkingthehm—se had had some quality that he would not have me

; il [ but rid him into a great river?and when [ came just in the midst, my
e traddling upon a bottle of hay.

horse vanished away, and ] sate s

ALL. 0, brave doctor! _ |
HORSE-COURSER. But you shall hear how bravely | served him for it. T went me

home to his house, and there I found him asleep. .
ing in hi 3 |d nat wake him. I, seeing that
I i hooping in his ears; but all cou : : :
tip;;]hﬁﬁﬂf;ﬂ;mﬂmm pulling till [ had pulled me his Jeg quite off: and now
"tis at hame in mine hostry.
ROBIN. And has the doctor but uﬂe‘]Eg
Wrned me into the likeness of an ape g face.
CARTER. Some maore drink, hostess! .
ROBIN. Hark you, we'll into another room and drink
the doctor,

[F-lieum .]

then? that's excellent; for one of his devils

awhile, and then we'll go seek out
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ACT 1V Scene IV

Faustus and Mephistopheles are resting on a grassy spot. Faustus feels that now his
days on earth are numbered. According to the contract he has to give his soul to the
Devil. He, therefore, wants to reach Wittenberg as soon as possible by walking lhroug,h
that lovely green spot. Meanwhile a horse-dealer arrives. He wants to purchase Faus!\{s s
horse for forty dollars. After some haggling Faustus sells his horse with a clear warning
that in no situation should he take the horse to water. Again Faustus starts thinking over
his condemned soul. Soon the horse-dealer comes back all wet and crying. Not following
the warning of Faustus he rode the horse through water and when he was in the middle
of it the horse turned into a bundle of hay. He thinks that he has been cheated. So he
wants to settle the dispute with Faustus then and there. The dealer finds Faustus sleeping.
Mephistopheles refuses to awaken him. In order towake up Faustus the man shouts and
then pulls him by the leg. To his horror, Faustus' leg comes off his body. Mephistopheles
threatens to give him to the Police. The horse-trader is frightened and promises to pay
forty dollars more. Faustus, who is awake by now, lets him go,

Just then Wagner arrives and informs Faustus that the Duke of Vanholt is eager 1o see
the magic of Faustus, at which Faustus agrees to go to the Duke's

court.
Act IV, Scene V

Enter FAUSTUS, a HORSE-COURSER, and MEPHISTOPHIL!S
HORSE-COURSER. I beseech your worship, accept of these forty dollars,
FAUSTUS. Friend, thou canst not buy so good 4 horse for 50 small a pri

i i ] ; price. [ have no
great need to sell him: but, if thou likest him for ten dollars m :
thou hast a good mind to him, ore, take him, because | se¢
HORSE-COURSER. I beseech you, sir. accept of this: | am o

o thi .o+ SHAVETY poor man, and have

lost very much of late'by horse-flesh, and thig bargain will set me up again,
FAUSTUS. Well, I will not stand with thee: give me

ORSE-COURSER e e
[H gives FAUSTUS the money]. N : t
you may ndchun o’er hedge and ditch, and spare Mﬂ.mmsmh, Lmugt t.c I yon du;
ride him not into the water. »Out, do you hear? in any case:
::L?:‘fl-)io: RS;ER 1% SOt the wage Why, will he not drink of all waters”
e - Yes, he will dr_mk ofall Waters; but ride him not ser hedg®
or where thou wilt, but ot ihto the water, G, b; Mo the water: o’er
you, and remember what [ say, 0. bid the hostler deliver him
HORSE-COURSER. | warrant i
you, sir! H
ever. —0, joyful day! now am | a made man for
[Exit.)
FAUSTUS. What an lhou' Fauslus, bu[ aman
Thy fatal time draws 1o a final eng- Condemn’y lodie?
Despair doth drive distrust intg my thougiyg
Confound these Passions with aquiet ) i
Tush, Christ dig call the thief, i
Thenresthes. . ' Ponthe Crogg
] ausms, qu]et ln cOnCc t

[He sits to sleep.)



Re-enter the HORSE-COURSER, wet,

HORSE-COURSER. ), what a cozening doctor was this! I, riding my horse into the
water, thinking some hidden mystery had been in the horse, [ had nothing under me but
alittle straw, and had much ado to escape drowning. Well, I'll go rouse him, and make
him give me my forty dollars again—Ho, sirrah Doctor, you cozening scab! Master
Doctor, awake, and rise, and give me my money again, for your horse is tuned to a
bottle of hay, Master Doctor![He pulls off FAUSTUS leg]. Alas, | am undone! what

shall I do? T have pulled offhis leg.

FAUSTUS. 0, help, help! the villain hath murdered me.

HORSE-COURSER. Murder or not murder, now he has but ane leg,

I'll outrun him, and cast this leg into some diteh or other.

[Aszide, and then runs out. ]

FAUSTUS, Stop him, stop him, stop him!—Ha, ha, ha! Faustus hath his leg again, and
the Horse-courser a bundle of hay for his forty dollars.

Enter WAGNER.:

How now, Wagner! what news with thee?

WAGNER. Ifit please you, the Duke of Vanholt doth amcstl:.r entreat your company,
and hath sent some of his men to attend you, with provision fit for your journey.

FAUSTUS. The Dukeof Vanholt’s an honourable gentleman, and one to whom | must
be no niggard af my cunning. Come, away!

[Exeunt.]

ACT TV Scene V

Faustus arrives in the court of the Duke of Vanholt. The Duke is pleased with his magic
foats. Faustus now asks the Duchess if she wishes to have any special dish of her liking,

She demands grapes. With the help ot'Mcphis:tqpheIr:s, a dish of the best grapes is
brought instantly. All present are astonished as it is not the season for grapes. Faustus
then reveals that there are IWo atmospheres. While there is winter in one hall, there is
summer in the other. The Duke suitably rewards the Master Dactor.

Act W, Scene |
Thunder and lightning. Enter DEVILS with covered dishes;
MEPHISTOPHILIS leads them into FAUSTUS'S study; then enter

WAGNER.

WAGNER. [ think my master me
his wealth, his house, his goods, 8

ready-comed. . \
I . if death were nigh, he would not frohc_thu_s. _Hc 5 oW at
5$3n£ f:n'}:hﬂT: ::hz::::hwhew there’s such belly-cheer as Wagner in his liffe ne’er saw

the like: and, see where they come! belike the feast is ended.
[Exit ]
Enter FAUSTUS, MEPHIS

FIRST SCHOLAR. Master Doct
Which was the beautifulest in all

ans to die shortly; be has made his will, and given me
nd store of golden plate, besides two thousand ducats

TOPHILIS, and two or three SCHOLARS.

or Faustus, since our conference aboul fair ladies,
he world, we have determined with ourselves that
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Doctor Faustus by Helen of Greece was the admirablest lady that ever lived: therefore, Master Doctor, i
Christapher Marlowe

you will do us so much favour as to Jet us see that peerless dame of Greece, whom al
the world admires for majesty, we should think ourselves much beholding unto you.
FAUSTUS. Gentlemen,

For that T know your friendship is unfeign’d,
Itis not Faustus’ custom to deny

The just request of those that wish him well:
You shall behold that peerless dame of Greece,
No otherwise for pomp or majesty

Than when Sir Paris cross’d the seas with her,
And brought the spoils torich Dardania.

Be silent, then, for danger is in words.

NOTES

Music sounds. MEPHISTOPHILIS brings in HELEN; she passeth over the stage.
SECOND SCHOLAR. Was this fair Helen, whose admired worth
Made Greece with ten years' war afflict poor Troy?

THIRD SCHOLAR. Too simple is my wit to tell her worth,

Whom all the world admires for majesty.

FIRST SCHOLAR. Now we have seen the pride of Nature's work,
We'lltake our leaves: and, for this blessed sigh,

Happy and blest be Faustus evermore!

FAUSTUS. Gentlemen, farewell: the same wigh | o you,

[Exeunt SCHOLARS,]

Enter an OLD MAN.:

OLD MAN., O gentle Faustus, leave this damned art
This magie, that will charm thy soul o hell, .
And quite bereave thee of salvation!

Though thou hast now offendeg like a man,

Do not persever in it like 3 devil:

Yet, yet thou hast an amiabje soul,

Ifsin by custom grow not into natyre:

Then, Faustus, wi| Trepentance g '
Then thou art banish*d from, the s
No mortal can CXpress the pajng
It may be, this my exhortation

S 7
eems harsh ang g unpleasap. let it ngy.

Me 1o ate,

ight of heayep:
ofhell,

F
or, gentle son, | spegk itnot jn Wra]
Or envy of thee, by '
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And so have hope that this my kind rebuke,
Checking thy body, may amend thy soul.
FAUSTUS. Where art thou. Faustus? wretch, what hast thou done?
Hell claims his right, and with a roaring voice
Says, “Faustus, come; thine hour is almost come;”
And Faustus now will come to do thee right.
[MEPHISTOPHILIS gives him a dagger.]
OLD MAN. O, stay, good Faustus, stay thy desperate steps!
[ see an angel hover o’er thy head.
And, with a vial full of precious grace,
Offers to pour the same into thy soul:
Then call for mercy, and avoid despair.
FAUSTUS. O friend, I fecl
Thy words to comfort my distressed soul!
Leave me a while to ponder on my sins.
OLD MAN. Faustus, | leave thee; but with griefof heart,
Fearing the enemy of thy hapless soul.
[Exit]
FAUSTUS. Accursed Faustus, wretch, what hast thou done?
I do repent; and yet I do despair:
Hell strives with grace for conquest in my breast:
What shall T do to shun the snares of death?
MEPHIST. Thou traitor, Faustus, [ arrest thy soul
For disabedience to my sovereign lord:
Revolt, or I'll in piece-meal tear thy flesh.
FAUSTUS, 1 do repent I ¢ er offended him.
Sweet Mephistophilis, entreat thy ford
To pardon my unjust presumption.
And with my blood again | will confirm
& former vow | made to Lucifer
MEPHIST, Do it, then, Faustus, withu
[:s‘ greater dangers do attend thy drift.
AUSTUS. Torment, sweet friend, {hat base and aged man,
"4t durst dissuade me from thy Lucifer,
ith greatest torments that our hell affords-
EPHIST. His faith s great; | cannot touch his soul:

. .
"What I may afflict his body with

nfeigned heart,
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Doctor Faustus by Twill attempt, which is but little worth,
o e FAUSTUS. One thing, good servant, let me crave of thee,
To glut the longing of my heart’s desire,—
NOTES That I may have unto my paramour

That heavenly Helen which l saw of late,

Whose sweet embraces may extinguish clean

Those thoughts that do dissuade me from my vow,

And keep my oath I made to Lucifer,

MEPHIST. This, or what else my Faustus shall desire,
Shall be perform'd in twinkling of an eye.

Re-enter HELEN, passing over the stage between two CUPIDS,
FAUSTUS. Was this the face that launch’d a thousand ships,
And bumnt the topless towers of lium?—

Sweet Helen, make me immortal with a kiss.—

[Kisses her.]

Her lips suck forth my soul: see, where it flies!—

Come, Helen, come, give me my soul again.

Here will I dwell, for heavenis in these lips,

And all is dross that is not Helena.

Iwillbe Paris, and for love of thee,

Instead of Troy, shall Wittenberg be sack'd;

And Twill combat with weak Menelaus,

And wear thy colours on my plumed crest;
Yea, [ will wound Achilles in the heel,

And then return to Helen for g kiss,

O, thou art fairer than the evening air

Clad in the beauty of thousand stars;
Brighter art thou than flaming Jupigey
When he appear'd to hapless Semele;
More lovely than the monarch of
In wanton Arethusa’s azur'd amy,

And none but thoy shay be
my
[Exeunt,) Peramour!

the sky
S5

y |
 talking 10 himge 1y ;
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his friends, Faustus calls up the spirit of Helen in her worldly form. They are wonderstruck
to see her beauty, thank Faustus, and depart. Helen also disappears.

Then an Old Man, none other than the Good Angel, arrives and urges Faustus to
Tepent. Then comes Mephistopheles and threatens to tear Faustus to picces if he brealks
his word. Faustus is frightened and submits meekly. He even asks Mephistopheles to
punish the Old Man. Mephistopheles says he is unable to do so. Then Helen is called up
again. Faustus kisses her and desires to have her as his mistress.

Act V, Scene 11
Thunder, Enter LUCIFER, BELZEBUR, and MEPHISTOPHILIS.

FAUSTLS, Q Faustus,

Mew hast thou but one bare hour to live,

And then thou must be damn’d perpetually!

Stand still, you ever-moving spheres of heaven,
That time may cease, and midnight never come;
Fair Nature’s eye, Tise, rise again, and make
Perpetual day: or let this hour be but

Avyear, a month, a week,  natural day,

That Faustus may repent and save his soul!

) ente, lente currite, nocts equi!

The stars move still, time runs, the clock will strike,
The devil will come, and Faustus must be damn"d.
O, I'll leap up to heaven!—Who pulls me down?—
See, where Christ’s blood streams in the firmament!
One drop of blood will save me: O my Christ—
Rend not my heart for naming of my Christ;

Yet will I call on him: O, spare me, Lucifer!—
Where is it now? "tis gone:

And, see, a threatening arm, an angry brow!

|5, come, come, and fall on me,
rath of heaven!

Mountains and hil
And hide me from the heavy w
Mot

Then will | headlong run into the earth:
Gape, earth! 0, no, it will not harbour me!
You siars that reign’d at my nativity,

Whose influence hath allotted death and hell,
Now draw up Faustus, like a foggy mist.
ko the entrails of yon labouning cloud(s],
Tha" when you vomit forth inte the air,
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Doctor Faustus by My limbs may issue from your smoky mouths;

o it But let my soul mount and ascend to heaven!
[The clock strikes the half-hour.]
NOTES O, half the hour is past! ‘twill all be past anon,

O, if my soul must suffer for my sin,
Impose some end to my incessant pain;

Let Faustus live in hell a thousand years,

A hundred thousand, and at last be sav'd!

No end is limited to damned souls,

Why wert thou not a creature wanting soul?

Or why is this immortal that thou hast?

O, Pythagoras’ metempsychosis, were that true,
This soul should fly from me, and I be chang'd
Into some brutish beast! all beasts are happy,
For, when they die,

Their souls are soon dissolv’d in elements;
Butmine must live still to be plagu’d in hef).
Curs’d be the parents that engender*d me!

No, Faustus, curse thyself, curse Lycifer

That hath depriv’d thee of the joys of heaven.
[The clock strikes twelve.]

Itstrikes, it strikes! Now, body, turn to air,

Or Lucifer will bear thee quick to hefjs

O soul be chang'ditosmall water-drops

And fallinto the ocean, ne’er be found!
Thunder. Enter DEVILS,

O, mercy, heaven! look nat so fierce on met
Adders and serpents, let me breathe

a while!

Uglyhell, gape not! come not, Lucifer!

I'll burn my books!—() Mephistophiust

[Exeunt DEV]LS with FAUSTUS ]

ACT V Scene |1
This short scene i laidin F

[ a
time to save Faysty i touse, Theo o
e e (!)3:; ;;)!hmg belps ag D‘:“{V;an comes again and tries for ﬂ"i; 0
an flies Unto his God. eratthe same ‘i‘me mdiee

Act V, Seene I "1 Devils Wi
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FIRST SCHOLAR. Come, gentlemen, let us go visit Faustus, Dociar Faustis by
For such a dreadful night was never seen; Christopher Marlowe
Since first the world’s creation did begin,

Such fearful shricks and cries were never heard: NOTES

Pray heaven the doctor have escap'd the danger.

SECOND SCHOLAR:

O, help us, heaven! see, here are Faustus’ limbs,

All torn asunder by the hand of death!

THIRD SCHOLAR:

The devils whom Faustus serv’d have torn him thus;

For, twixt the hours of twelve and one, methought,

Theard him shrick and call aloud for help;

At which self time the house seem'd all on fire

With dreadful horror of these damned fiends.

SECOND SCHOLAR. Well, gentlemen, though Faustus’ end be such
As every Christian heart laments to think on,

Yet, for he was a scholar once admir’d

For wondrous knowledge in our German schools,

We'll give his mangled limbs due burial;

And all the students, cloth’d in mourning black,

Shall wait upon his heavy funeral.

[Exeunt.]

ACT V Scene 11

Itis the last scene, where Faustus is to be taken away. It is the last day of the period of
twenty-four years, which was allowed to Faustus to enjoy worldly pleasures. Faustus
takes his friends into confidence and tells them the secret of his contract with Lucifer.
They are terrified and advise him to pray to God. Faustus does try but cannot do so. He
cannot even wecp. It is beyond his power to raise his hands o pray to God. He fears
that the Devil will tear him to pieces. His friends are helpless. They retire to the adjoining

f00m to pray for his soul.
The clock strikes eleven. He has but one hour on carth. He wishes the clock

Would 1d stretch toa year, month, week or cven a day so that he
Could ﬁi:do':um:‘;peh?: :lr ::ppcals 1o the spheres of the Heaven tostop their movement
S0 that the appointed time of midnight never comes. He scems (o have a vision of
Chﬁsl's blood trickling in the skY. He knows even one drop ofth_e Sav!our s blood can
Save him but at the very mention of Christ he feels that the Dc_vil is tearing his heart out.
1o 0 he sees God stretching out his arms and looking out angrily at him. Faustus appcals
© Mountains to fall down and cover him and to the earth to open wide and S\\"allow him,
d 10 the stars to raise him up like a mass of vapour into the clouds to save him from the
“liches of he Deyil, But allthese appeals are uilless

Sell=Instenctiona!
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Doctor Faustus by The clock strikes half past eleven. Now only half an hour is left to Faustus on the
Christapher Marlowe carth. He wishes that if he cannot be saved from damnation, there should be at least
some limit to his damnation. Faustus is ready to live in Hell for a thousand years or3
hundred thousand years. But his damnation should not be forever, He says that it w :
NOTES have been far better if he had been bom as a beast without a soul, but nobody hears hit

The clock, atlast, strikes twelve. There s lightning and thunder. The devils enter, strang¥
him and tear bis body to pieces and carry away his soul to Hell for eternal damnation-
Chorus

The Chorus comes on the stage for the last time. They moralize upon the great rise and
tragic end of Doctor Faustus. Faustus was a learned man and could have achieved 2re

success. But his vicious way of gaining power and pelf brought about his et
damnation. The tragic end teaches a lesson to all—never seeks things unwarranted oy
God; scholars should not *practise more than Heavenly power permits.’

CHECK YOUR PROGRESS —

'I. Comment on the early source of English drama. !
2. Define ‘masques’ and ‘Interludes’,
3. State the central theme of the play.

3.4 CHIEF CHARACTER SKETCHES

Lt

3.4.1 Faustus

é?r;?;%\?nuzﬁd Rls\(’)(?e‘;c I\OJ:au‘s‘teus' parents are *base of stk * He was bOf“m'
L 1o e 2rew up, he was sent 1o Wi i
; G it for Mg
et i o b canme t%)htb:p by his ;cslatwcs. At Winenbetg heesmli’egd mcoloSY
a ey
:}\sf:rdec.l the degr:?for Doctor ?f Philosuphy, Tﬁa;::g:::; OufkprInlty: He ;?:sn
ussions, and defeated all his opponenys ‘in Heavenly S m% part in dc'
A Great Intellect s of theology.

f >

words, he was a man of good ur?d Fausm_s S character jg his abil; n. In ol
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Further, in Act I1. Scene [1, he asks Mephistopheles whether all the Heavenly bodies
have only one motion with regard to direction and time. Mephistopheles replies that they
move east to west in twenty-four hours but their orbits are different. Thereupon Faustus
replies that such petty answers even his own servant Wagner can make. These speeches
prove that he holds a very high opinion of his intellectual prowess.

His Insatiable Thirst for Knowledge

The most outstanding quality of his character is his insatiable thirst for knowledge. By
this time he has already taken a Doctorate degree in Divinity. Yet he is never at rest. He
advises himself ‘to level at the end of every art.” He also has a great love for the
classics. He wants to ‘live and die in Aristotle’s works”, he chooses to study necromancy
chiefly because the spirits can give him great knowledge and make him “as cunning as
Agrippa was.” When he has sold his soul to Lucifer he asks Mephistopheles questions
about the universe, Heaven, Hell, etc. in order to satisfy his hunger for knowledge. Then
seated in a chariot drawn by dragons he watches the whole universe as if to know
everything about it. He also watches the sky in order o discos_cr the secrets of astronomy.
In this respect, Faustus is a man of the Renaissance. To him knowledge is God, and

source of power and wealth.

His Thirst for Beauty

Faustus is also thirsty for beauty of every kind. He asks Mf:phisloplge.les for.a wife, the
fairest maid in Germany. He causes Mephistopheles to raise the spirit of blind Homer
and sing him the story of Alexander and Oenan. He also raises the spirit of Amphion and
listens to his music which in ancient Greece had raised a wall of fortification around
Thebes. He also asks Mephistopheles to call up the spirit of Helen. He even kisses her
and declares that he will act as Paris for her. In short, he is charmed by the beauty of
classical poetry. classical mythology, music, ete. In this respect, too, Faustus is a man of

the Renaissance.

His Surging Individualism

Faustus js an embodiment of individualism. He is in revolt against the dogmatism of the
middle Ages, and tries to free himsell from the meshes of religious myths, concepts of
sin, Heaven, 'Hell etc. If the principles of medieval religion had pt;cvallod. there would
ha\;c beenno disc;)vu'ies and inventions of science. But Faustu§ tried his best to free his
Will and intellect from the iron frame of the Middle Ages. Aocorqmg to George Santayana,
“Marlowe’s Faustus is a maityr to everything that the Renaissance valued — power,
Curious knowledge, enterprise; wealth and beauty.

His Skepticism and Mental Conflict
atheist. He has a fair sense of good and evil. Yet he
of Nature. When he decides to study necromancy,
before him. They may be taken to represent two
Sides of his mind. The Good Angel tells him lhi.li black.mag.i'c isa d'amned thing. but the
“Vil Angel tefls him that ‘all Nature’s treasure 1S contained” in l_he s.tudy of mecromancy.
© believes the latter. Thereafter he experiences mcmal_conﬂlct.ml the la§l h::ur of his
Cath, But he is never fully sure of being damped exceptin the last hour. His skepticism
ind (he force of voluptuous pleasures push him to the point of no-return,

Faustus is a skeptic, not a confirmed
lieves that necromancy i a sckence
"he Good Angel and Evil Angel appear
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Highly Imaginative and Sentimental

Faustus is also highly imaginative. Even when he decides to become a magician3 be
begins to imagine the spirits running at his command to this or that place. He perceives
them *fly to India for gold® and ‘ransack the ocean for Orient pearl.” Under the heat of
an intensely painful sentiment, he begins to have hallucinations of swords, knives, halter
etc. to commit suicide with. In the last scene, he perceives first a stream of Christ®
blood flowing in the sky and then Christ’s angry face, In a fit of grief, he begins to repett

of his sins. Soon he begins to have hallucinations. When the clock strikes twelve: 1|
meets his tragic end in a most pathetic manner,

Faustus as a Tragic Hero

As tragic hero, Faustus is possessed by a number of qualities in the extreme. HE .
possessed by a superhuman ambition for ruling the world. He has an insatiable thirst foe

knowledge. He utilizes most of his magic power to satisfy this thirst. He is possessed
agreat thirst for beauty'of every kind. He is also possessed by surging inclividualism
incites him to rebel against everything that is oppressive. Because of his individualism I*
often cxes Mephistopheles, Over and above, he is a skeptic, and also highly set
possessed.

Man of the Renaissance

Faustus’s inexhaustible thirst for knowledge, his worship of beauty, his passi ¥

Sy 2 2 . > » s passion for
classics, his skepticism, his interest in sorcery and magic, and his supmhulr)nan pursuif d
ideals of beauty and power prove Faustus (and Marlowe) to be a man of the Renaissan™
3.4.2 Mephistopheles

In the plot of Doctor Faustus, Mephist IS
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His Hatred of Christian Values

He has a hatred of Christian values. When Faustus asks him for a wife through *marriage’,
he says to Faustus (Act 11, Scene I1):
Tut, Faustus,

Marriage s but a ceremonial (0.
A Believer but a Follower of Lucifer

Mephistopheles is a believer in the existence of God, Heaven and Hell. He has seen the
face of God and has enjoyed the bliss of Heaven. Yet he is not ready to repent and turn
to God. When he meets Faustus for the first time, he utters the word ‘God’ two times.
But afierwards he is not ready to tell Faustus who made the universe. It means that he
has a bitter hatred of God in his heart. He admits that God is more powerful than
Lucifer. Yet he is not ready to give up Lucifer and to go to God for his own well-being.

Conversely, he is a most faithful servant of Lucifer. Under Lucifer’s command, he
accepts Faustus as his master for twenty-four years. He obeys every one of his commands
o establish Faustus as the greatest magician in the world. Yet, whenever Faustus waivers
or tries to go back to the fold of Christianity, Mephistopheles calls him a traitor. He also
curses him and even gives him a dagger to commit suicide with, In Act V, scene |, he
even forces Faustus to write in his blood another deed of gift bequeathing his soul to
Lucifer a second time. During the last hour of Faustus’s life, he even tears Faustus’s

heart, when the latter remembers God and Christ.

Omniscient Devil

Mephistopheles is an omniscient devil. He answers all the questions of Faustus about
the universe, Heaven, Hell, Heavenly bodies, their movements, etc. For example, Faustus
asks him as to how many Heavens and sphercs are there in the universe. Like a professor
of astronomy, Mephistopheles replies (Act 11, Scene I1):

Nite: the seven planets, the firmantent, and the empyreal Heaven.

And Faustus is satisficd. Today this answer may be questioned, but in Marlowe’s day; it
was supposed to be correct.

Function of Mephistopheles

Doctor Faustus is an Elizabethan drama, in which the character of Mephistopheles
discharges the following functions. First, e creatcs the atmosphere of Christian beliefs
in the existence of God, His son Christ, Heaven, Hell, Lucifer and his followers, the
damned spirits, good, evil, damnation, salvation, etc. SCCOﬂd,_ he cstaphshcs beliefin
Magic, sorcery, necromancy, and supernatural powers of all kinds. Third, he confirms
| pleasures is a life of devil's rule over man. Thus, evenan

the belief that a life of sensua Ao b
intellectual curiosity to know the nature of objects is a sin, smce the mind itselfis a sense

Organ,

Fourth, his answers about Heavenly bodies, their motions, etc. educated the

Elizabethans in i nd beliefs of scholastic philosoghiw ofthe Renaissanot: period.

st el i o
1 Roman Catholic Church and its rituals- Sixth, his presence with Faustus impels Faustus
10 get out of the devil’s domination every 10w and then, since Faustus hates oppression
Of every kind Smventh. takenas the symbolof Faustus’s evil self, or as the spirit of his
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imagination, Mephistopheles is the cause of the great drama and the great poetry that
have made Doctor Faustus a classic of English drama,

Conclusion

Evidently Mephistopheles is a conventional character of religious drama, but it is possible
to look upon him as Faustus devilish ambition for unlimited knewiedge and also the
unfettered power of his poetic imagmation, It is he who takes Faustus all over the world,

and produces whatever Faustus likes. It is he who produces Helen before him as if h¢
were Faustus's power of hallucination,

CHECK YOUR PROGRESS .

4. Comment on Faustus’ display of self-conceit,

5. ‘Faustus is a man of the Renaissance." Do you agree? Give reasons for your
answer.

6. Discuss Faustus as a tragic heto.
7. Who is Mephistopheles?

3.5 THE ELEMENT OF AUTOBIOGRAPHY IN
DOCTOR FAUSTUS
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Doctor Faustus is Marlowe’s greatest tragedy, worked out interms of Marlowe’s mind
and imagination. The tragedy turns upon his intellectual rejection of Christianity and also
his emotional attachment to it. The following lines spoken by Mephistopheles signify this
state of absence from God, which was also Marlowe's own private Hell (Act I,
Scene I1):

Think xt thou that 1, wha saw the face of God

And tasted the eternal joys of Heaven,

Am not tormented with ten thousand Hells

In being depriv'd of everlasting bliss?

3.6 DOCTOR FAUSTUS: A MORALITY PALY

A Morality play shows a conflict between good and evil, and uscs a didactic tone.
Doctor Faustus represents this conilict, and so is said to be in the English morality
tradition.

Conflict between Good and Evil

The conflict between good and evil is an essential characteristic of the Morality play.
The Good and Evil angels, the Seven Deadly Sins and the Old Man are all characters in
traditional Morality plays. From the very beginning there is a conflict- the hero is tempted
towards evil, he struggles against this temptation and in this process he undergoes spiritual
anguish. Both good and evil angels appear before him several times and let him know
the pros and cons of black magic and repentance. He is told that if he controls his desire
for acquiring magic power and tums © God, he will be pardoned and will enjoy the fruits
of Heaven. Faustus is given a clear choice between damnation and salvation of his soul.
The option remains open to him till his last day on Earth. His soul is the battleground of
the forces of good and evil. He prefers the life of worldly pleasures for twenty-four
years and writes a bond to pay the penalty—eternal damnation of his soul. A medieval

morality play often shows this sort of conflict.

Didactic Tone

. - o m . Faustusisagreatsermona . N
Every Morality play was didactic in its aim and Doctor Fav . :
hngaﬂm am{ c':ccssive curiosity. The last chorus — speaking otjthe m&mble.mg
of Faustus- sums up the moral of the play. It gives a clear warning that by going into the

black arts; even the most learned are ruined.

Abstract Characters

; i ich w nified as
The in Morality plays used to be abstractions which were persol
Char:::::cc::r;;nstagc. Dgctor Faustus contains not only the Good and P At it
the Old Man, the Devil, Helen, and the Seven Deadly Sins (Pride, Covetousness, Wrath,
Envy, Glutcay, Sleh ond Lechery) et s personificdcharacies. Mephistopheles to,

'S Tone other than the devil in person-
One Central Figure

One of the chief characteristics of Mo

'8ure around which the story unfoldf:d-
" Doctor Faustus, Faustus is the mat figure,

rality plays was that there was but one great
Other characters were nominal, only in name.
around whom other characters revolve.
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Marlowe's other plays too unfold around a central character. Throughout Doctor Faushius
the attention is focused on the hero, while other characters are mere sketches.
Mephistopheles may be an exception, but he is always at the beck and call of the hero.

Comic Element

Marlowe did try to bring an element of comic relief in Doctor Faustus. Many critics are
of the opinion that the comic scenes in the play are not the creation of the playwright but
an insertion by others when Marlowe was no more, The comic scenes in this P'a?"
howsoever crude they may seem, do provide relief in tense situations. A famous comic
scene is that of the horse-trader. He does not remember the warning of Faustus and
carries the horse through the water as a result of which the horse is turned into a bunde
of hay. Then the horse dealer comes back and pulls Faustus by the leg which, to his uttef

horror, comes off. Another comic scene is where Faustus plants horns on the head of
the knight who insults him.

ey

3.7 ALLEGORICAL SYMBOLISM IN DOCTOR
FAUSTUS

An allegory is a literary w?rk with a dual meaning, in which the author narrates
seemingly simple story while he wishes to say something else. The author does not
directly teach a lesson, but conveys the meaning indirectly through symbals, Therefore:

in order to fully understand the author’s intention, the symbols must be understood 2°
allegory.

Dactor Faustus may be taken as an allegory as it tells the st ioval
magician who surrendered his soul etemally to the Devil for worldly ,;rc);:ufr:?:d
it there is a drama of a Christian defying God's doctrine, The hidden moral of the st0"
is thatany man, who violates the moral law, must suffer eternal dg oral of 67 1
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Mephistopheles, in the meantime, shows Dr. Faustus the path to commit suicide. In this
situation, the Old Man is a symbol of the last ray of hope by which Faustus may come
out of the clutches of Mephistopheles.

The Angels

As the very names suggest, these two Angels are the personified abstractions of good
and evil, which are diametrically opposite. They first appear in the beginning of the
Second Act when Faustus, in his study. is soliloquizing whether to tum to God or to
remain with the devil. The Good Angel asks Faustus to leave the art of magic and take
to prayer and repentance, The Evil Angel immediately opposes the good onc by saying
(Act II, Scene 1)
Rather Hilusions, fraits of lunacy.

He knows the weakest point of Faustus; hence he exhorts him only to think of power
and wealth. Whenever Faustus thinks of the devil the good angel comes and gives
Faustus a timely warning. The evil angel, on the contrary, always tries to pull Faustus
towards the path of evil, sin and damnation.

Helen

Helen is simply an apparition, be is told. Helen’s beauty and charm are so fascinating
that Faustus is unable to control himself and wishes to be immortalized with a kiss of
hers. It is obvious that Helen is an embodiment of matchless beauty and charm that fired
the Renaissance imagination. She also symbolizes lust and immoral attraction,

Seven Deadly Sins

Lucifer comes from Hell to show Faustus the seven deadly sins. These are Pride,
Covetousness, Wrath, Envy, Gluttony, Sloth and Lechery. They are the most dangerous

sins as they are the cause of man’s downfall. They are the personified representations

of their abstract names. Such symbolism was common in Medicval English drama,

These sins are the symbols of the negative qualities of Faustus himself. Thus, most of
the characters and incidents in Doctor Faustus are more than what they seem at first

sight.

CuecK YOUR PROGRESS

8. Discuss Doctor Faustus 353 morality play vis-a-vis the conflict between
good and evil
9. Comment on the ré

What is the chief allegory that runs para

ILO.

jevance of comic scenes in the play.
llel with the play?

ACTlVlTY
Read John Milton's paradise Lost, Book I, 11 and I and write an essay on
Satan,
S e
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Dip You Know

Many scholars consider Doctor Faustus to be a quintessential Renaissance
figure. His ability to reason and interest in astronomy all compound to this
assessment.

3.8 SUMMARY

In this unit, you have learnt that:
® The play Doctor Faustus can be classified as a morality play,
conflict between good and evil.

* The play opens with the chorus, which informs us of the birth and parentage of
Faustus, his going to Wittenberg, obtaining the Doctor’s degree, pondering over
many subjects, brushing them away, taking to black magic, his pursuit of power,
bringing upon himself, the eternal dammation of Hell.

® The chief characters are Faustus and Mephistopheles,
¢ All the major and minor characters are allegorical.
o This play has an autobiographical element.

as it depicts the
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popular. After the Reformation, the public rejected the Mystery and Morality
plays. They wanted plays to depict human life as it was. A new form therefore
entered the dramatic world, and this was the Interlude. It was a sort of diversion
from the seriousness of Miracle and Morality plays.

_ The central theme of the play Doctor Faustus is the event of the scholar selling
his soul to the devil in exchange of knowledge.

_ In the Prologue, the chorus says that after getting victory over other scholars,
Faustus becomes swollen with ‘self-conceit.” It means that he begins to hold a
high opinion of himselfand his own abilities. This fact is established by his own
statements in Act 1, Scene I, when he examines one profession after another for
himself. He rejects Analytics, saying: ‘A greater subject fitteth Faustus® wit.”
Further, in Act 11, Scene I, he asks Mephistopheles whether all the Heavenly
bodies have only one motion with regard to direction and time. Mephistopheles
replics that they move east to west in twenty-four hours but their orbits are
different. Thereupon Faustus replies that such petty answers even his own servant
Wagner can make. These speeches prove that he holds a very high opinion of his

intellectual prowess.

. Faustus's inexhaustible thirst for knowledge, his worship of beauty, his passion
for the classics, his skepticism, his interest in sorcery and magic, and his
superhuman pursuit of ideals of beauty and power prove Faustus (and Marlowe)
to be a man of the Renaissance.

_ As a tragic hero Faustus is rather intriguing. He is possessed by a number of
qualities in the extreme. He is possessed by a superhuman ambition for ruling the
world. He has an insatiable thirst for knowledge. He utilizes most of his magic
power to satisfy this thirst. He is possessed by a great thirst for beauty of every
kind. He is also possessed by surging individualism that incites him to rebel against
everything that is oppressive. Because of his individualism he often curses
Mephistopheles. Over and above, he is a skeptic, and also highly self-possessed.
In other words, it can be said that Faustus’ tragic flaw is his self-indulgence,

_ Inthe plot of Doctor Faustus, Mephistopheles is *a servant to great Lucifer’, as
he himself tells Faustus. Lucifer is the Arch-Re_gent and commander of all spirits,
Mephistopheles is one of those unhappy spirits who were thrown, _along with
Lucifer, into Hell when they ros¢ against G_od. And now he (Mo.:phfstopheles)
lives in Hell, being damned with Lucifer to live there forever. He is gifted witha
number of magic powers, but nothing seems to make him happy.

i les is the most important character after Faustus himself. He is drawn
::?::il:t‘:l? assistant of Lucifer, the greatest power‘of Hell. Mcphistoph;lm is
responsible for everything- rise and fall of Faustus, his inner conflict and his final
damnation. Mephistophelcs is a symbol of the unbridled power of Hell.

i ws a conflict between good and evll.an_d uscs & difiactic tone.

i m‘;%ﬁiﬁms this conflict, and s is said to be in the English morality

tradition.

i d evil is an essential characteristic of the Morality
;‘[l;c'?:g Em‘:':j tflgsﬁ‘::ng:,ls, the Seven Deadly Sins :.md‘ the Old Man are.all
characters in traditional Morality plays. From the very beginning there is a conflict:
The hero is tempted towards evil, hc_smlggles against lhls' tcmptfmn and in this
process he undergoes spiritual anguish. Both good and evil angels appear before
him several times and let him know the pros and cons of black magic and
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repentance. He is told that if he controls his desire for acquiring magic power and
(rejturns to God, he will be pardoned and will enjoy the fruits of Heaven. Fausfus
is given a clear choice between damnation and salvation of his soul. The option
remains open to him till his last day on Earth, His soul is the battleground of the
forces of good and evil. He prefers the life of worldly pleasures for twenty-four
years and writes a bond to pay the penalty—eternal damnation of his soul. A
medieval morality play often shows this sort of conflict.

. Marlowe did try to bring an element of comic reliefin Docror Faustus. Many
critics are of the opinion that the comic scenes in the playare not the creation of

the playwright but an insertion by others when Marlowe was no more, The comic
scenes in this play, howsoever crude they may seem, do provide relief in tens¢
situations. A famous comic scene is that of the horse-trader. He does not rermember

the wamning of Faustus and carries the horse through the water as a result of

which the horse is turned into a bundle of hay. Then the horse dealer comes back
and pulls Faustus by the leg which, to his utter horror, comes off Another comic
scene is where Faustus plants horns on the head of the knight who insults him.

Anallegory is a literary work with a dual meaning, in which the author narrates 8
seemingly simple story while he wishes to say something else. The author does
not directly teach a lesson, but conveys the meaning indirectly through symbols-
Therefore, in order to fully understand the author’s intention, the symbols must be
understood as allegory.

Doctor Faustus may be taken as an allegory as it tells the st icval

(o1 > ory of a medicy
magician who surrendered his soy| cternally to the Devil for worldly pleasures:
stian defying God’s doctrine, The hidde?
o Vl&lam the moral taw, must suffer eterm®!
: 75 n the play-Mephistophe mart
?|:i:d l::fncil;'l;svﬂ ﬁ?;l’ Helen, Seven l?eadly Sins-are smbilkl::a‘:]‘;cz::-ical ]
connote something more beyond their literal meanings-

3.11 QUESTIONS AND EXERCISFe ——————

ISES

Short-Answer Questions

1. Discuss Doctor Faustus as 3 mora;
2. State any two of Faustys® ex

3.

4. Through MePhiSlopheles “

X—_/

lity play,
Ploits after hig -

the jo ’
Discl'lss the importance 5 Journey of English Drama
opening scene i hig study f;




5. State the Seven Deadly Sins and comment on the way in which Marlowe uses it Docior Faustus by

as a device to bring out Faustus’ tragic flaw, Christopher Marlowe
6. Faustus’ desecration is caused by the oppressive powers of God (Jehovah) and
Lucifer. Do you agree? Give reasons for your answer.
NOTES
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UNIT 4 EVERY MAN IN HIS HUMOUR
BY BEN JONSON
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I.l] INTRODUCTION

Ben Jonson is an Elizabethan dramatist, pogt and eritic whois well known for his comedies
an for developing a theory of Comedy of Humours, It is said that if William Shakespeare
wodld not have happencd to the English stage, then probably Ben Jonson would have
been the greatest of the English dramatists. His comedies are usually satiric in tone and
they critique the follies and foibles of the people of that time. Iq lhall: sense, lonson's
comedies are a great social study of his times. Ben Jcmspn is classical in his uu:}m_b; and
he tried to follow the classical model ﬂfdr..lﬂl:l to write his plla:.'s. Elm-?; Man in #;_.;
Humour was Jonson's first successful comic pliy which established hJJ'I'll;I'J the English
stage, It was staged for the first time in 1598 by thln: Lord Chamberlain’s men at the
Curtain theatre, It is interesting to note here that William Slﬂlktﬁp-tu_rf: was in the cast of
the play Every Man in His Humour With this play, Jonson established himself in the
theatricg] world of the Elizabethan England and then went on fo write many comedies
and two tragedies. His plays Every Man in his Humour and Every Mﬂn. Ot afr his
Humoyr are not only humaorous satirical comedies by lhval_r own i E::Em FEhc “mF
lime, the prologues of these comedies brought forth the notion of Comedy of Humours,

While William Shakespeare’s comedies were primarily romantic in nature and
[ LLLTEL

smarily interested in pointing out the follies

dealt w; . Ben Jonson was primanly ) e |
X nzl; :]IJ-“[:E.- tlse;nﬁ uzlg‘-z of that time. It is for this reason that hs plays are satiric and
" ibles of the peop Jonsan is probably the first British dramatist to popularize the

8 C0y trve: . . ;i .

Ry mrrﬂ::j_ sn: (EI Erpmcnglish tage. John Dryden makes an interesting Emmnmton.lo:nsm}
edies o Be  Shakespearc— ] admire Jonson, but love Shakespeare.
eotpariogs A8 were writing at the same time and there is no

5& two stalwarts of English drama iedl himselFin writ e
W reqs Shakespeare busie pself in wri g Foom
_;Fnzudli::cnmpﬂmn mﬂﬁhtﬂwol:ﬁ; Ren Jonson wrole satiric comedies. Hence from
. apart from .

tyden onwards tll today whenever ther is o discussion on Jonsonian comedies, it is
- nWards ) Ed_':&
in comparison with Shakespearean romAntIc COMETER -
The o of the play Every Man in His Humﬂur_. The “”g‘?“”
Yersion whr'e :E i twf ver;l::,n] 508 and the 1601 Quaro published version had Italian
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names of characters and was set in Florence, Italy: where'as the Folio vcr:no:nwrl:(l;-n‘:
was published in 1616 was sct in London and had. English characters. Ap G
characters’ names and setting, there are other sigmtt»cal?l ch‘anges that Bt?.nl
made to the play. We will be referring to the Folio version in this study material.

I—

4.1 UNIT OBJECTIVE

After going through this unit, you will be able to:
¢ Discuss Ben Johnson as an Elizabethan dramatist
o Interpret the play Every Man in His Humour

e Critically assess Johnson's contribution to the English Theatre — The Comedy of
Humours

B

4.2 BEN JONSON: A BIOGRAPHICAL NOTE

B

Ben Jonson { 11 June 1572 - 6 August 1637), a Jacobean (or Elizabethan) playwright:
poet and critic is best known for the satirical plays Every Man in His Humour (1598)-
\iipone, or The Foxe (1605), The Alchemist (1610), and Bartholomew Fair: A ComedY
(1614) and also for his poems and masques. Jonson is considered to be the next best
English dramatist, after William Shakespeare, of the Flizabethan era,

Born in an Anglo-Scottish border country, Jonson’s father was clergyman who
died two months before his birth. His mother remarried a master bricklayer. After finishing
his early education, Jonson was an apprentice to bricklaying as his step-father wan
him to join his profession. Thereafter, Ben Jonson went to the Netherlands, and volunt
to soldier with the English regiments of Francis Vere (1560-1600), in Flanders. Ne¥
Jonson returned to England and worked as an actor and playwright, By 1598, with the
production of Every Man in His Humour Ben Jonson established his reputation ¥
dramatist. In 1599, came the play Every

Man out of His Humoyr.
His play Cynthia’s Revels was produced by the Chi oyal®t
Blackfriars Theatre in 1600, It satiri lldren of the Chapel R el

zed bolh John M b MY
accused him of lustfulness and Thomas arston, who Jonson bc"e‘°d. P

. v Jonson attacked s agal®
1601's Poe!am:r. D«_tk!&a responded with Satiromastix, subtitledl!:.xztgzzsins 05
humorous poct'. This *Wer of the Theatres" appears 1 have ended with reconcilid®
on all sides, Of the many poets and dramatist, he Participated ; 1o James t
the throne. Next, Jonson pursued a more Prestigious Paled in welcoming 5
court. The Satyr (1603) and The

areer, writing masques for
Masque of Blacgness Ting masques
I'he period between 1605

(1605), 4

and 1620 : . B

1616 he had produced all the plays on whil:ha {Ibe Viewed as Jonson's glory 4" e
based, including the tragedy IS

success, and the comedies

: p natt®
Catiline (acteq and p Present reputation as a dran

: L fimic
Volpone, ibted 1611), which achieved 1™
Silent Woman (1609), The (acted 1605 4y,

R 3 - o,
? Alchemist (16 Printed in 1607), Epicoene: % il
isan Ass (1616). The Alchemist and (%)[ ;2')!6 B"""O_lomew Fair (1614) and The

His works ere immediately successful.

Ap‘f" from two tragedies, s o
audiences 100 much, BenJ

ejanys and Carili gl
I , is
1SN dramggicy oy - 11 did not impress Ren Ia)»s"{
Ben Jonson are ag follows: © WOrkS are primarity meenadisc THE P




® A Tale of @ Tub. comedy

® The Isie of Dogs. comedy (1597, with Thomas Nashe)

o The Case is Altered, comedy (1597-98: printed 1609),

e Every Man in His Humour, comedy (performed 1598; printed 1601)

s Every Man out of His Humour, comedy ( performed 1599; printed 1600)

o Cynthia’s Revels {performed 1600 printed 1601)

o The Poetaster, comedy (performed 1601; printed 1602)

® Sejanus His Fall, tragedy (performed 1603; printed 1603)

o Eastward Ho, comedy (performed and printed 1605), a collaboration with John
Marston and George Chapman

o Volpone, comedy (c. 1605-06; printed 1607)

e Epicoene, or the Silent Woman, comedy (performed 1609; printed 1616)

o The Alchemist, comedy (performed 1610 printed 1612)

o Catiline His Conspiracy, tragedy (performed and printed 1611)

o Bartholomew Fair, comedy (performed 31 October 1614; printed 1631)

o The Devil is an Ass, comedy (performed 1616; printed 1631)

o The Staple of News, comedy (performed Feb. 1626 printed 1631)

o Tite New Inn, or The Light Heart, comedy (licensed 19 January 1629; printed

1631)
o The Magnetic Lady, or Humors Reconciled, comedy (licensed 12 October

1632; printed 1641)
o The Sad Shepherd, pastoral (¢. 1637, printed 1641), unfinished
o Mortimer his Fali, history (printed 1641). a fragment

4.3 HISTORICAL BACKGROUND

The Elizabethan era is the period associated with_Quccn Eizab_dh I'.s reign (1558-1603)
and is often considered to be the golden age n hxstgry of English anr_alurc and art. Itis
considered to be the height of the English Renaissance. The chamsx_mce begun in
fourteenth-century Italy and from there spread throughout Europe. Renaissance means
rebirth. In the European context Renaissance Was the rebirth of the classical (Greek

and Roman) learning Therefore, the age of renaissance saw new interest in ancient
Greek and Roman classics which ¢

reated a fresh vigour and vitality in the mindset of the

R ¢ that occurred during the Renaissance was that man
g::::\eé:;fi ;?:;ﬁuc:nngl::::fmd to understand the scientific reason that culminated in
events, The temper of scientift

c enquiry dominated the age.
The Elizabethan era s the greatest age of English literature as plays and poems
eached a new height in this age like EVEr

before. The prominent writers of the age are
William Shakespeare, Ben Jonsof: Christop

her Marlowe, Sir Philip Sidney, Edmund
SPenser, Francis Bacon, and Walter Raleieh
R sces iy expcrimemed mhed 1t was also a time when theatre severed its link

among others. They notonly wrote plays,
th different genres and offen tried intermingling genres.

ll Wag . r. % *

from ||-: ::: - wl h,c:;‘:;chlg?:dlasclr as a secular institution. Mareover, The Elizabethan
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era is also seen as an age of exploration and expansion. In England, the Protestant
Reformation was going on which helped in creating a national mindset. This period
witnessed a rapid growth in English Commerce and naval power.

Though Queen Elizabeth died in 1603, literary scholars include the literature written
in sixteenth and seventeenth-century to be belonging to the Elizabethan era. Often John
Milton is also considered to be an Elizabethan Poet. King James I ruled England from
1603 to 1625 which is termed by scholars as the Jacobean Age. Shakespeare’s famous
tragedies and tragicomedies, mostof Ben Jonson's satiric comedies, John Donne’s sermos
and poetry, Webster and other dramatists” plays, Francis Bacon's didactic essays, Burton's
Anatomy of Melancholy and many other famous writings were created during the erd
of James I's rule. Some scholars consider Ben Jonson to be a Jacobean playwright.

Elizabethan theatre derived from several medieval theatre traditions, such as the
Mystery plays, based on biblical themes, that formed a part of religious festivals it
England and other parts of Europe during the Middle Ages, the Morality plays that
evolved out of the mysteries; and the plays by University

: Wits that attempted 1o recreat®
Greek tragedy. The Italian tradition of Commedia dell’arte as well az‘ the ell:;;om‘e
masques frequently presented at court also helped in the shaping of public theatre, The

City of London authorities, primarily Puritans, were generall i i

: ic . y hostile 10 li¢
performances, butits hostility was overmatched by the Queen’s taste for plays, 111‘:?1'6
sprang up in suburbs, accessible across the Thames River o city dwellers, but beyond
the authority's control. . ’

All the theatres of London during the Elizabetha

. ¥ nera had indivi . G
yet their common function necessitated a similar ad individual differences

contemporary clothing,

Momover. the Elizabethans dig
was primarily bare and the backdrop
Mostly a placard was hung upon the sta
play used to start with 5 flag bej i :
some music, the prologue wys g
setting of the play to make the ayd; ot i ol
about tobe prformer, s :;udnem UDGerstang e g;chc would give a gist ‘:ay #

o K| i i
backdrop of the play i referrey o m'acakeke‘:,l"“"%“ then i: (*:eoz:;'::: ;I“T:‘fs

Ifthe Royalis i o o
iy an)ans “S&Ohl:gcd lerature g know where the play is $¢ .
B 6w e o d Strong disﬁking for lheaum there was a faction in E:f by
Promoter of theate, s On;ug €en Elizgpegs Ire, as theatre was percei'mr an’

! Were not alg. to a:;e-l { wasl prea ad::’,r reit”
in a play during



Mostly women characters were played by boys who used to cross-dress as women in
the plays. The rising Puritan movement was hostile towards theatre, and when they
gained control of the city early in the English Civil War, and on September 2, 1642; they
ardered the London theatres to be closed. The theatres remained closed for most of the
next eighteen years, and reopened after the Restoration of the monarch in 1660. Itis a
matter of discussion that theatre tose to its pinnacle in an age when the opposition
against it was strongest.

44 JONSONIAN COMEDY

A comedy is generally defined as a play where the characters, their follies and
discomfitures are mocked with an entertainment factor. In a comedy, no great catastrophe
happens 1o any of the characters and the play ends on & happy note as the main characters
achieve what they aspire for. The play is written and performe'd in such a way that the
audience or readers pleasurably engage themselves \n{hilc watching or reading it. Though
acomedy's chief aim is o amuse the readers, there is another function associated with
it, and that is — to correct the vices and follies of people, by mocking and criticizing those
vices and follies on stage. In other words, the aesthetic purpose of a comedy was to
reflect the vices and follies and make the audience understand its repercussions. The
objective was to make the people rectify their mistakes by watching the ridiculous
ramifications on stage and learning fromiit. In other words, comedies had a twin purpose
which worked like a medicine without giving the impression of being overtly carrectional,
and it had its own unique appeal. However, tosay that comedies must have the element
of being correctional is not always true. Some comedies of this age were purely devoted
to entertaining only.
Classical dramatists such as Plautus and Terence (Roman) and Aristophanes (Greek)
wrote comedies which became a standard framework for writing comedies. Their
comedies included certain features which can be enumerated as:
« Comedy is realistic, usually about people who arc placed at a lower in rank in
k Classical scholar in his book Poetics says that tragedy

iety. Aristotle, the Gree!
r::gf,:dn:o imitate people above the level of our world and comedy below it.

i - rive of a comedy is to satirize and to correct people’s vices and

B '2;: m:fulve;}fw vices and follies are ridiculed and exposed s0 m.a( the

audience can Jaugh and learn while wat_chms the play. Thus, the objective of

comedy is not only to entertain by producing laughter m.lh::udxence but also to
educate the audience, 10 make them learn about their mistakes.

i S i ingled in classical

i the comic elements are not interming . :

i Usua"¥ the mglcv::dm mar the comic effect of the play. Before any disaster is
md£ ;ﬁ?::;; character or characters, the disaster is averted as a Comedy

.1 with wish-fulfillment.
must & happily with wish ; :
. Clust :tl:ays md :Jp y obscrved the unities of time, place and action. According
assical comedies strict! il more ey
1o lhs'ifl ical norms, the time frame of aplay should not be more than tweniy
. t:m assic R ;udicnc o docs not have any problem in situating ::: p|lay
r hours so § throughout the play.
S of the play should be on throug
:1::““ Iut: i ;nc 'LGjﬁi';\‘::‘::ng placein order to avoid confusion as to where
is, the play s e

the actions are unfolding-
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Every Man in His As per the norms established by the Greek dramatists, no more than one plot should be
Humour by Ben Jonsan presented in the play. The plot should deal with a single action and not with many as that
would lead to the dilution of the content of the play.

Shakespeare and his contempaoraries went beyond the prescribed classical norms
NOTES of comedy to reinvent a new genre which is usually termed as Romantic Comedy-
where the romantic and the comic elements intermingle to delight the audience. The
main motive is not to educate or point out the vice and corruptions in society, but ©©
entertain the theatre-going mass. Romantic comedy developed. as said earlier, by the
Elizabethan dramatists based on prose romances such as Thomas Lodge's Rosalynde:
the source of Shakespeare’s As You Like It. Romantic comedies usually have a love
affair where the beautiful and wise beroine, often disguised as a man, usually overcomes
all difficulties to gether lover and the play ends on a happy note (usually in marriage)-
Thus, in & romantic comedy the main theme is love, where Jove ends in fruition overcoming
all difficulties.

As against the norms of the Romantic Comedy, Ben Jonson invented a new
genre called the Comedy of Humours where the main objective along with evoking
Jaughter was to also correct their vices. Ben Jonson specifically writes in the Prolo: gue
of Every Man in His Humour that his comedies deal with vices and not with crimes:
Jonson was astrict follower of the classical norms primarily that of the three unities set
by the Greek playwrights (as mentioned earlier in the features of Classical comedies)
Moreover he was against the Romantic Comedies which provided a relief from everyda)
reality by situating the play ina dreum like atmosphere as in S hakespeare's Mid Summe"
Night's Dream. Jonson based his comedies on actyal conditions of life of the people of

the age. Suppose if one makes a comparison between =y o
and Ben Jonson's Every Man in His Humour, one e R ke

5 e 3 will be i ile
$hakespeme s play is setin the fanciful world of P (::_ able :‘o Jdlsccmlhx ‘:/..h;ci
ot lhc everyday reality of the lhe.n anl‘"'d‘Thjs aspect of Jonson’s Ph())zm':lii\'gryd-”

pess ngars Ste. He also
throws his huge bulk againstit.* This Passively folloys the

S course of the stream, JO%
Jonson’s contribution to the Enghh?‘:“g:";fdtnulc Legouis
about the comment as the [;

:signiﬁcam inunder® o

¢ 2ht in which Shak 2h there are divided op! }

“ ﬂ

:;nl;: cg:?plad)t true. Shakespeare also siooq am!. S been portrayed in the %

izabethan era, but reacteq ina different y, L the Prevailing conditions of

What is also significant | o

y n Jonson

ot 3 . is X o
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normal person; but if any of these gets imbalanced then it may lead to a folly. or an
affectation or an imbalance in the person's character. In Jonsonian comedies what we
see. each of his characters suffers from a peculiar habit or tendency whether in their
way of speaking o dressing ora singular trait which has growntoa point of abnormality.
Let us think of some of the characters in every Man in His Humour.
 O1d Knowell, father of Edward, reads a letter written to his son and therefore
goes out of the way to spy on his son and subsequently realizes the error he has
made by doing so.
* Bobadill is primarily a coward and therefore he needs to cover his cowardice by
unnecessarily bragging about his heroic exploits in the war.
® Downright is a man who loses his temper at the slightest provocation.
® Kitely is a jealous husband who is always suspicious of his wife and thinks that his
wile is susceptible 1o being seduced by some unscrupulous man,
o Dame Kitely, Kitely's wife, is also a suspicious wife who starts having suspicion
against her husband ata slightest hint.
e Stephen is affected by melancholy.
o Matthew pretends to be a poet whereas he actually plagiarizes.
o Edward and Wellbred are wits who have much fun at the cost of Stephen and
Mathew,
o Clement, the judge seems to be merry and betrays a weakness for wine.

All the characters in Every Man in his Humour, as the title suggests has a distinct
humour of his own which makes their characters merely types and not characters who
can be perceived as human souls (as in Shakespeare). There is a vast difference between
Shakespeare and Jonson in their art of characterization which is very essential to comedy.
Whereas in Shakespearc we see that his characters are complex beings, in Jonson
however, the characters are more of caricatures of a certain type. In _lhnl sense, some
may think that Jonson has a limited vision and was only conccmed with the follies and
flaws in characters to make fun of them on stage, Lo satirize them on stage so that the
comic purpose is served. However, this cannot bg _sau_i w0 be the oomplet_e truth as
Jonson is deliberately trying to portray these peculiarities in his characters as his comedy

is based on the principle of humours.
CuECK YOUR PROGRESS

1. Identify the genre of Jonson's play‘s.
2. Discuss the main features of the Elizabethan stage.

3. Define comedy. ’
N humour.
4. Explain Ben Jonson's comedy © . :
5 lnxpll:n -en' are Jonson's comedies different from Shakespeare’s comedies?
- In what ways s of Shakespeare and Jonson vis-d-vis comedy.

6. Contrast the aesthetic cOnce
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4.5 SIGNIFICANCE OF THE PROLOGUE

Prologue
Though need make many poets, and some such
As art and nature have not bettes"d much;
Yet ours for want hath not 5o loved the stage,
As he dare serve the ill customs of the age,
Or purchase your delight at such a rate,
As, for it, he himself must justly hate:
To make a child now swaddled, 1o proceed
Man, and then shoot up, in one beard and weed,
Past threescore years; or, with three rusty swords,
And help of some few foot and half-foot words,
Fight over York and Lancaster's king jars,
And in the tyring-house bring wounds to sears.
He rather prays you will be pleas'd 1o see
One such to-day. as other plays should be:
Where neither chorus wafts you o'er the seas,
Nor creaking throne comes down the boys to please:
Nor nimble squib is seen to make afeard
The gentlewomen; nor roll"d bulle heard
To say. it thunders; nor tempestuous drym
Rumbles, totell you when the Storm doth come;

But deeds, and language, such as men do use

And persons, such as comedy woyld choose,
When she would shew an image of the times,
And sport with human follies, not with Crimes,
Except we make them such, by boving stil)
Our popular errors, when we knaw they're ),
I mean such errors g you'li al| confess,

By laughing at them, they deserve no Jess.

Which when you heartily do, there's hope left ghe
nt

: : > : ignify
gl‘cc;snf"g ::r ::z plays and his yge of°0me§ 3 lc:m o lhe’f Provide an insight
dryr use of comedy and hoy, i Sense, his Prologues are a kind ©
aspects find an expression in his pla pee Elizabethan society. All ¥

and treatment. Therefore ity Lare not ony i insy®
' s it s Yu s0 distinct in St
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e in detail 50 that we unders®"
) nihe prologue 1o Every Man ir 11:
s the role of comedy - i i oy ':"Hts Humoy,, Jonson e think®
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Correctjye fllnci:il:“;@ble laughter as did the oomed
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art’s sake, but has asocial role to perform by satirizing the follies and foibles of mankind.
Whereas Shakespeare thought that his primary role in writing comedies is to provide a
relief 10 his audience from the tensions of everyday life — to forget the world outside the
theatre and to enjoy the dreamy supernatural nature of the world of theatre. But Jonson’s
comedies are an extension of the waorld outside the theatre in the sense that the characters
with their vices. follies, exaggerations, fears, etc. are presented on stage so that the
audience may look and laugh at them. Itis while laughing at the characters that realization
oceurs to those watching the play. The sobering effect of identifying and acknowledging
the possibility of being the characters on stage with their follies is the core essence of
Jonsonian comedy.

Ben Jonson starts the prologue by saying that many people become poets under
the compulsion of their poverty and many of them fail in their attempts. But the writer of
this play, that is, Ben Jonson himself, despite his poverty, has dared to show a blind
reverence for the evil conventions of playwriting of the times. Ben Jonson had no intention
llowing the customs of play-writing prevalent during the

of pleasing his audience by fo! A :
age. One element that is seen clearly is the deviation of the norm of following the three

unities prescribed by the Greeks. Many a times ip the duration of the plays it is.show.n
that a play a child or an infant is shown t© bg growing to manhood, and then growing still
older to become an old man (flouting Unity of Time), etc. Ben Jonson disliked such
customs of the Elizabethan Drama. As opposed to this, he decided to write realistic
plays such as Every Man in His Humour.

He also mentions that this play canserve asa model for other plays as in this play,
there is no chorus to tell the audience to cross the ocean in your imagination in order to
jump from England to France (flouting the Unity of Place) to watch the subsequent
events of the play. Neither is the play produced in a way where smart fireworks are
used on the stage to frighten the gentle ladies in the audience nor cannon balls were
rolled behind the stage to produce an impression f thunder, etc.

On the other hand, the play tries (o portray deeds_ which are acwally performed
by human beings in real life. In other words, the play tries to maintain close fidelity to
reality, As a result, the language of characters i this ?:ny is also ::l{'uc- :mxd lh!n‘tt‘i

in this play are appropriate o comic genre as aim ol co yisto
:Tlvtct:::;,ta;:;(:::;: ;h r:a';iszc pici:flre of the life of the times, to mock at human follies
and not depict serious crimes. H further states that the follies are not presented in such

: the audience fall in love with them. As thc follies are exaggerated,
& fahitn 90,08 ko MWES m in a distasteful way leading the audience to laugh

J aken care to present the: : o g
moil;.wﬁonm‘h:s t :a in;": prologue that if the audience could lmr_tlly laugh at the folhes
depicte d(i: | ':ply:)' then it is better as it means that the audience are laughing at

themselves and learning about their mistakes rather than encountering some monstrous

Or absurd character on Stage.
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Every Man in His urgues exemplify the two comic forms: The quality of a Jonsonian Comedy, however,
Humaur by Ben Jonson lies not only in its construction and in its presentation of character as obsession,
but alsoin its Janguage. The master-theme in Jonson's satirical comedics is human
folly."

NOTES M.C. Bradbrook

Sweet and bitter comedy. romantic and satiric comedy, or Shakespearean and
Jonsonian comedy have all been used as terms of description for the two main
divisions, of which the first may be said to be characteristically Elizabethan, and
the second Jacobean, Behind Elizabethan drama there Lay at least two modes of
acting first, the tradition of the revels. whether country or popular, and all that
these implied of intimate collaboration between actors and audience. Second, the
learned tradition of rhetorical and satiric drama upon moral themes, built up in the
schools and universities, found expression in an even more intimate private
presentation. When these two traditions coalesced, the greal age of Elizabethan
drama began. Jonson was bold in his readiness to modify classical precept. he
admired the native tradition, and the form which he evolved was as far removed
from the pedantic as it was from the spontanecus.

4.6 PLOTSUMMARY 4

Actl

* Aletter written by Wellbred 1o his friend Edward Knowell falls into the hands of
his fmthi:zr. old Elgnow:ll. The content of the ketter makes Old Knowell com:‘!s\ﬁd
about his son Edward as it shows both the yoy :
an unfavourable light. young man, Wellbred and Edward. it

2
§_
g
E

ishe who takes up different isguipp. - th:f lmischief monger of the play and
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Matthew, whois a town gull, approache. p Y gull

l;:relends tobe b_rave 10 cover up his m:.g‘;ili’il;lrliobadill (a goward who thilz;
rother, Downright, who has threateneq or help against Wellbred's

himself helpless and Vulnerab) tobeat up Matthe w find*
less 8. Captain Tt L. W and Mathe
accommodat obad i
Bt 12 Vi 1 EPE
he willbe abl 0 defend himseif g Matthew some iy o Mo s i

Kof Downright,

* Wellbred is staying in the b
Wellbred's sister), Thomas k..., 1POMas Kitel ( oyl
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o At the same time we see that Kitely is feeling deeply disturbed by the fact that it Every Man in His
may happen that his wifé, Dame Kitely, might be seduced by one of Wellbred's Ftuoter by Bk ipusia
friends. Jealousy and suspicion are the chief traits of Thomas Kitely's character

as he is not able to have faith in his wife and feels that he may be cheated by her.

He is also anxious sbout his younger sister Bridget because of Wellbred and the NOTES
presence of his friends in the house.

As we have already seen in Act I that Okl Knowerll has read the letter for his
son Edward and feels that his son is involved in some inauspicious activities and
therefore has decided to follow his son Edward to London. Without Edward's
knowledge of his father pursuing him, 0ld Knowell wants to investigate into

Edward’s conduct in London.

Brainworm, the servant of Old Knowell who has already told Old Knowell’s
plans to Edward, disguises himself as an ex-solkdier in this circumstance and meets
Old Knowell when he is on his way to London. Brainworm manages to get
employed as the old man’s servant without the old man knowing that fact that this
ex-soldier is actually his servant Brainworm. Brainworm has devised this plot of
deception by dressing as an ex-soldier as he wants to frustrate the plans of Old
Knowell to spy upon the activities of his son in the city of London and moreover
to provide all information to Edward about the whereabouts and actions of Old

Knowell.
« Bobadill and Downright meet and they are about to fight which is averted by

Kitely.
Act III

o As we know from Act I that Edward and Wellbred arc supposed to meet, they
meet. Together Edward and Wellbred have much fun at the cost of the braggart,
Bobadill and at the cost of the two gulls, Stephen and Matthew. This scene is
meant to evoke laughter at the cost of the gulls (both city and country) and at
Bobadill who pretends to be courageous to cover up his cowardice.

o Brainworm, Who is now disguised himself as an ex-soldier, reveals his true id_cmixy
to Edward and Wellbred. He informs them of Old Kno_wcll's presence in the
town to spy on Edward. He does it as we have found earlier to gain some favour

from the young master Edward.
. -] 3 B - . ll.w S of:mlo‘us
,as mentioned earlier, IS suffering acu§ely from pang: ¥
’ Thomm:: l;l;cgm his wife Dame Kitely must be having some fun with Wellbred's
s i comes over protetive of his wie and thinks of not leaving her
AR c int of time- Spontheone hand we see Old Knowell being suspicions
aol; ;:c moin :,510 ;pying on him and on the other we see Thomas Kitely suspicious of
is s 3 : A

his wife and not letting her be on her own atany point of time. ‘

house Bobadill is a guest, gets & beating from

. i whose
. gob. “?lel ‘;;t:.:f:'s‘::“aﬁm of the habit of smoking tobacco. Therefore he
obadi

decides (o obtain a wanmant from Justice Clement binding Bobadill to keep the
ides

does $0. .

4 peace and he Justice Clement are friends and as they meet. Justice Clcnltcm
0ld Knowell and l:!m( 1o worry about his son Edward, because Clement thinks
umrge;;) l:;fl-mx igal or & scoundrel to waste his time and energy in doing

at Edward 1s notd
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Every Man in His Act IV

r Jonson ;
mecadeates * According to Kitely's wish, Downright objects to the way in which Wellbred and
his friends are behaving roughly and raucously in Kitely's house. Swords are
NOTES drawn, but a fight is averted with great difficulty by the inmates of the house.

® Edward gets attracted to Bridget (Thomas Kitely's younger sister), and Wellbred
promises to get him married to her,

* Downright meets Bobadill and Matthew in a street, and gives Bobadill a thrashing.
while Matthew is able to run away.

® Stephen picks up the cloak which Downright has unintentionally dropped. Stephen
decides that he should keep the cloak with himself, though Edward advised him
not to do so.

® Brainworm fools Old Knowell by fixing things in sucha manner that Old Knowell
believes that he would be able to catch his son Edward red-handed in the process
of making love to a townswoman in Cob’s house.

® Meanwhile, Wellbred falsely informs Dame Kitely that her husband, Thomas
Kitely, is a frequent visitor to Cob’s house which, informs Wellbred, is a kind of
brothel. Dame Kitely, being similarly suspicious of her husband as he is of her,
rushes to Cob’s house to catch her hushand red-handed.

® As Dame Kitgly leaves, Thomas Kitely enters the house and he is 10k by Wellbred

tI.\at Dame Kitely has gone tq Cob’s house. As Kitely was already Suspicious of

his wife's conduct, and now instigated by Wellbred, he thinks that Dame Kitely
has gone to Cob’s house for immora} purposes

* Everything goes according to plan. Wellbred has Mmanaged itely

. " 10 s tely

and Dame Kitely away from l!mr house by dinecting ?::i o gﬁ-nm S;ge

each wants to find the other ™ & compromising situation, (g Knowell is als®

taken care of by the plan of Brainworm where he has also gone 10 Cob's house ©

caich Edward there. Wellbred finds ita perfect ; ¢
him to the Tower, to meet Edward Whopics . Occasion and takeg Bridget with

hope that he will be able o marry Brigey, ¢ O M at that place in the
® Brainworm, in another subplot of the play. dicar i ..

and then as a city sergeant to throy, Zu ;’ :‘;:gl:hlses himself as Clement's cletk

Stephen and even Downright, with the 2%

¥es of Bobadill, Matthe™:

3 e s ’
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ActV
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 Thomas Kitely complains that his wife Dame Kitely had gone to Cob’s house for
immoral purposes, while Dame Kitely accuses her husband of paying frequent
visits to some harlot at Cob’s house.

® Cob could not believe what he is hearing and accuses his wife Tib of having
converted his house into a brothel.

® Downright has been accused of| having physically assaulting Bobadill and Matthew.
Stephen has been charged with stealing the cloak of Downright.

o Brainworm, who finds no cther way now, tells him that he has taken many disguises
and his present disguise is that of a sergeant. He reveals his true identity to the
judge, and expects the judge to consider his case leniently.

e Brainworm also informs the court that Edward and Bridget have already got
married, and are now getting ready toorder a wedding-supper at a tavern

o Justice Clement approves of the marriage of Edward and Bridget as soon as he
listens about it and moreover declares that the wedding ~feast in honour of the
couple would be held at his own house, instead of the Tavern. Justice Clement is
extraordinarily fond of wine, is full of mirth and as the name suggests is very
lenient and compassionate as a judge.

o Punishments suiting their follies are sentenced by Justice Clement to Bobadill and
Matthew, to Cob and Tib, to Formal, and to Stephen; while all the others are
invited by Justice Clement to the supper which would be held at his house that
night. Moreover, Thomas Kitely and Dame Kitely are directed by Justice Clement
to shed their jealousy and suspicion for cach other, and they do so.

o Justice Clement is full of praise for the mischief monger Brainworm for the wit
which Brainworm has displayed by assuming various disguises.

47 CRITICAL COMMENTS

plays - Every Man in His Humour and Every Man out of
as considered to be an inventor of the new genre of Comedy.
new form of comedy was based on the Renaissance

: . . Jonson was reinventing the genre of come‘dyma.mwerway soas
:‘::::)";;?:u)’:i‘znosgirm attacking theatre on the grounds that it was immoral. Jonson

f comedy. For Jonson, comedy is not merely for the purpose

Was ing the function 0 _ s ot '
of hﬁ.‘fﬁ meon:over has a therapeutic value —as the intention of writing comedy
Was tog make a satiric attack on follics and foibles of the people, as Harry Levin observes:

i sets fi full argument for
“The ; . . Man Out of His Humour sets forth the full argument fo
cochhc dmuoducuqn - E':t’i?e [tis perhaps as relevant © Jonson's work as psychoanalysis
s y as a social purgative- 11" What Jonson is doing is nothing new though. The

i$ t0 the dramas of Eugene O'Nei :
classical (;ramalisls begli eved the same as they even thought that the purpose of comedy

W =3 ics of people.
ould be to satirize the foll ::ked “bout carler, means ‘rebith of the clss§i; z:‘l

.1 form of comedy but gave it a twist with his
co;;ijxi‘ﬁ&‘::cﬁtﬁﬂhmm in his play is 5°"‘°h°“’$:f:““ghf;3m
A particular character trait which is exaggerated. If Shakespearser cin met::\se lha::
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Every Man in Mis conduct, etc. It may seem that his characiers are not mature individuals, but they are not

Humour by Ben Jonson s0 as Jonson's intention was to portray these types and then make them look foohsl‘\ S0

that the audience can have a laugh at the cost of these characters and at the same time

learn from their mistakes. In other words. it can be said that though the characters are

NOTES caricatures his characters possess an astonishing range of distinguishing traits and an
undeniable vitality.

When one tries to define Jonsonian comedy it is obvious that one reads them in
contrast 1o Shakespearean comedies. It is thought that the plays of Jonson are peopled
by citizens and therefore it has a harsh ethic. On the other hand, Shakespearean characters
seem to be from all walks and stations of life. Shakespearian comedies are usually
thought to be sweet and romantic, and Jonsonian comedy, bitter and satiric. Therefores
L. C. Knights remarked ‘Of the dramatists handling social themes Jonson is undoubted!y
the greatest.” The nature and function of Jonsonian comedy was enunciated in Cicero's
dictum cited in the introduction to Every Man Out of His Humour-
imitation of life, a mirror of manners and an image of truth’,

When Every Man in His Humour was produced for the first
Stage which created an uproar s it was something very new to the English Stage as it
observed the unities of time and place very strictly and was a tirade against the fangas(ic
and the extravagant romantic clements of the prevalent romantic comedies, Jonsoft
published the play in 1601. In both, the first production and the 160] Quarto Production
the play is set in Florence, Italy and the characters had Italian names: whereas when the
play was again republished in 1616 in the Folio version the setting of the play had changed
to London and the characters are given English names. Though the content of the plaY

‘Comedy is an

time in the English

ginal version duri gon i1
01 with . ring the produc

the Folio version published in 1616, the corresponding changes that are mad¢ ™"

Italian Names of the Co

Characters in the Quarg, b Ponding Engligy Names in

version (1601) the Folio Version (161,

Lorenzo Senior M_.
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The English names that Jonson gives to his major characters are not random names as
the names themselves suggest ~ they provide a key to the characters. Even before we
read or watch the play we get an idea about the characters of the play as the names
themselves suggest what we are going to find out in the play. Far instance, Knowell
literally means “know well” and we know that in the play we will be dealing with what
the characters of Knowell does not know. He thinks that he possesses absolute knowledge
about everything around him and what we figure out in the course of the play is that he
suffers from wrong notions about his son by reading a letter that Wellbred has written to
his son Edward. His suspicionand over protectiveness of his son which makes him goto
London to spy on him can be considered as the main plot of the play. as Jonson’s aim in
writing the play was to mock the over-solicitous fathers like Knowell. \Ve-llbred literally
suggest one who is bred well, but in the course of the play we see thm he is the one who
is being accused by Kitely to bring his rowdy friends at his hgmc. Itisin We}lbmd’s letter
that they will be enjoying and having fun at the Taw?m in London which creates a
suspicion in the mind of Knowell. Kitely is another sig_mﬁcam chn_ractcr that we meet in
the play who is over jealous and suspicious of his wife Dame !(m:ly as he thinks that
probably she is attracted (O Wellbred's f-ri.cnc!s who come to his .housq n:;ularly. The
name of Kitely suggests who is very SEnsHive in the sense that ordinary umdenFs create
havoc on him. A person who is SUSpicious will always create havoc out of nothing. The
same holds true for his wife as well, Dame Kitely. Both these characters arc asked by
judge Clement to be not so jealous and suspicious of each other and to have more faith

on each other.

One ought to keep in mind the idea that during the Renaissance, women were
thought 10 be transgressive and given a chance they will cross the limits set by patriarchy.
Therefore many pamphleteers of the Renaissance, especially people such as Stephen
Gosson asserted in their pamphlets that to keep women virtuous they should be always
under the control of men. Kitely probably is a person wht_: believes in lhe same and
thinks that women, given a chance, would transgress and dnsturb. the palel‘mh:?l order.
S as Wellbred's frienls come © Kitely's house he becomes suspicious (_)t his wife. One
needs to keep in mind that Jonson’s play portrays the patriarchal notions of women

during the Renaissance. " o x

. < it i said that women do not have a considerable role 1o play n
ngaTy a (‘::;:’éll:;‘ml Comedies) and that it is primarily a masculine world. But
that is lhf :2; of the issue. Jonson portrays an England where women did not have a
role to perform in the outside public world. Women were kept within the households as

i i ic 1d create more and more problems for
L 1 in the public space wou
:':rml:(,mlfhh;]t:z;:ﬁ::; cultural order. Therefore not only were women not allowed to

/ ho visited theatre were looked down upon. Todsi

act on stage but even those women W : ' ' . .
Kelly i; hﬁfes:ay ‘Did Women have & Rean::‘fsancil m:ﬁ:r ;‘:::;:_re ::;2;:::

i : jssance and com - :

:':: \1:1 iy and m::::: :r‘::ar:ticd by patriarchal society 15 somcu\'mg that makes
wom:'ncfr:i:t: w,,y :’mc appear marginal. Jane Anger (a pamphleteer) in h“ pam phlet
il ;:0 on of * (the only surviving document of a female writer during
rotection of Women o e

i 4 irtues decay daily, . iiead
:::; s;n:f }O:;f::;l:,;fb(;u ;cv:used of being patriarchal just because his plays deal

i i ing the reality of London during his
With 2 s thathe 18 pmmymg L : -

“mml;eﬂ";:;: :;::ewu‘::ubl‘itclzmm of London s prunanlyamasxl:‘né::c“;:gl‘ill:f
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Thus even though there is a love story in the play — the story of Edward and
Bridget (Kitely’s younger sister), yet that love story is not being develaped by Jonson o0
much in the play. Unlike a romantic comedy where love is the main concern and where
Shakespeare has allowed his female characters (o take up the major roles of moving the
plot of the play (which is otherwise denied to them in reality), Jonson presents the reality

of the world of renaissance where women are not given any prominent place in the
public realm.

The more significant factor of the play is the classical outlook both of the play and
the playwright. Like the classical comedies, Jonson deals with stereotypical characters
and unities. Jealous husbands, over-protective father, acunning servant who moves the
plot etc, are the features of the classical comedy which Jonson follows in the play. The
character of the servant, Brainworm in Every Man in His Humour is very significant
as he is the mover of the plot. It s his cunningness; his uncanny ability to take disguises
which moves the plot. As the name suggests Brainworm is a clever servant who ot

only is present at the right moment at the right place, but filters the right information and
puts it to the person who needed that information. As soon as Old Knowell reads the
letter written by Wellbred for Edward

asking him to come to London to have fun and 85
Old Knowell warns the servant Brainworm not to disclose the fact to his son Edward:
we figure out that Brainworm does the opposite by informing Edward what Knowell's
plans are —to spy on him in London. Again at an opportune moment he disguises himself
as an ex-soldier and gets himself appointed as a servant of Old Knowell in London s0
that he can warn Edward of the activities of Old Knowell. He is able to fool the .ludgt'«'S
clerk by making him drunk and replace himself as a clerk and also at the same timé
S a sergeant when the occasion demands. Throughout the play:

the significant role of pushing the story further by his activi: o
a whic!
may seem outrageous but are essential 1o create comic lay y s activitics

oo ot
the vices of people to the forefront. ghter and also 1o bring abov
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creates the necessary laughter

7 with the exaggerations o
ing themselves — whether i
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Jonson dispenses with the unities of time, place and action in his play, Every Man in His
Humour as the play is concerned with many actions of different characters. Many
scholars feel that the structure of the play is very loose and the plot is diffused. As told
earlier there are five storics in the play. They are as follows:

® The story of Knowell, Edward, Brainworm and Wellbred

* The Story of Kitely and Dame Kitely
* The Story of Wellbred, Edward, Stephen, Matthew, Bobadill and Downright

o The story of Cob and Tib
® The Stary of Brainworm and Formal
Through these five stories and stereotypical characters Jonson creates a mechanical

plot which lays bare the suspicion of an overprotective father, a jealous husband, a
coward soldier, two gulls to create a new kind of drama known as the Comedy of

Humours.
Ben Jonson based his characterization on the doctrine of humours derived from the
Middle Ages still prevalent during the Elizabethan Era. The humours were four bodily
fluids - choler, blood, phlegm and melancholy - corresponding in their attributes to the
four elements: choler, like fire, was hotand dry; blood, like air, hot and moist; phlegm,
like water cold and wet; melancholy, like earth, cold and dry. It was considered thatan
imbalance of any of these four fluids will lead to an imbalance in the character of the
person and would alter his psychological constitution. An imbalance affects the characters’
temperament and psyche, As discussed earlier almost all the characters in Every Man
in His Humour suffer from some temperamental problem or imbalance leading to a
disposition which s stereotypical in its characteristics. In Every Man Out of His Humour,
Ben Jonson states his position on his Comedy of Humours in the opening scene where
he states that:

+... soin every human body

The choler, melancholy, phlegm, and blood

By reason that they flow continually

In some one part, and are not continent,

Receive the name of humours. Now this far

It may, by metaphor, apply itself

Unto the general disposition;

As when someone peculiar quality

Dod 5o possess a man that it doth draw
All his affects, his spirits, and his powers,

In than conflections, all 10 TuR e Wa-

This may be truly said tobe humour.
Huy ; . i ration of a particular characteristic in a person’s
chamsamoéug;:m:; :,'::be,wngge ‘Jominated by that characteristic in all his or her
aClions, This dramatic technigue in some ways makes lhc characters stereotypical as
®ach character instead of an individual in his of her own ght becomes a prototype of a
Particular characteristic. This makes the characters simple to study as they are not
Cornpien ST, e Shakespeate. These 8 nolbing 6 EFY PR
intriguing ghout these characters. ir motives and actions are all predictable and instead
Ofpom.ahs ey seon becaricalurﬁ-““s many scholars are of the opinion that Jonson’s

Characters are oo simplistic and A magde in such a way that it would not lead the
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audience to be sympathetic to any one of them. Moreover, in such a drama, the audience
will be alienated from the characters, but alienation has its own benefits as it leads the
audience to be objective making them laugh at the characters onstage. While the audience
taughs at the mistakes and the imbalance of the characters on stage, the audience probably
realizes that they are also laughing at themselves leading to correct their own vices and
follies. In many ways the comedy of humours has jts ownadvantages and disadvantages.
Ifwe make a comparison of Shakespearean characters and comedies with that of Ben
Jonson then it may seem that Shakespeare is more intriguing, more complex in

characterization, more psychologically enriching: but Ben Jonson is more pedagogic as
his characters make us learn our mistakes and follis.

Sometimes it is said that whercas William Shakespeare’s comedies are timeless
(in the sense of its universality, that is, it applies toall time and all places); Ben Jonson's
comedies are typically applicable to his time and era. It is about the London of Elizabethan
times. Appa.remly 1tseems true as Ben Jonson’s comedies are realistic and deal with the
specific follies of the age. But at the same time it is also true that human follics are vices
and are not always age and time specifi
Kitely, Bobadill, Matthew are not typic

everywhere and at every time. The morale that Jonson’s plays pro
present age as it was for the Elizabethan age. By being realistic, Jonson has not made
his plays specific to his time. It is true that his plays can be read as a mirror of the vices
and follies of the masculine world of London of his times, but the appeal of his lays still
remains intact. We do not read them just for the sake of procuring knowledp ysboul
Elizabethan England; but we read them as Fepresent some aspect of our . a‘.m .
apd age. Even in the twenty-first century we see ovcr-bearing, ovcr-solici(o: v;-n“:ers
like Old Knowell, women whoneed male protection and ajor e e o
people like Bobadill who go on boasting around the - We still hay
achievements without having a shread of truth ;

Jonson may have a mechanically diffused in
dealing with the masculine urban world and the fol‘l’ig- Eufm e in Fis Humout

'y

not changed too much i the four hy ollies of men are still
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C ng the Elizabethap 3 It more respect in
Questionable. The morale and beliefs of'a genergg ci?&i;_"l stil]

— what s considered usefi] and profitable by one ge p

by the next. The difference between Old Meration ay

things still exists between two ge,,mtm';;meu and Edyg

on fooling people with their antics and disgui:::p . P‘:°Ple like
new expression in the hands of B :
first century, €0 Jonson ang

e earlier generation
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in their perception ©
Brainworm still carty

. -1assical stereotypes find 8
‘hey still are of interest in gl;etw enty”
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has its roots in the ancient medical theory descended from both Hippocrates and
Galen, and developed throughout the Middle Ages, it seems to have been a
subject of widespread interest in the sixteenth and earlier seventeenth-centuries.
A number of books dealing with various aspects of humoral physiology appeared
during this era, of which Robert Burton's Anatomy of Melancholy (1621) 1s the
most famous. Jonson wrote commendatory sonnets for Melancholike Humours
{1600 by Nicholas Breton and for The Passions of tie Mind in Generall (1601)
by Thomas Wright - the Jesuit who converted the poet to Catholicism while he
was in prison for the murder of the actor Gabriel Spencer. But for all Jonson's
upparent interest in humoral theory, the term “humor™ is, often s not, 2 synonym
foe ‘mood” ar “passing fancy.” Knowell claims simply to have outgrown the same
frivolous ‘humor’ that now possesses his son:Myself was once a student; and,
indeed, Fed with the selfsame humour he is now,Dreaming on naught but idle
poetry, That fruitless and unprofitable art.Good unto none, but least to the
professors, Which then, 1 thought the mistress of all knowledge:But since, time,
and truth have waked my judgment,And reason taught me better to
distinguishThe vain from useful learnings. (1.1.15-23)A humor can also mean an
affectation, When the son, Edward Knowell, sets about to gull his country cousin,
Stephen, the latter resolves to be “mare proud, and melancholy. and gentlemanlike’

(1.3.104-5). “Towill dowell,” Edward syysasan aside, “for & suburb-humour” (1.3.107-
8). Perhaps Kitely's choleric jealousy — *His jealousy is the poison he has taken’

(4.8.37), says Wellbred, with disdain for his beother-in-law’s suspicions - is the
best example of a humor in the strict medical sense.Every Man in his Humour lays
down a pattern for Jonson's finest and most characteristic comedies. They are
inevitably learned in the mode of Renaissance humanism: not oaly are there
plentiful allusions ta works of uncient Greek and Roman literature; these plays
also are conceived according to the classical norms of comic drama. Jonson is
artentive to the unitics; his dialogue is written in a crisp, colloquial middle style,
rather than grandly or Iyrically: and his comi¢ characters generally meet Anstotle’s
criterion by being, in some sense or other, “worse than are found in the world.” To
sement of this learned perspective, Janson adds the vitality that comes of
ives and language of a broad cross-section of the
flacobean England, and a focus on some feature

the refir
his familiarity with the daily |
men and women of Elizabethan

or preoceupation of the life of that era.

Cueck YOUR PROGRESS

the unique quality of Jonson's comedy.

7. Highlight
nson’s deviation from the norms of writing plays as prescribed by

8. Identify Jo

the Greeks.
9. If Shakespearean characters had a certain spontaneity, then Jonsonian

characters are primarily Caricatures. Discuss.

10. Jonson's plays portraya masculine world. Comment.
11. Name and explain the three unities that should be there as per the classical

rules of drama.

T =
ACTIVITY

Read Shakespeare’s A Midsummer Night's
hich Ben Jonson USEs the

Dream and As You Like It,
genre of comedy differently.
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Every Man in His

Humour by Ben Jonson
Dip You Know
The cast of Every Man in his Humour included Shakespeare who also well
NOTES known as an actor.
4.8 SUMMARY
In this unit, you have learnt that:

* Ben Jonson — a Jacobean playwright developed anew genre called the Comedy

of Humours which is based on the physiognomy of the Middle Ages and the
Elizabethan Era.

* According to the Comedy of Humours, the humours were held to be the four
primary fluids—blood, phlegm, choler (or yellow bile), and melancholy (or black
bile}—whose ‘temperament’ (mixture) was held to determine both a person’s
physical condition and type of character. An imbalance of one or the other humour
was said to produce four kinds of disposition, whose names have survived the
underlying theory: sanguine (from the Latin ‘sanguis,” blood), phlegmatic, choleric:
and melancholic. In Jonson's comedy of humours each of the major character
has a preponderant humour that alters the disposition as per the dominant humou®
Every Man in His Humour, first produced in 159

8l 1 of
Comedy of Humours which Jonson follows in all his comexedpc;z 0 i Moo

Kitely, the braggart Bobadill, the gulls, Stephen a:(lio:/lsa:!;: :u:{)cnclous husb
4.9 KEY TERMS o —

¢ Comedy of humours: Comed
o it 0 Y of Humoyp i by
Ben) based A ISisa d
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An imbalance of one or al::her hum:;;’h.yskal condili;n;pnzr:yn;:::f ((;harac“l‘;
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In Jonson's comedy of humours each of the major characters has a preponderant Every Man in His
humour that gives him a characteristic distortion or eccentricity of disposition. Humour by Ben Jonson
Jonson expounds his theory in the ‘Introduction” to his play Every Man in His

Humour (1598) and exemplifies the mode in his later comedies; often he identifies

the ruling disposition of a humourous character by his or her name: ‘Brainworm’, NOTES
“Wellbred,' etc.

e The Renaissance: ‘Renaissance’ is an Italian word, meaning re-birth.
Renaissance is associated with major social and cultural developments in Europe
between the 13th and the 15th centurics. The contribution of the Renaissance to
the emergence of modernity in early modem Europe, and especially England, has
been for many years an appropriate entry point to the history of the modern world

o Elizabethan Age: Elizabethan age is the age which coincides with the period of
the reign of Elizabeth I (1558-1603). However the term Elizabethan age was
used loosely to refer to the late sixteenth and early seventeenth centuries. It was
a time when the English nation developed in all fields — commerce, maritime
power, and nationalist feeling and moreover in art and literature, Itis the greatest
age of drama with famous playwrights like Christopher Marlowe, William
Shakespeare, Ben Jonson, Webster and others, The famous poets of the age are
Sir Philip Sidney, Edmund Spenser. John Donne, and sometimes even Milton is
also considered to be the epitome of Elizabethan poetry. Francis Bacon and Walter
Ralicgh are also important scholars of Elizabethan era

« Jacobean Age: The reign of James I (1603-25) which followed the reign of
Queen Elizabeth is known to be the Jacobean Age. This was a period famous in
literature for the didactic prose writings of Francis Bacon, John Donne’s sermons
and metaphysical poetry, Robert Burton's Anatomy of Melancholy, and the King
James translation of the Bible and obviously for the plays of William Shakespeare,
Ben Jonson. Webster, Chapman and others. Shakespeare’s greatest tragedies
and tragicomedies are written during the Jacobean age

4.10 ANSWERS TO ‘CHECK YOUR QUESTIONS’

1. Ben Jonson uses satire as in his plays.

2. Since Elizabethan theatre did not make use of |avi§h scenery, instead leaving the
stage largely bare with a few key props, the mam.vnsual appcal'on stage was
costumes. Costumes Were often bright in color and visually entrancing. Costumes
were expensive; hence usually, players‘wm: contemporary clothing regardless
of the time period of the play. 0ccaspna}ly. a lead character would wear a
conventionalized version of a more historically accurate gaw, but secondary
characters would nonetheless remain in contemporary clothing.

H id not have elaborate props for the stage. The stage

?vl:sr ::'::m-u:l; mﬁaﬁﬁackdmp of the play was left for the audience to

imagine. Mostly a placard was hung upon the stage doors to suggest where the

flag being unfurled to suggest that the

scenc is set. lay used to start witha
play h;ss ss‘:;n]:;e Kﬁ; £ some Music, the prologue was spoken by an actor where

. the audience understand the
he would give a gistofthe stting of he play to make
bac} oul Id ?::;3: :lfe play is about tobe pcrformed. 1f Lhe_: play lacked a prologue
then inlfl)le opening scene(s) the backdrop of the play is referred to make the

audience know where the play s Set Self-Instructional
Material 155
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Irn' Man in His 3. A comedy is generally defined as a play where the characters, their follies zm;ll
umowr by Ben Jonson discomfitures are mocked with an entertainment factor. In a comedy, no gre
catastrophe happens to any of the characters and the play ends ona happy 001;
( as the main characters achieve what they aspire for, The play is written an
: NOTES performed in such @ way that the audience or readers plcasu_rab_ly engage
themselves while watching or reading it. Though a comedy’s chief aim is toamuse
the readers, there is another function associated with it, and that is = 10 C(_)'m?c‘
the vices and follies of people, by mocking and eriticizing those vices and follies
on stage. In other words, the aesthetic purpose of a comedy was to refleet the
vices and follics and make the audience understand its repercussions.

4. As against the norms of the Romantic Comedy, Ben Jonson invented a peW
genre called the Comedy of Humours where the main objective along with c\'pk!"E
laughter was to also correct their vices. Ben Jonson specifically writes in the
Prologuc of Every Man in His Humour that his comedies deal with vices and
not with crimes, Jonson was a strict follower of the classical norms primarily that
of the three unities set by the Greek playwrights (as mentioned earlier in the
features of Classical comedies).

5. Jonson was against the Romantic Comedies which provided a relief from everyday
reality by situating the play in a dream like atmosphere as in Shakespeare’s Mid
Summer Night's Dream. Jonson based his comedies on actual conditions of lif¢
of the people of the age. Suppose if one makes a comparison betwee?
Shakespeare’s As You Like It and Ben Jonson's Every Man in His Humour, 7€
will be able to discern that while Shakespeare’s play is set in the fanciful world ©
the forest of Arden, Jonsan's play is set in the everyday reality of the then Fmglﬂﬂd'

This aspect of Jonson's plays — the everyday reality - makes them more realistic

and is a great way to understand the socio-political and cultural scenario of
age.

6. There is a vast difference between Shakespeare and Jonson in their art @'
. characterization which is very essential to comed

< we
see that his characters are complex beings, in J;mmifmczgﬁwﬁ
are more of caricatures of a certain type. In thay sense some'may think tha!
Jonson has a limited vision and was only concermned Wilh'lhe follies and flaws i
characters to make fun of them on stage, 1o satirize them on “al e so that !
comic purpose is served, e

7. Jonson's comedies are an extensio . " sense
that the characters with their vices, E,{,’;f;'fee:’;:gi:;&-:e f:h«: theatre r.: :r: sef
on stage so that the audience may look and laugh a thcr'nﬁ:mi; f:chdi faughing®

© Watching the play. The sobe” inf

POSSibilily of being the characters

of Jonsonian comedy.

effectof identifying and acknowledging the
stage with their follies is the core essence

8. Ben Jonson had no intention of pleasing hj
play-writing prevalent during the age.

A3 One cleme, : ly is!
dcvumor-) of ti‘te norm of ‘ronowing the three unit ;‘l l:ml |§bseen cl:: ércel‘s'
Many a times in the duration of the plays itis presribed by |

; - i infort
is shown 0 be growing to manhood, and MCnS;,ww?n lhztuf':lpli:’y a chggc (;l;:::m old
man (flouting Unity of Time), etc. Ben Jonson di.gl'k e - of
Elizabethan Drama. As opposed to this, he dexs Shiked such customs

d o write realisti uch®
Every Man in His Humour: 1o write realistic plays ®




He al§o mentions that this play can serve as a model for other plays as in this play, Every Man In His
there is no chorus to tell the audience to cross the ocean in your imagination in Fmhos by B Jason
order to jump from England to France (flouting the Unity of Place) to watch the

subsequent events of the play. Neither is the play produced ina way where smart

fireworks are used on the stage to frighten the gentle ladies in the audience nor NOTES
cannon balls were rolled behind the stage to produce an impression f thunder, etc.

9. If Shakespearean characters had a certain spontaneity, then Jonsonian characters
are primarily caricatures in the sense that each of them typify one particular trait.,
One is a coward and therefore puts up & brave face, another is suspicious and
jealous of his wife, another is suspicious of his son’s conduct, etc. It may seem
that his characters are not mature individuals, but they are not so as Jonson's
intention was to portray these types and then make them look foolish so that the

audience can have a laugh at the cost of these characters and at the same time
learn from their mistakes. In other words, it can be said that though the characters
are caricatures his characters possess an astonishing range of distinguishing traits
and an undeniable vitality.

10. Many a times it is said that women do not have a considerable role to play in
Jonson's plays (as in Classical Comedies) and that it is primarily a masculine
world. But that is the core of the issue. Jonson portrays an England where women
did not have a role to perform in the outside public world. Women were kept
within the households as it was thought that women in the public space would
create more and more problems for the patriarchal social and cultural onder.
Therefore not only were women not allowed 1o act on stage but even those
women who visited theatre were looked down upon.

11. The three unities as preseribed by the Grecks are:
(i) Unity of time: the duration of a play should be not more than twenty four

hours

(ii) Unity of place: that the play should be st in 2 particular place and the
setting should not change from onc place to another which would make the
audience unsettled as they would have to mentally import themselves to
another place as the drama moves on

(i) Unity of action: that the plot of the play should deal with a single major

action around which the plot of the play will revolve

4.11 QUESTIONS AND EXERCISES
e

Short-Answer Questions
. Critically comment On Ben Jonson's notion of Comedy of Humours with special

reference to Every Man in his Humour:

2. Do you think Jonson is @ master of caricatures? Why do you think s0? Write a
critical essay with special emphasis on any one of the characters of play.

3. Do you agree that Ben Jonson \was one of the greatest dra{nnlists of the Jaco_bcan
“geyfzf l?l% perceptions on society of that time and portraying the very same in his

comedies? Discuss. )
aracterization in Every

5 Man in his Humour.
4. Comment on Ben Jonson's ¢h ur

Self-tnurwctional
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5. Write short notes on
(a) Wellbred
(b) Edward
(¢) Kitely and Dame Kitely
(d) Justice Clement
(¢) Bobadill
6. What are the elements of Jonsonian comedy that make him different from
Shakespearean comedies? Write your answer with special reference to Every
Man in his Humour.

7. Discuss Jonson's art of characterization with special emphasis on Every Man it
His Humour.

8. Jonson’s comedies deal with follies and foibles of the characters of his age. DO

you agree? Critically comment on Jonson's art of characterization with spccial
emphasis on Every Man in His Humour.

Long-Answer Questions

1. Write a brief critical comment on the Prologue of Every Man in His Humou®:

2. Do you agree that suspicion is one of the themes upon which many of e

characters of Every Man in His Humour are made? Wri iti
? Write : ot
the characters who suffer from suspicion? kil

3, Critically comment on the character of Brainw _ .
play Every Man in His Humour. orm as a mischicf monger in
4. Though the play Every Man in Hix ) )
it happens in a standard * Humour ends with marriage and feasting

comedy, the pla ; A
genre Comedy or Romance. Do )wpagxr::;rccni: l?:e::a:::dﬂ; ?:zc;:mon of the
% Emascw fu!a" iﬁm’ﬁﬁ‘-’""f“,’ 15 play setin Elizabethan |_ondo, deahns with th¥
uline w its follies. Ca; . n :
the twenty-first century? Were " ¥ou think of reasons for studying the P& 5

i you able to relate to the p]ay as you were rcadﬂ‘s
6. Critically analyze the significance of rea :
first century? of reading Every Man in His Humourin gwent)”

Textual Passages for Annotations

1. How happy yet should I estee myself
Could I, by any practice, wean the boy’
From one vain course of study he affecys
He is a scholar, if a man may trusy .
The liberal voice of fame in ey report,
Of good aceount in boty our Univcrsilis
Either of which hath favoureg him with ‘
But their indulgence mus; Not Spring in e
Afond opinion that he cannot eyy, -
Myself was once a Student, ang i.

Fed with the sclf- ecd,

S4me Bumour he i poy,




Dreaming on nought but idke poetry,
That fruitless and unprofitable art,
Good unto none, but least to the professors;
Which then | thought the mistress of all knowledge:
But since, time and the truth have waked my judgment.
And reason taught me betterto distinguish
The vain from the uscful learings
. You are a prodigal, absurd coxcomb, go to!
Nay, never look at me, "tis I that speak:
Take't as you will, sir, I'll not flatter you.
Have you not yet found means enow to waste
That which your friends have eft you, but you must
Go cast away your money ona buzzard,
And know not how to keep it, when you have done?
0. it is comely! this will make you a gentleman!
Well, cousin, well,  see you are ¢’en past hope
Of all reclaim:—ay, S0; ROW you are told on’t,
You look another way.
. Tam resolved [ will not stop his jouney,
Nor practise any violent means o stay
The unbridled course of youth in him; for that
Restrain’d, grows more impatient; and in kind
Like to the eager, but the generous greyhound,
Who neer so little from his game withheld.
Turns head, and leaps up at his holder’s throat.
There is a way of winning more by love,
And urging of tho modesty: than fear:
Force works on scrvile natures. not the free.
He that's compell'd to goodness ma¥ be good,
But "tis but for that fit; where others, drawn
By softness and example. getahabit.
Then, if they stray. but warn them. and the same
They should for virtue have done, they 1l do for shame.

. He cannot but think most
virtuously, both of me. and the sender, SUe: that make the careful

costermonger of him in 0 {amiliar epistles. Well,if he read this
with patience I'll be gelt and troll ballads for master John
tis true, and likely.

Trundle yonder, the rest of
my father may have as MmUC an, for he takes

my mortality.
h patience as another m
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much physic; and oft taking physic makes a man very patient. But
would your packet, master Wellbred. had arrived at him in such a
minute of his patience! then we had known the end of it. which now
is doubtful, and threatens—[Sees Master Stephen. | What, my wise
cousin! nay, then I'll furnish our feast with one gull more toward
the mess. He writes to me of a brace, and here's one, that's three:
oh, for a fourth, Fortune, if ever thou' 1t use thine eyes, |
entreat thee—
5. By heaven, no, not I; no skill in the earth; some small
rudiments in the science, as to know my time, distance, or so. |
have professed it more for noblemen and gentlemen's use, than mine
own practice, [ assure you—Hostess, accommodate us wigh another
bed-staff here quickly. Lend us another bed-staff—the woman does
not understand the words of action—Look you, sir; exalt not your
point above this state, at any hand, and let your poniard maintain
your defence, thus:—give it the gentleman, and leave us. [Exit Tib.]
So, sir. Come on: O, twine your body more about, that you may
fall to a more sweet, comely, gentlemanlike guard; so! indifferent:
hollow your body more, sir, thus: now, stand f; .
note your distance, keep your due proportion :::j:c)':‘:’ leftleg,
disorder your point most i megulardy, e
6. Heis a jewel, brother.
Ttook him of a child up at my door,
And christen”d him, gave him mine own :
Since bred him at the Hospital; where p,on:;:’ T
Atoward imp, I call'd him home, ang taught him
Somuch, as I have made him my cashier,
And giv'n him, who had none, a sumame, Cagh:
And find him in his place so full of faith,
That I durst trust my life into his hands,
But il.may well be call'd poor mortals® Plague;
For, like a pestilence, it doth infect
The houses of the brain. First it beging
Solely to work upon the phantasy,
Filling her seat with such pestiferoys air,
As 900" corrupts .lhtjudgmcm; and from thepee
Sends like contagion to the memory; '
Still each to other giving the infection,
Which as a subtle vapour spreads itself



10.

11,

Confusedly through every sensive part,

Till not a thought or motion in the mind

Be free from the black poison of suspect.

Ah! but what misery is it to know this?

Or, knowing it, to want the mind’s erection

In such extremes? Well, I will once more strive,
In spite of this black cloud, myself tobe,

And shake the fever off that thus shakes me-

. Observe me judicially, sweet sir: they had planted me three

demi-culverins just in the mouth of the breach: now, sir, as we
were to give on, their master-gunner (a man of no mean skilland
mark, you must think,) confronts me with his linstock, ready to
give fire; L spying his intendment, discharged my petronel in his
basom, and with these single arms, my poor rapier. ran viokently
upon the Mooars that guarded the ordnance, and put them pell-mell,

10 the sword.

. God’s my life! did you ever hear the like? what a strange

man is this! Could I keep out all them, think you? I'should put
myself against half a dozen men, should I? Good faith, you'd mad
the patien’st body in the world; 10 hear you talk so, without any
sense or reason.

s all the rest of this batch? bring me a torch: lay it

together, and give fire, Cleanse the air. [Sets the papers on

fire.] Here was enough (0 have infected the whole city, if it had

not been taken in time, Sce. S¢€, how our poet’s glory shines!

brighter and brighter! still it increases! O, now it is at the

highest; and now it declines as fast. You may see, sic transit
gloria mundi!

“Tis well, "tis well! This nig
friendship, love, and laughter.

htwe'll dedicate to

Master bridegroom, take your bride
and lead: every one a fellow- Here is my mistress, Brainworm! to
whom afl my addresses of courtship shall have their reference:

whose adventures this day, when our grandchildren shall hear to be

made a fable, [ doubtnot put it shall find both spectators and

applause.
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UNIT 5 THE WAY OF THE WORLD
BY WILLIAM CONGREVE
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5.0 INTRODUCTION

o st brilliant classical playwright of the
Sl .Cnncgrfﬂm“cd(ﬁ?ﬁ;niﬁ;?: n::l]::':;-:fmts include: Tie ﬂfd%m}r-\}:efﬁr (1693,
Eﬁﬂm}g ij;; {1693), Lave for Love Hﬁﬂi},_ﬂ:z M-:u:.'rm'ng B'rifi‘e (1687,
The Wiy of the World (1700), etc. He was a social satirist and his prla:::éf:1 p-uur:‘t;: at the
Fllics and foibles of human nature. But ?_“5 _qa]]ll?_is- alra:.rs m[crif.i'm ;:1 C LLICNIL,
laughter and comedy whichare put actoss i a very infcligent wa. IS Ee o/ L Onareve
chose to paint men and manners: by ey il th:smmmmis t exslitien pre
studied from the vantage point of fashic ,Con,grew.j o 'r nﬁ:ﬁnq ; nd
lightness of treating the foibles of society, & mwkahkwwim-md L;;}mr!}' and
Pﬂrw:iﬁ.x and an incomparable sense for rh:.-!hmlll::ﬂlsfﬁrp T!.hc niit ctf:lgi;ad
balance. His wit is unsurpassed, even by SP dtohim ' .
eighteenth-century writer, quributed his Miad (o him. —

The Way af the Wirid presents the picture of he ChecL ST

. . B into five Acts and each Act contains one scene.
society of London. This play is di¥ ided intofi

5.1  yNIT OBJECTIVES

able o

After goi - i, you will be |
Er going through this unit, ¥ aT— an Act-wise summary

* Deseribe William Congreve’s style

[:I] I ® h.ethE. [ h] l.hE PI"-' ] ¢ “J Ef’“'[ h“ﬂ{l]ul}

* Discuss the characters in the P1ay
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5.2 DRAMATIS PERSONAE/CHARACTERS

Edward Mirabell — A wise and intelligent gentleman who is passionately in love with
Millament

Millament ~ Abeautiful and intelligent lady who is in love with Mirabell; she s
of liberal mind: the niece of Lady Wishfort

LadyWishfort ~ — Adistinguished lady of high social rank; mother of Arabella Fainall:

aunt and guardian of Millament

Mrs Fainall — Daughter of Lady Wishfort; wife of Mr, Fainall: cousin of
Millament: formerly Mirabell's mistress

Mr. Fainall ~ Husband of Arabella Languish, a widow and daughter of Lad}
Wishfort; lover of Mrs Marwood

Witwoud — Cousin of Sir Wilfull; follower of Millament

Petulant — A fop; follower of Millament

Mrs Marwood  ~ Fainall's mistress; lover of Mirabell

Foible — Lady Wishfort’s maid; later, wife of Waitwell

Mincing — Millament’s maid

Waitwell - Mirabell’s servant; later, disguised as Sir Rowland

Peg — Servant to Lady Wishfort

53 SETTING OF THE DAY — 4

B

Millament is the niece of Lady Wishfort and she wil in
thousand pounds, from her aunt aftcr mamying a suitor of her choice, Edw.. d Mirabcn'
avctysharpam_lhandsomcbcau.xsd:cplyinlovewhhwmbmh RE h . arried:
Lady Wishfort is a voluptuous old lady with whom one Mirabell, i W0 got masc b
because of her niece, had played the game of love, This was reve 'Il':jonder 1o pleb v
Mfarwood, a fashionable Man and coquette who pretends o b:: e I9 the lady {ei i
Muabell. Lady Wishfort's widowed daughter, whohad a friend but dotes

herit half of her property: $1*

she considers Mrs Marwood her greatest ally making comes 1o be disclosed publid)v

» :rirl\:\ﬁlfull, 4 cousin of Mrs Faina]| mmprﬁ
shfort : ST , arri
S e oA e s 5 i o eyt VKB
. y be frustrated two ways: gne o e o With Fainall t0
;f;;:ﬁr:lc:. by the loss of money which he will m-w)’ ll:xch_oss of his beloved.. ani:) gif
tiul. a country fellow. She and Fainal) Plan 1o ypjte wl:lclznr::m %le;\ m:rlncg(:"‘:b e
g will forcibly

and Witwoyg




share of his wife, which he will get by forcing Wilfull to get married to Millament. Then,
he would force the Lady to transfer that money to her daughter whom he will threaten
to divorce. He has already got his wife, after their wedding, to sign a document which
enables him 1o gain all the property which she will inherit.

Mrs Marwood is jealous of the love between Mirabell and Millament and she is
equally prejudiced against Mrs Fainall whom she falsely regards as her friend. But now
she detests her because she had been Mirabell’s love once upon a time and now, she is
his confidante. Meanwhile, to achieve the hand and permission of Millament, Mirabell
hatches a plot. His servant Waitwell, whom he gets married to Lady Wishfort's servant
Foible, is disguised as Sir Rowland. He is presented to her as Mirabell's uncle who is on
hostile terms with him and wishes to make him bankrupt by remarrying when automatically
Mirabell's property will be transferred to him. Mincing, the servant of Millament and
Foible help him in this plan along with Millament and Mrs Fainall. But Mrs Marwood
secretly overhears this plot while lurking in Lady Wishfort's chamber. She plans to
inform her about the truth of Sir Rowland through a letter carried by a stranger.

Simultaneously, Mr. Fainall threatens Lady Wishfort that her daughter is immoral
and he will divorce her. To save het reputation, the Lady had to transfer all her property
and the one, which she owes to Millament, also to him. Lady Wishfort is in adeep crisis
and in a state of utter bewilderment. She scolds her daughter. Meanwhile, Mrs Fainall
has come to know through Mincing and Foible that her husband and Mrs Marwood are
villains who plan to unite as they arc indulging in a secret love affair.

Fainall gets Sir Wilfull, whom Millament rejects, drunk, and in his drunken bouts
he has a serious quarrel with Petulant. Lady Wishfort calms them down.

When Lady Wishfort is in a troubled state, her daughter tells her that Mrs Marwood
s a treacherous lady and is promiscuous, In order to prove herself, she brings Mincing
and Foible who swear on the Bible. They say that they had seen Mrs Marwood and
Fainall together ina compromising situation when all hafl gone to the park in the night.
Also, Mirabell accepts that he will go far away from l\fllllamcpl and she agrees to get
married to Sir Wilfull because it would please her aunt if she did so.

Sir Wilfull is to go on a tour of the continent with Mirabell and he is happy to get
married to Millament. Fainall forces Lady Wishfort to consent to transfer her property in
his wife's name. Mirabell tells her Ladyship l.hﬂt he can save l.!cr from the present crisis
and restore peace in her daughter’s life. Heanng this, L_.ady Wishfort announces that slte
will therefore, not only forgive him fior his carly impertinence, but also give Millament's
L h has been signed before the deed which

i sents a document which has been signed b whic
Fainnnbg«:::;:eg':y his wife. The document made him lhe.m:,lpiem of her prq)::;y and
this deed’s trustee was Mirabell and all of Arabella Languish’s property was under |‘,,s
| lant and Witwoud to sign as witnesses

Buardianship. In this decd, Mirabell had 20t g
and sipee hle‘: pmp:'ty was Mirabell's, Fainall’s false deed was proved worthless.

di i Mrs Marwood is proved to be a treacherous villain;
Fai"“ll.!:‘; ‘C:E:Zillsw“;’i’::;aieakh; Sir Wilfull agrees to go on t?ur w!th Paulan_t and
itwoud: and Mirabell is bet {o Millament. Lady Wishfort's social reputation is
Saved and her daughter’s marriage 1 restored. ) : ;
Itis proved that this is the way of the world: if a person harms !ns or her cIIO\;
Pﬁ"g h - it hack jn the same manner. The play-is fu}l of witty repartee an
» e or she is paid bac jety of London. Itis a satire on those who

|r°ny. It is a mild satire on the fashionable sOC
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come to town from the countryside and sacrifice their culture, running after the current
fashion, like Lady Wishfort and Witwoud. The major issue here is that men and women
of all ages were promiscuous regardless of their marital status, The value of marriage as
an important social institution had vanished and lust and fashion reigned supreme,
regardless of age or gender. The play has a prologue and an epilogue where Congreve
begs parden to present this play and pleads with the audience to accept it with a clean
heart and conscience. He also says that it is not a libel aimed to ridicule a special group
or people, but an overall observation of the writer's unprejudiced mind.

Act — I, Scene - I

The scene begins in a fashionable Chocolate House, a public place where Mirabell and
Fainall are playing cards; Lady Wishforth and the ladies including Mrs Marwood, Mrs
Fainall and Millamant, are also enjoying in the other room; Witwoud and Petulant ar¢

presented as chivalrous men who are wooing them; Mirabell s insulted by Lady Wishfort
in the cabal night.

Act — 11, Scene - |

This scene begins in St. James Park, a fashionable outdoor location where Mirabell, M*
Fainall, Mrs Marwood, Mrs Fainall and Foible assemble; it is night when all have c‘cm‘
for a stroll; the basic planning of presenting Sir Rowland; Waitwell’s marriage with
Foible; Mrs Marwood’s secret affair with Fainall, etc., are revealed. ¥

Act - III, Scene - 1

Acts IIL, IV and V are all set in the home of Lady Wishfort.
Act Il opens m aroom in Lady Wishfort’s fashionable house where the plots ofMirab‘“
:l:l 3‘“ of Fainall are revealed and the crisis is resolved by the happ u':ui £ Mirabel
illament; Sir Wilfull, Witwoud and Petulant also serve as jm ¥ union : e
sustain Mirabell’s plot; Fainall and Mrs Marwood's planis failed POﬂa'm' charac s
the characters except for Lady Wishfort, who is victim A e
iy mized. The play ends on a hapP

54 PROLOGUE SPOKEN BY MR, BETTERTON
Poets are the most ill-fated men because their
success ig : e
o ettt
and that bird hatches it b;o; walke. The cuckoo lays her eggy nc};: :' s 067
: ide her own with no Jess 2gs in other bit et

own eggs. care than what she bestows Of

Poets have short-lived existence: :
S dre fi
WE‘ su-ock;gs. may finally end in loss of ¢ m]earl;y l:‘:dmle in the city; and- mcl;
such a nisky situation- just like a squire WhiDis e Produced work brings them

: Praised hj o ast
So. e sthor of s work. 1008 i b grege pag oo 0 1 8100

lose his placje oﬁe Mmf;bcha{fofh,s Past achievemenys "I}T:ppm does mot ?."Surc
notof some literary value :;‘::;SUS‘ Which s the seat of d;e M Mul(f’ﬁed Tkt ffort ¢
Ty » kindly excuse him forpic s o use. Ifhis present €7 Gy

not take his side to i rhis inabi) i oW
Since the audience grlg‘ncso: :;S W(:nh iy displayed o ll?;oolr ::;cm e hz::]s. het®
C][y he hag not damd! - pet 4my Con'ccum ofV](x A as, humwr- t: r“,#’
. s ouse it. He has writgey, thi dmmal'::::‘:‘h a mode;n and l\?n‘;( o

ertain and not to !



Instructing the audience would be insulting. However, if a fool is expased, the audience
must not mind because none is a fool here. The poet is passive and he leaves all judgements
in the hands of the audience. Now to praise or curse, the poet has left completely to their
discretion.

CHECK YOUR PROGRESS

1. According to the author, who are the most ill fated men and why?
2. Why does the author not wish to instruct his audience?

55 ACT-WISE SUMMARY

5.5.1 Act-1, Scene-1

A Chocolate-House

Mirabell and Fainall rise from playing cards. Mirabell is upset and he has lost interest in
the game. Mr. Fainall asks him whether his beloved Millament had upset him or she had
been with another man in his presence. Mirabell says that Witwoud and Petulant had
come. Lady Wishfort, wha is her aunt and Fainall’s wife's mother, who is passionate
about her, was also there. Mrs Fainall, Mrs Marwood and three or four other ladies
were also there. They all whispered to cach other having beheld Mirabell and Lady
Wishfort hinted about his long visits where Millament also encouraged her. Mirabell
showed to her why now she took him as a burden and as she was embarrassed, he left
the room. Mirabell does notagree with her previous night's attitude while Fainall tries to
make the matter light by saying that it was the Cabal night where ladies around meet
cach other. sit and exchange their Views. Earlier, men were prohibited but upon
consideration, they resolved 10 enlist Witwoud and Petulant as their members. Millament
15 supposed to marry 4 person chosen by Lady Wishfort to enable her to gain half of her
aunt's fortune. Mirabell is furious with Lady Wishfort, a voluptuous woman of fifty-five,
To please her, he has to pretend courtship to her while he loves her niecg. But she has
turned into his enemy despite all his efforts to please her: she expected him to love her

beyond the limits of civility.

While Fainall laughs al_l\flifnb
Here, Fainall leaves for the adjoining

ell's pains, he hints at his affair with Mrs Marwood.
room where people are busy playing cards. Petulant
/ tells Mirabell that it is 1.00 am

and Wi ask Betty for chocolate. Beity tells M ;
Which :;:,;ueiegf:&: maniageyhouf. Mirabell’s servant Waitwell and Lady Wishfort's
Maid Foible have been successfully marticd: Mirabell asks the servant about the marriage
and he affirms that it has already taken place. He tells the servants not o consummate

theit marriage uniil he has givenpermission0dose. '
Mirabell .ced why Fainall has allowed his wifc toenjoy the Cabal nigh.
e a]esu ot affaid but rather Mirabell s afaid thl Millament will leave
im ang fr; ,.u:“ R else. Mirabell accepts that she may be a flirt but he loves her
Much llhnl“l?er sf(.::ks are ;;mhing 1o him and he wishes o marry her. A messenger
Wees with a et for Squire Witwoud from his f"“Y'-Ve“’:m"d 5“"""““"’3;? "\;".':'3"‘"
SRS av. His is sister to Lady Wishlort,

Wl Witwoud who is expected in 1OW1 that day. Hismotieriss Y
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After marrying Millament, Mirabell would be a cousin to Wilfull, who is a fool and is fond
of travelling.

Here, Congreve laughs at the English society where there is hardly a lady or 2
man who may be considered as having no vice.

Sir Wilfull's character is being defined by both gentlemen. When drunk, he is full
of love as coarse as Caliban’s inthe Tempest. Sometime he is dull and at times he wakes
up to sense and wit and he pretends that he has an understanding for it. Witwoud enters
to ask for his letters. He is puzzled because his cousin, whom he regards as a fool, is
visiting London. He praises Mrs Fainall and reveals that no husband and wife in tow?
enjoy good relations, so Fainall must not mind him praising his wife. Petulant is in the
adjoining room counting money which he lost to him in cards, Mirabell and Witwoud
discuss that Petulant is a little learned, witty and argumentative fellow and is also a great
liar. The coachman enters asking for dishes of chocolate and cinnamon water for the
ladies who are sitting in the coach and are desirous of meeting Petulant. Witwoud furthef
reveals the character of Petulant who pretends to be a gallant person and disguises
himself as a lady who is in search of him. Petulant comes accompanied by Betty, showing
that he has been much in demand by the ladies for whom he does not care if he is not i?
a good mood. He informs the gentlemen that the ladies awaiting him are related 1©
Witwoud. Betty informs that the women have left in anger. The gentlemen mock &
Petulant; Mirabell argues with him on the matier of his love-making with Millament: P
reveals that Mirabell’s uncle, who stays with Lady Wishfort, is not on good terms with

Mirabell; he has a condition that if he gets married and has a child by such a marriag®
Mirabell will lose the right to his inheritance. Mirabel], very shrewdly,
of his secret. Fainall and Witwoud discuss how much Mirabell loves 1
is a beautiful and unpredictable lady;
Wishfort, has some agreement which if

enquires the orisi":
3 illament; Millame
mﬂﬁm“’s uncle, in good terms with LadY
k zes, Mirabellis to | o Having
taken out the secret from Petulant, Mirabell invites Faina| 1o Waﬁ;m:;in%l and the
other gentlemen follow. The ladies are expected there, so bt i, a ot
tells that where a woman's modesty is taken as bad i Wy ves thither. g
may be regarded as wit. - impertinence and 1

5.5.2 Act-I1, Scene-I
St. James Park

characters. They discuss that they cherish hatred :
Congreve shows how the level of modest men. Through their discussl‘"l

3 had : : i
society and how much the value of marri:gc ha:: [gl:‘u:“dthc eighteenth century Engl
own,

wants Mirabell torelate the half-told insta
had been interrupted by his mother.

Mirabell tells that her husband
the whole world knows that they do

to listen to him; Fainall declares how he hates if
s his wife

"OTl?l!:cnm like it o be tolg publicly; she admits i
cach other and takes him toa private 00": o
but it is only for inheritanc® {




he endures her. Mrs Marwood suggests following them; Fainall understands her trick

_and discloses that both women love Mirabell; he also accuses Mrs Marwood of her
treachery. He further tells her that she is creating obstacles between Mirabell and
Millament by instigating Lady Wishfort against his Jove towards her by saying that it is
pretence.

He reproaches her; she pretends her love to him; he comes to talk about her.love
for himself. Mrs Marwood threatens Fainall that she would expose him to his wife
regarding his affair with her; he reveals that Mrs Marwood, out of jealousy, informed
Lady Wishfort of Mirabell and M illament’s secret wedding: If the wedding had taken
place, Millament would have lost half of her fortune which had fallen to his wife: and, he
accepts that his marriage to a rich widow had taken place because of her inheritance
which made him spend affluently on his sensual picasures and Mrs Marwood. She
pretends that her faith and love have been thwarted by Fa.ainall.‘l-!e says all .thal can
please her and they leave. Enter Mirabell and Mrs Fainall discussing a;\bout Fainall and
Mrs Marwood. His wife hates him and Mirabell wants her to be scpsxblc and hate him
only to keep her lover alive in her mind; she declares her love for Mirabell: he suggests
he wanted her to marry Fainall becau..e her pregnancy needed a husband to cover the
fact and if she wanted to get rid of him, though he was a reasonably good man, she could
go forit. _

Here. it is disclosed that Mirabell and Mrs Fainall hnd a secret af'Tmr too. Mirabell’s
uncle, as per his new scheme, is his servant Waitwell, whoisin love with Foible, woman-
in-waiting to Lady Wishfort, whom he can win in Mua?ell s favour. erab‘ell s unc.le
(Waitwell) will engage Lady Wishfort and will lay a trap in some contract; Mirabell will
expose him as already married with Foible by producing the certificate in tmlf:. This will
be done in order to win ll'neoonﬁdmeofmdy\\ﬁs!lfoﬂ and coax.lwrlogetham married
to Millament with her inheritance. Lady Wishfort is Lo marry Mirabell’s uncle secretly
and in public she had spread the word that Millament is being betrothed to Mirabell's

uncle.
Through the discussion o0
has shown how weak the English

Jewdness of menand women of every age, the dramatist
socicty had been for sensual pleasures, in his age.

: Witwoud and Mincing enter the scene. 'Mlmpell passes comments on
Millpmepts potbelng followed by manyen. They all o discusion why e oy ok
s0 much time to join their party. Witwoud tells that she met Fainall on her way but did not
ask about Mrs Fainall. Mrs Fainall says that she was already ready to come ou_t while
she was vet dressing and Mincing reminds her that apaf:kof letters was responsible for
st wMilhme“‘ retorts to witwoud that leﬂers_wmch are wn}tcn in ‘ver.se are used
e g. - her hair. That moring it was & hf:Cl}C lask which m'ed _Mmcmg.._ I.;u:rs
inters r::g I',lh are used for tying and pinning Mnlhme_m S hmr and this gives a

terspersed with poetry uires if the event of the previous night has troubled
Crispy look to her hair. She end see the lovers in pain, Mirabell refutes

3 5 happy (0
Mirabell; he agrees t0it: and Sl::::ebl:aug'p g; ladies shine; and, she expresses that they

el logic; he feels that lovers ¥ i ve his beloved wrong in her opinion that
:_""":fstimme themselves. Mirabell ries © p’?ﬂauery e Wiond ooty gves
i:d"i‘;;!;ncmbmuty hmi[::'t“‘i‘c‘igc ot related to this matter- Millament, iimi? her :;]nt;t:
Pestered ;comme" comments by Wwitwoud: Mnmbc!l requests - h::S ain, s belcl

ey e s Ml O STt
N0k to beyser' § s King Solomon and tells him that1t1s the best lbe o' s i
e tous like "MPE 5 ¢+ her lightness of mood prevents to e

.~ 10 convey something W he leaves him, she hints that she has the

isagrees to listen to his plot and before ®
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{‘Iﬂm Way of the World by knowledge of it. Mirabell compares his situation with a whirling windmill because heis a
| Witk Congreve lover. Waitwell and Foible enter. Waitwell is playing his uncle Rowland. Foible has planned .
/ everything wisely and has informed Millament also. Mirabell is very happy by ber
intelligence; gives her money Lo enjoy without her husband's interruption: and she takes
NOTES her leave as Mrs Marwood secretly wants to see what Foible is doing with them. She
[ bids them goodbye to wait on her Lady and Waitwell disguises himself as Sir Rowland.
They all leave.

5.5.3 Act-IIL, Scene-1
A room in Lady Wishfort’s house

Lady Wishfort is dressing up and Peg is sttending to her. She is getting impatient because
Foible has not arrived. She asks for some red paint to beautify her complexion as she
looks pale; itis locked by Foible; and, now she demands some brandy which Peg brings,
after an interval, in a China cup. She is extremely impatient; Mrs Marwood enters and
informs that under a mask, she saw Mirabell and Foible conversing with each other; and
Lady Wishfort becomes more impatient lest he would give away her secrets to Foible-
She sends Peg to fetch Foible and herself reads A Short View
Profaneness of the English Stage.

Foible enters to inform her Ladyship that Sir Rowland is
her picture which he keeps: she senses what Mrs Marwood
she also incites the wrath of Lady Wishfort by adding that
low character in public. The lady wishes to poison him; Foi
Sir Rowland which will be the greatest punishment for him
the inheritance; and, she also tells her how he was cal
clothes’ who is hatching a plot to get Millament married to his uncle

Lady Wishfortagrees tobeen 10Si g g
fier ol i alcityiog s e Lﬁﬁ:: e onand that very nigh;Foibe nform®
Mirabell of all his desires of inheritance. She

of the Immorality and

passionately in love with
had been doing there; and:
Mirabell was exposing her
ble suggests that she marty
; as he will be dismissed from
ling her an old woman like “disc

old age to show that what Mrs Marwoog infl
g ) . ormed her . Is
informs Mrs Fainall that Mrs Marwood is naec: °f Would be wrong; Foible @
:Aecps’ gozloszo walch on her, Mrs Fainalrelles:ga::{l:nl:?:; with Mirabell and N"‘;q ot
int?)rrhc sc:e( ::ea‘-b m & soliloquy what she thinks aboy ;1:“ lht.: el ol’c'
 SeCrel mater; assumes the roe of M gy o S Fainall. She fol_ o}
expresses her feelings for both Mr. ang Mrs Faingl] o er love for Mirabell:
they prevent her from making love 1o M; she hates vehemently bcCi'“e :
thus, Lady Wishfort enters, to whom also, she scq, she dotes. While she grud® ;
sorry for leaving Mrs Marwood behind, My wre o '
- Mr. Wilf; X : .
o — Mrs Marwood suggests that he should rathey 2:1"';: lr;.‘Velllng cl.uhusiasl, is expc"r';!s
170 Material dimied as he is forty; his aunt




that marriage is more dangerous than travelling. Then Mrs Marwood leaves a choice to
herto get Wilfull married to Millament upon which Lady Wishfort agrees positively that
she will give it a second thought.

When Foible enters, Lady Wishfort informs her that Wilfull is expected by dinner;
Foible also tells her that Witwoud and Petulant are waitng to dine with her; the lady
requests Mrs Marwood to entertain the gentlemen and leaves with Foible to get ready.
Millament enters with Mincing; she is angry with Petulant because of his arguments;
and, informs Mrs Marwood that Witwoud and Petulant have quarrelied. Millament tells
them that it is not good as they both are friends and friends are not like clothes which we
choose, Mrs Marwood adds that if man had the choice to choose his friends, he would
s00n grow tired of acquaintances. Millament discusses that shc_ma)_' accompany a fool
happily provided he leaves her company timely which is not possible if aperson is a fool.
So, like clothes, it is better to give them up to some servant after wearing them two or
three times.

Mrs Marwood gives her view about fools and at last tells that Millament cannot
hide her affair with Mirabell however hard she tries to disguise; it is like the pregnancy
of Mrs Primly or the large face of Lady Strammel who s too fat. Millament tells Mincing
tocall the gentlemen upstairs because she waould prefer themto st Marwood. Millament
shows her anger towards both Mrs Marwood's comment and Mirabell. Mrs Marwood
pretends that she hates Mirabell though she is jcalou§ of Mnllam::m because Mirabell
loves her ardently. Millament knows that her lover is this lady’s weakness and she
politely laughs at her situation. Millament shows to her that sl:v: also hates Mirabell but it
is unfortunate that he still loves her though Mrs Marwood is more beautiful than her.
Mrs Marwood warns her against Mirabell but she prefers to listen to a song.

Mincing enters to inform that the gentlemen w:ll appear soon and Millament orders
her to bring Mrs Hodgson in the adjacent room 1o sing. The song means that without
ambition, Jove is a weakness of mind; it is the fuel of_ love, without which it will burn like
a pale flame. A woman is not happy only (0 secure  joyous man but she alsoe?&pc:ricnccs
the pride to win the heart of such a gallant man which others of her sex with inferior
beauty cannot, It is more important 10 win the heart of a man much wanted by others.
Love of a man can only be feltin the feelings which she has securu.i m.h!s he:}n for her
~the heart of the man who other women fretted l.o lose. This song is divided into three
stanzas and relates to the situation between Millament and Mrs Marwood who are

Iistcning toit.

As it ends. Witwoud and Petulant appear on the scene. Millamnet asks whether

their disagreement is settled finally. upon which they reply lhm\;l;eu q“;‘"’e' is like “u;":c
Of two lovers or like the harmony of musical notes in & SON. igtosr l:fm parcdsn lll;
abit of contradiction with the number of Jews; Itis bzfnsed T:n nygnrlucu_n abf;;cn;ilcg ;
Ctulant prefers to substantiate it with soqnd proos. 1hey m\Vl'lls:OLd am - s:s
discussion which Mrs Marwood finds quite wise I namrc_. [ R alﬁ P :
Comp, ' lcle learning. Petulant asserts that scholarship s the encmy o
ents on Petulant’s It ot fancy a fool offering love 10 a gentlewoman;

o Mill. he cann e -
'til;xel:d ‘lllll;:rpcr:; Tm?zzhing 10 do with love or marriage; itis the duty of a priest
ignor:

sing a1 4 hanging and 2 marriage oth and anyone can be a party to both the ceremonies
“ithout mych knowledge about it.
Sh Millament leaves his company

wi:‘pshi’e enters in a countryman s attire I
Ushers him into the room. He surpsingly

\with Mincing, in anger and surprise. Sir Wilfull of
attended by Lady Wishfort's woman servant
pears that his aunt takes 1o much time in
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dressing; tells the servant that be is a nephew to Lady Wishfort; and, the servant informs
that there is hardly a servant who stays more than a week with her Ladyship whercas
her time for service has been the longest. She does not know her actual looks as her
make-up always changes that. He sends her to inform that her nephew has arrived and
she leaves the room denying her knowledge of the gentlemen of whom he asks her- He
does not recognize Witwoud but wishes them to begin a talk; Mrs Marwood feels
embarrassed with the behaviour of the gentlemen who avoids Sir Wilfull; Witwoud and
Petulant start making fun of him. They laugh at his dress and his messed up state, which
he tolerates. They laugh at his mud-worn boots; they call his horse a donkey; and, itiS
Mrs Marwood who comes in his defence and wants him to recognise Witwoud.

Witwoud shows offence again and it hurts his brother; but since it is not (e
manner of the city to recognize relatives and be emotional at their sudden appearance:
he prefers to follow that. Sir Wilfull tells that Witwoud has become a fop which he
guessed by his letters where it was clear that he forgot all his civility and values that o€
should have while addressing an elder brother. He reminds him of his old days when he
could detect his having walked on a good path, He reveals that Witwoud was .ml apprentic®
to Pimple Nose, attomey of Furnival’s Inn; Petulant laughs at his fricad’s reality of bein
a clerk; and Witwoud says that he was an orphan who had to be dependent on wilfull
and curses him., Wilfull argues that any training would have been better for him than the
art of fop which he has learnt. Mrs Marwood intervenes 1o change the subject; she ask$

if he means to travel abroad; and, he informs that he wishes to sail to the counl;cs wh
England and France have signed peace treaty with. He wants to lean French before 1
departure and while Mrs Mamood praises him and suggests a school for learning Frenc?
Witwoud makes fun of him again. Lady Wishfort and Fainall enter. The g.gh oo
other and the guest IS offered a drink before dinner. He declines the dnnk 4 y W|l.11 o
to her lha?t her cousin, Tony Witwoud, has forgotten him s i llut cq( Pso
was afraid whether she would also do the same. She makes light flng to the ci )'r‘d s
him that he loves him but it is the current fashion to make fiy ght of the matter %
and he will understand it better in France where mock floflhoﬁe “fho'," you
common. Mincing enters to announce that the dinpe h‘:;j‘ st .and | pel® ] Ve
made of fun ofhis shoes, he requests for a lipper T had been laid. Since they .
embarrassed and requests him to get down to the tl:l;‘ el L“_i)' Wishfort also f‘"s 5
begs pardon from the people on his behalf calling him ¢ 11 Shoes Off-Sb¢
Mrs Marwood and Fainall : tncultured”,
5 !  Fainall stay back while all else : inst
his wife and Foible, saying that they are big che proceed. Fainall speaks agn;‘" i
illegitimate by some respected man of the town WI::;: He also reveals that his bif?
was thrown into wretched poverty which forceq hi dea{h has bereaved him; U™
him to this marriage to which he

!
agreed mentally. Mrs Marwood suggesis hi e ¢
of Mirabell and Millament, so that her sh:‘elo nullify his marriage and stop the MA™ "y

d

frets over his fate because the inheritance w may not fall into Mirabell’s hand- Fal

.' ; m i
3; h‘rlvr:nl:ga':woo;lj has come to know abouyg Mimbell;?;c'ﬂ'ul tohim than his expec 38
ainall to threaten the old lady o divorge 1et plan tocheat Lady b
Rowland to provoke her anger so that she his daughter, This would mat h" 1



Fainall plans to make Wilfull drunk that night and succeed in their plot. He, ina
clever statement, discloses how fallen and selfish the English society has been in
Congreve’s age. He says that neither he nor his wife have any reputation or social
prestige which may be at stake if he tries to play with it according to this plan. Mrs
Marwood stresses that marriage must lead to respectability. His dialogue means that the
most important social institutions, like marriage in his age, were a disgrace to every
honest man or woman because the partners were not faithful to each other. Mrs Marwood
disagrees with his words and says that it depends upon the family. Since Lady Wishfort
herself is corrupt, so her daughter has leamt that. She decides to write a letter which will
be given to Lady Wishfort exactly at the time when Mirabell's servant will pose himself
as Sir Rowland. A stranger is supposed to bring that letter in. Mrs Marwood wants (o
save her image in the eyes of Foible who already knows some of their secrets: and,
annoying her (00 much may prove dangerous to them, She is so :f,ggressivc'in hcr intent
to avenge Mirabell and Millament that she does not care what will happen if Foible lets
their secrets out, Fainall says that he is not afraid even if his marriage is spoilt because
he has already deceitfully taken his wife’s signature, which transfers a part of her property
to him. She proves to him her hatred of Mirabell as true and receives his kxs:r. as his
confirmation of her words. He says that let husbands be jealous and lovers be faithful to
their beloveds. He considers himself a bachelor even after his.marringc and suggests to
marricd men: “All the husbands of the world for sure brook pain 0r§ha.n.1.e °f“"f"’°'“y or
cuckoldry; the intelligent husbands are extremely jealous of their wives” infidelity which
is the main reason for their unrest and suffering; Fools are secure because they do not
know about their wives” infidelity but when they discover it, they are at a loss.” They

leave.
5.5.4 Act-1V, Scene-1

The scene continues. Lady Wishfort and Foible enter. Lady Wishfort asks her maid
whether everything is ready for the reception of Sir Row]and and she cpnﬁnns thatall
arrangements as per her orders have been made. !.ady Wishfort herself is prepared and
expects musicians to play well to satisfy the passionate urge for love whichis bringing
the gentleman there. She decides her position and posture to cast an everlasting impression
on him when he arrives. She orders Foible to tell whether Sir W_nlful{ has su.med courting
her nicce of not upon which she is informed that the gentleman is drinking in the parlour,
She wans Foible to bring her down for the purpose of beinz with Wilfull, and decides to
2010 Sir Rowland where the maid mustjom her later. As she ‘Fav?' :fic'ﬂ;mcm and Mrs
Fainall come. Foible informs her secretly that Mirabell is waiting i‘:be llrb ough her aunt
wants her to entertain Sir Wilfull but Millament refuses tosee M iy ecause she I}':i a
reflective mood and wants to be left alone. She speaks ina :;m&,c o‘w:en;rag in this
world was ever born who was not cursed. That is really hard for .m o bear.

Mirs Fainall passes a comment over her love for Si'r John Suckling and othcn: poets
Whose vc;s“ she ,;':'sd been reciting. But she laughs at it. She agm:: to ::cex Mxml::el:
and recites a verse for him: “Thyrsis was a young man who belonged to the categary o
inspired people in this world-’ = _

S:::pcals e lin. She requests Mrs Fainall 046D m ‘l‘i";‘e:ﬁ"‘mﬂ'ﬁ
because she has the nerves (o tackle f001S. ¥ married and has ‘

i in alone. However. Mrs Fainall politely refuses her
e padieasly. She e e 1 a drunken state, tells the man to court his

: 5 ¢ room i 4
”‘::::I and as Wilfull gm;;: l:‘;innnc ' <ed inlove and is thoughtful. He admits that he
May makh:llnm“fml:h:u‘: bef:re that he should gain confidence by drinking a it bit
ove 1o her
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more. So. he wants to go and have some drink which makes him bolder and more
confident.

Mrs Fainall forcibly leaves both of them together and locks the doar from outside.
He is afraid to be locked within because Millament is there and she sees him struggling

to open the door. She speaks in verse: I pray you gentle boy to spare me, kindly donot
press Lo attain that mean pleasure.”

Sir Wilfull does not understand her and begs her pardon for his ill conduct, But
Millament again returns in verse: ‘I swear that it will not play its part however you play
your part and employ your power and techniques upon it.” She praises the verse of Sir
John Suckling which is simple and good. Sir Wilfull foolishly hears that she has addressed
him a baby boy and tries to make her understand that he is not. Millament calls him &
countryman of the middle ages. He is simple and does not understand what she actually
meant and she directly asks if he had to say something to her. He shakily suggests if they
could go for a stroll and she derisively declines his proposal telling him that she hates
villagers and the habits related to their life-style. He tries to please her by asking if she
liked the city life but she declines. Then he tries Lo stretch the conversation on the issue
naively but she stemly brushes him off. He is yet building his courage to speak his mind-
She wants him to Jeave her alone which he accepts cordially but as the door is locked. b€
is sorry 0 disturb her being in the same room. She shows him another way to go out and
says: ‘Like Phoebus (Sun) sends verses to a boy who was amorous.*

When Mirabell enters, he quotes another line from o s as
bewitching and modest as Daphne.” He is surprised to s::hscarm kfcmmbc:l:fj ::;:‘s
which makes it a bit difficult for him to search for her. She pretends that she does 1t
like his will over her but at the same time; she would also like 10 be wooed ; i till he
weds her finally, and even afterwards. When he surprisingly asks her lheymlaTon for

such a wish, she tells him that itis only because she m
. t : 0
afterwards. Mirabell complains that too much cﬂ'onlsn ':iil the same igporarice 62

wooing her may lessen his interest in her after their man'iaggan towards courting a1
Millament is 4 woman of free spirit and this we )

Here, she says that a lover must ascertain his devot

life and if he do'cS not do so, he is not welcome 1o her

ol:;:tha'mly Pm\l‘; himself always and never look satisfied in h?qn zfl;":: . Her lover s:so":ip:

" mglwou seem 50 offensive a.md hopeless 1o her lhzu; e s towards cou b
ver. She must wed a man who will always be in 4ving such a man 2 3

use her will the way she wishes. Mirabell asks her ondage with her and let her fre€

in a witty remark whether she WOU!

have seen throughout her dialogu®™
10010 his beloved every hour of 13

front of people that they love each othe,
: ’ . . ras o ¥ i 5

W ould.r'no( like to visit places with him a,,dh::::za"d detach in a few weeks- ",

u;.)q'uéuomblc lov- between them. Insteqd of this m show in public that mcr\:ioﬂ

as separated cogplcs; keep distance like those + 1 shoukd rather show their 14 nd

they should do like the people of refi ho are married for many years r

: breed: : X
gqod ideals that her concept of “'Cddinc }:cfdll]g do. Mirahell appreciates her for the
will meet anyone she likes; that g & has. Her ne

5 other mj oo ghat §
he will *I minor condlitions are: " oy
not compel her o endure the company of:': ';?P:;KJ with people of her interest: '€ ‘:'
ends or relatives wham che does 10T
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Here, she says that a lover must ascertain his devotion
life and if he does not do so, he is not welcome to
certainly prove himself always and never look satisfi
nothing would seem so offensive and hopeless to
lover. She must wed a man who will always be in
use her will the way she wishes. Mirabel| asks
like to have such a pleasure of exercising her w - e
10 him and thn have it. She understands his funny ,c":r:'kasc or wait tc.)gel ":ia;: e
whether he will alllow her the same pleasure of liberty w h? and tells him to i
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she must not always accompany him at their dinners if she is upset and he will not make
an issuc of it; she would keep the right of privacy of her closet; he will always wait for
her at their tea; and, if he agrees to regard all these conditions, she may someday regard
herself as his wife. He finds her last condition a little bit difficult to agree to and requests
her to listen to his conditions as well. Millament very civilly gives him pleasure to state all
his conditions upon which he begins: that she will never open up her secret to her friends
and treat them formally; no female friend will either reveal her secrets to her nor templt
her to do so; she will not visit theatres with her friends in masks and lie at home putting
questions to him whether he also had been there. Secondly, he also wants her not to
force her made up face on him, rather leave him to like her at his own pleasure; and,
forbids her to use any cosmetic or bring any woman wha deals in it. After pregnancy.
she will not wear tight fitting clothes and drink alcohol to make her friends happy which

may harm his baby. He then agrees to wed her in front of Mrs Fainall. Millament reluctantly
tccepts him as she shows that she hates him. Mrs Fainall advises her to marry him and
wants Mirabell to leave as her mother Lady Wishfort is about to meet Millament there.

He must tike the back door and meet Foible who is waiting to speak to him. She tells
Millament that Wilfull is madly drunk and creating a scenc. When Mirabell leaves,
Millament tells Mr$ Fainall that she loves him deeply and if he does not prove himself in

their marriage, she will be ata loss.

Witwoud enters. Mrs Fainall asks him if the quarrel betwveen Vt"ilfull and Petulant
has been settled. He wittily said that Lady Wishfort has resolved their quarrel and also
informed that it was a baseless dispute. Petulant comes drunk. He propases 1o Millament
and demands her answer. Witwoud passes comments on his precise and meaningful
way of making a proposal. He and Petulant get into & dlsputg where Petulant blames
him for his as well as his brother’s foolishness . Witwoud calls him too frugal and witty in
using words. Millament intervenes 1o ask the reason of their dispute and Petulant informs
her that she is the cause of their quarrel. When Witwoud slands_ for his brother s support,
he tells that he is going to sleep with his maidservant. Mrs Fam_all asks \Vslwoqd about

Jotted by her husband in order to get rid of Sir

the quarrel and he tells her that it was p : :
Wil?ull. Sir Wilfull and Lady Wishfort enter the scene. !'lc is b‘adlhy' drunkand his aunt

i se Millament will never entertain him in this drunken state as a
e he is not a stupid man to choose 4 woman when the

suitor. Si 1l says in a song that y . :
s ST 2L i Wi
nioce Millament apologetically. Wilfull again sings thatJeLbim Wi cuecy etk Bes e
o a4 s ey ond thatis Wiy e abic wgive shicing Rl Jo 1 8P - 5,
who drinks every Millament telling that he would marry

in ° te absurd manner, pmposes.lo :
":rl i?;)mm::;:- if she is a virgin of if she is made pregnant by someone. Millament

P o r ousin telling that she cannot endurea vulgar man w'ho
::t:s ;s: vc‘ 0‘; m;l? u\m: 2.:‘: ;1:5 left, Lady Wi ishfort uses abusive words for her which
the dmn;l d “rfulfuil takes for himself and speaks that Turks are M_oha_mmcdum \\'!\o

G os again that drinking is the favourite

: istians . He sin
z:f:;(:;g: 9';:&‘51:?:;&51 m Persians and Muslims remain pagan and foolish.
s

¥ drink tea or coffec. o ' .
Foibl < and whispers into the ears of Lady Wishtort that 3: R_O\\‘\rlatfi:z
i“"’alieml ‘t‘;:m_i;:m She requests Witwoud totake Wilfull away fmhn:l burv:. ‘:’tfk -
Manages (g in\'\i‘::: him -to sce a cock fight: an_d _Wll_f““ agme'slt-or:cll:e ‘bodt\(l):a ’ :‘Hies
company of girls. He kisses Witwoud in anticipation of a girl & Y ;
MLrepents on s ceing his crudity and vulgarity-
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Sir Rowland (Waitwell) comes in an offended mood and shows to her Ladyship
how anxious has he been to take her word of promise. He reveals to her that if Mirabell,
who hates her very much, comes to know about his feelings, he will poison him to death.
Lady Wishfort is disgusted to hear that Mirabell can change so much. He was till recently:
ardently in love with her which he swore every now and then. Sir Rowland swears to kill
him if he has become his rival for Lady Wishfort's love but she suggests that it would be
better to make him bankrupt and then die.

In a very energetic statement which is sarcastic according to Lady Wishfort's
age, she makes her declaration that she accepts the love of her suitor Rowland and i
ready to get married to him but he must not think that she is doing it for the sake of bef
loneliness as a widow or driven by sexual desire. Sir Rowland swears that she is a pure
and saintly soul about whom he can never think in that way.

Foible enters the scene and announces that the musicians are ready and a7
unknown person has arrived with  letter for her. She wishes Sir Rowland to decide how
he takes her and goes. Waitwell (Sir Rowland) and Foible's talk about Lady Wishfort &
an antithesis to the idea of love or sex. Lady Wishfort enters with the letter in her hand
and decides to read it in the presence of Sir Rowland; but Foible recognizes the handwriting
of Mrs Marwood and understands that she has tried to play a trick on their plan. Sh¢
requests her husband (Sir Rowland) in whispers to take it away from her hand. SIf
Rowland tells Lady Wishfort that the handwriting in the letter is rather a man’s whos¢
throat must be cut. But he cannot take it from her hands though she is h o to.we e
jealous about the letter which he feels some man has written to her. She reads it aloud 10
show him that the letter is not written by a man and is stunned to read th ¢ whi
reveals that Sir Rowland is a dupe in disguise, Bl

Foible understands what Mrs Marwood has dope
Py and tells Wai e he
letter from her hand and declare it being sent from Mirabel] lf) ;;:;:.lwcll l:l) sl:lk: p
Rowland goes to her and earnestly swears that the letter has TR is court: e
curb their marriage. Foibletels her that he passed by her tha a2 g mash
and heard their plan. Lady Wishfort believes that he hag engor ot @ . rog da¥
because she had heard that Millament had gone oy w*Tld ‘?'ntere'd her house that 4
end his life but Lady Wishfort requests him not 1o mkelta h{m Sir Rowland swears -
requested by her. He wants to show her some proof of W in his hand and he stopS .
to go and bring it. Before he leaves to bring proof 1o B Lady
Wishfort wishes him a long life and asks him 1o ":lums the depth of his love.
for their marriage which is 1o take place the same night
a chivalrous knight, 0t He leaves thinking himself1©

5.5.5 Act=V, Scene-1

The scene continues, Lady Wishfort and Fo; i
¢ 0 ible o
Foibl and bids ertolcave. Foble i asingfor ber o scene. She i very g
rom services and she is pleading for her life. Foibl::rg SRR, The ldy s disHl iné

was so deprived and foolish, She swears that ami

; - ml‘ . : .
for. her Lad'yshlp for which she could byt beg her f; 12¢ 10 Waitwell was a bltlf!f u“er |
;frr:;lh, lhr.mtens ( hfmd !ler over to the police a'mﬂfg'l.wncss, Lady Wishfoct, ' 7
ind a policeman. Foitle s extremely horrifiq g . - <" MUsband, and 8065 7 0
the police. Al the very idea of being handed ©*°

m




Mrs Fainall enters. Having been asked the very reason for her worry, she informs
that her mother has threatened to put her behind the bars like her husband and has gone
aut to look for the police. She consoles Foible that Mirabell has gone to get a bail for him
and free him from jail. Mrs Fainall also informs that Mrs Marwood and Mr. Fainall have
hatched this plot against them. Foible informs that Mrs Marwood was hiding stealthily in
Lady Wishfort’s chamber and she heard their conversation and she revealed to Foible
about Mirabell's plan, before dinner. She informed Lady Wishfort through a letter but
when Foible managed to conceal that information from her Ladyship, with the help of
her husband, Mr. Fainall plotted her husband’s arrest by the police when he went out to
bring proof of papers to show his fidelity to Lady Wishfort. When her mother, Lady
Wishfort was alone, Mrs Marwood, pretending to be her great friend, told Mrs Fainall
about their planning. Mrs Fainall asks her if there had been any reference related to her
in the letter to her mother and has she come to know if she had been a part of this plot
against her. She believed that Mrs Marwood has not told Mrs Fainall's involvement in
the plot so much so that she feels suspicious of her; though she knows it well that Mrs
Marwood has told her husband everything about her and Mirabell. Foible informs that
they tried to hide successfully that part of the letter frorit her mother.

Mrs Fainall also tells Foible that Mrs Marwood has m@ned hcr married life by
revealing her secret affair with Mirabell and everything and he is going to leave her that
very night. Then Foible discloses that Mrs Marwood and her husband have a secret
affair, which she and Mincing have been witness 0. When they had gone to Hyde Park,
she and Mincing saw them and Mrs Marwood made them swear on a book (_hmking it
be the Bible. Since the book was not the Holy Bible, th_ey can become witness 1o the
affair of Fainall and Mrs Marwood. Mrs Fainall is surprised to hear about her husband
and Mrs Marwood'’s intimacy, which if proved, can help them in the present crisis.

Meansvhile Mincing enters to inform that Millament who is with Mirabell is calling
upon Foible. Mirabell has bailed out Waitwell and wants Foible to hide in Millament’s
personal chamber until her Mistress, Lady Wishfort's, wrath calms down.

M. Fainall is threatening Lady Wishfort that he wocfld leave'hcr daughlcr_and the
lady is crying bitterly. Mr. Fainall wants her to msfcr Mnllumem s money (o his share
or he will divorce his wife. Mrs Fainall asks Mmcmg‘ if her lgd‘y, Millament and Mr.
Mirabell know what her husband is doing nnd she n.:pbcs.lhal itis truly kpgwn tothem
who have sent her to bring Sir Wilfull to them immediately if he is in a condition to talk to.

a . sir Wilfull and does not wish to lose such a large

; Mnllame_m is ready (o ﬂl:::me takes Foible away as she hears Lady Wishfort

ortune worth six o and Mincing agree ©0 give evidence 10 help Mrs Fainall against

gpﬂachm«i)d Both::l‘:l;us b and whose intimacy they had caught. Mrs Marwood and
s Marw and he

isve ful to Mrs Marwood, her friend, whom
Lady Wishfort entcr. Lady Wishiort 7 rﬁﬁ of the black deeds of her daughter and

jon by inf : 3
;:c\e fecl§. has :qa\'ed hl:; :K;l::;:“ my‘d Foible. She is very upset regarding her lost social
Statug l::c:{;ss: ;0 ;ese l;appenings. Mrs Marwac M::eMg reat::.;t’gffhale;\;g:-i\: :::i?n
; > herdess ina forest. arwood '
suggestsl that s.he s.cltle as a;_h:spm ideal friend who can do anything for her Ladyship.
and she is projecting hersc her daughter. She turns the attention

he has also been instigating Lady Wishfort ﬂga:cm Lady Wishfort, the mather of Mrs
of the lady towards her daughter who comes there.

. - ‘mn m
dinall, starts scolding het d"“g“‘l‘ = rﬁ,:f;?ehd":g n‘:)?;“n:;:gn:(:v:;ol?:: l:'mth:r is
Chiter Fainall says £ ;  that it i
e theroom. Whet M e o eyl o 8 RV
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of their house to pay the sum which her husband has demanded against this accusation.
She will alse have to transfer Millament's fortune to him to settle the matter whichis so
disgusting. Mrs Fainall humbly conveys to her mother that she has been trapped in the
plot by Mrs Marwood and her husband who are having an illicit love affair and through
this trick they want to ruin their family. Mrs Marwood protests and speaks in her defense
which Mrs Fainall brushes off telling that she has proof of what she says and this will be
exposed at the right time. Mrs Marwood complains 1o her mother: helping her family has
become a question of disrepute to her where her character has been called infidel. Lady
Wishfort severely reproaches her daughter, placing Mrs Marwood as a person who has
proved to be instrumental in making heraware of the faults of her family members and
sois a well-wisher, and orders Mrs Fainall to beg her friend’s pardon immediately. But
Mrs Fainall consoles her and blames Mrs Marwood of treachery. She tells her that she
is going to prove her friend’s falschood and expose her very soon; if she fails to do s0-
then her mother may give her any legal punishment which she will gladly accept.

When her daughter leaves the room, Lady Wishfort explains how she always
kept her from the company of men except her father. She has given her the perfect
rearing and Mrs Fainall never showed any ray of faithlessness or promiscuity. M
Marwood keeps fanning her anger ironically but the lady at last resolves that her husband
must prove his accusation against her daughter, Mrs Marwood then perceives that if the
case is dealt in the law court, their falsehood may be exposed, so she starts filling hef
cars that her Ladyship's social repute will be at stake 1 the case £0es to court, Besides
the loss of property, she is also going tolose the dignity about which she boasts cw;r vhere:
The entire court will laugh at her family; the matter wil| spread beyond the i;;oumyz:rics of

counandrcachlhesocic(y;and.mlml.ilwillmchalllhehou g
and the whole city will come to know that Lady Wishfort's fary sehokds through newspapers

Everybody will turn away from her family when they move :'ll‘);l::::l)’ ﬁ pml;ma::s
this, is greatly upset and is now completely under the control of Mrsy Ma:\\lf?:gj ean
Meanwhile, Mr. Fainall enters and tells 1 i3 ) .
pleadings he has made.concessions regardin*:;:fzﬁlhrg’:f:l 1tis on Mrs Mz!.nftoo"dsl
allow her freedom only if she promises never 1o marry again &nscs for which he wa
:::_mll. Mrs Mfirw.ood coaxes her by telling Fainall thy e La";mmfl at lhc.mel‘;Zc“
irous of settling in the forest, so she will never trouble hirm w yship had just )
le lady i disturbed by their decree and Protests that she g with l\c'r wish to m::cd ¢
n._bul Fainall brushes her off and straightaway tells that at himarry lf her health ¢
will he allow her to do so, Now she will do whate rage it is not needed 1"

her to transfer the remaining portion of her wcalm:;i::" wish her to do and he wan®®

3 s 0ore sa § x
K;ml');. l_3ul“l'?amall tells her to transfer the six uxmﬁm?n husband and pmlﬂn‘:z

s § ACCOU S "; P ‘hill'el
left I'mall:;: ni:ce Mimz:]mc may have the money which la(:ehsril ] o 5,Wishfof'
: - done a grave mistake fy ik e onathan Wis'
he will now no more fuss over this matter. He gives he, Yrefusing Sir Wilfulls hand

preliminary legal deed and after 1ak; o her time only ]l he requrns with
comprehensive deed. e her signature o it he will go for a M

Lady Wishfort is surprised to see hi i
' ! See s deviligh gpir
;‘;r“ﬁel? s her daughicr's docd which s ::;Pml and laments over her forll:;’
rstson-in-law called Languish was very polite yn;o vdinal. She remembers
" a
As Fainall leaves, Millament and Sir w enlcri::el G el
room. In a very apolog
4 agreed to marry him, Millame"




affirms that he is upright and also tells that she and Mirabell, for the sake of her aunt, are
mutually ready 1o sacrifice their love.

Aray of hope is kindled in the heart of Lady Wishfort. They request her to meet
Mirabell who is waiting outside. But they insist on her seeing him because if she does not
agree, he may not sign the new agreement with Millament which ensures their break off
and stick to the old one in which he was entitled to get married to Millament. Now the
choice was in her hands. It would be for the last time that he faces her. He will not
trouble her afterwards. Sir Wilfull and Mirabell are going to travel abroad and he will
accompany Wilfull only for the sake of his happiness. Mrs Marwood senses some
underhand plot from their behaviour and goes out to know its origin. When Lady Wishfort
tries to stop her as she is her bosom friend, she assures her that she would return soon.
Sir Wilfull and Mirabell enter as she leaves, Mirabell feels ashamed to look Lady Wishfort
in the eye; Sir Wilfull lends him mental support: and he begs pardcfn for quubling her
Ladyship in the past. Sir Wilfull for a moment is confused whether Mirabell will take him
abroad as promised or not, but Mirabell assures him that he will. What he did in the past
10 her, pretending to be her lover, was a shameless act, and he deserved her harsh
punishment for that. But he knows that she was a lady of great heart and she will for
sure pardon him now and forget all. He also says that he is rpaking the present sacrifice
just to beg her pardon, and though it will snatch all his happiness away, he will still doiit
because she is in dire need of their mutual sacrifice. When Sir Wilfull pleads on his
behalf again, she consents to forgive him though he deserved a serious punishment for
having played with her heart. Mirabell also informs her that there are certain papers
which his man has gone to prepare, regarding his refusal to marry Millament, which will
be brought soon. ;

Lady Wishfort again feels the fire kindled in her heart regarding her love for
Mirabell as he looks deep into her eyes and speaks all this. Mrs Marwood and Fainall
enter and he forces her to sign the deed. Lady Wishfort shows her helplessness in
agreeing to what he says because Millament and .hef nephew Sw}“lfull are ready to tie
the knot. Fainall rejects this idea with utter disbelief aqd tries to dissuade Lm_iy Wishfort
from being deceived. Sir Wilfull becomes angry at this and gets ready (o raise a deadly
fight with Fainall. Fainall still threatens the old lady _by lcllm,lg her that he will dw‘orcc her
daughter if she agrees 10 do anything but transfer Millament’s §hare of property I.mo_Mrs
Fainall's account, He tells her to decide between the fate of his daughter and his niece.

: . 3 i the request of Mirabell who comes
F o s behaviour makes her listen (0 s
fo::l\:nal:;w&:nm::mdy. Lady Wishfortis so worried about saving the fate of her daughter,

i hing from
fi i her own prestige that she agrees o a'coept anything
';r'iuncl |of; tl::" nicce a:lMirabc“ tcil)ls er that his love has been givento Sir Wilfull, yet
he willem:( do anl )1h"[ linl Ig but serve her to save Ms Fainall’s honour and her social prestige.

SRt +es [0 break the given consent to Sir Wilfull and get
B b e i ppes vl e vt ks i

21 he wighes her Ladyship tosee twocriminals n fon O Mos Faatl, by
Who i extremely repentant of her ill conduct against her "b“'s"cs:h;s :n PR :f
Mincing enter the room. Mes Marwood, in great distr “T:r romp::uil Mirabell
Ainall thyt hese witnesses have been brought wm-mxpowm l!:A vood x)t’;m he will
o Lady Wishfort goto Mrs Fainall and Foible. Famifll s nh' -arc:ndiliom He will
inue 1o be as hcghas been and nothing will make him cm:ﬁ :;i;le owhat they bave

©SS upon it even more. Foible and Mincing accept by the Holy Y

Mid had been seen by them, and SOt 15 (0
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5.8 PLOT AND THEME

p— -
The plot of The Way of the World is a complex one which at times renders illysion &
obscurity. In Act - I, at the Chocolate House, we see how Mirabell and Fainall &%
friendly and trust each other. Mirabell loves Millament and Fainall plays in his suppo™
But Mirabell is confused about the behaviour and character of his beloved.

Lady Wishfort is a distinguished lady whose niece Millament is under her €&
and she has to receive half her property, thatis, six thousand pounds, when she marrie®
aman by her consent. Mirabell has lost the goodwill of the lady by ﬂir;ing with her which
she has come to know through Mrs Marwood, was a mere pretence, Sir Wilfull
announced and Mirabell's servant’s marriage is secretly amranged Hcm. S it
Petulant are posed as rivals to the hero. A

In Act 11, at St. James Park, we come 1o ] e af I
with Mrs Marwood, which is a long-term bond b:‘::c:,ha u:::"::::l ha;‘an 2:;:;1 ':ﬁ and
Mirabell have sexual relations and when he fears that she mg; be 50, Mrs B
to marry Fainall. Also, Fainall does not like his wife and the 0:: Iy pregnant, 5 i od
to a widow was because he wanted to usurp her propert reason he g

Yand the id of bet-
Mrs Marwood hates both Mirabell and Mrs Fainall R i

Mirabell’s plan to present Waitwell as Sir Rowland is impal::lxs: #he Pﬁ“.c'pﬁl Vllla;:
find her act.ir}g as an agent in Mirabell and Millament’s fay, =2 Moy angas of the
age are satirized. At this stage of the story, we fee| that Mi‘lll t since then. P o
Mirabell. Foible and Waitwell are married and Mirabel] = dament does not b -
Sir Rowland to Lady Wishfort, who will propose to heg gng -4 present P
Mirabell. When she will deeply fallin ove with him, iy 1o TSl 28 40 ead
married to Foible and to save the honour of her Laglysp; bcn_'cvealed thaheis ol g
and give Millament’s hand to him. ¥Ship she will reconcile with M
Act — 111, set in a room in Lady Wi ; ;
characters, except Lady Wishfort, Mr:'h;"::fon s house, reveals how all mcﬂ:v‘ﬂ

: ©0d and Fainll, are one. Mrs M
comes 1o hear of their plan and prompts her Ladyship 1 get Wil(;:lel.cngﬂse" g




nicce; Lady Wishfort is busy with making herself presentable to Rowland, uncle of
Mirabell who is hostile to him and if he marrics and has a child, Mirabell's property will
be transferred to him making him bankrupt. Mrs Marwood's open hostility towards
those who support Mirabell is expased when she counsels Fainall to nullify his marriage.
Fainall forces Lady Wishfort to transfer her propesty 1 him and destroys Mirabell's plan
by sending a letter to the lady which reveals the identity of Waitwell.

Act - IV has all the major characters assembled in Lady Wishfort’s room. Sir
Wifull, the traveller, gets drunk, quarrels with Petulant, is scolded by his aunt (Lady
Wishfort) and rejected by Millament. Millament is in a philosophical mood and while she
cites poetry, Mirabell comes and proposes toher. She puts her conditions of agreeing to
his proposal and he also puts his conditions to her. They both consent mutually and
promise to marry each other. Sir Rowland comes and Lady Wishfort is eager to be

proposed to by him but the letter armives.
Act—V,mcscenecontinuesinl}wsmmmnandalthcclimax.megamc is also
over when Lady Wishfort is informed through Mrs Marwood’s handwritten text sent by
astranger that he is actually Mirabell’s sexvant, Waitwell.
Foible, Waitwell, Mirabell and Mrs Fainall are shown as fickle characters. Foible
is thrown out of her job. She informs Mrs Fainall how Mrs Marwood caught her Lady
Mrs Marwood has taken her ina firm grip where

and filled her ears with the whole plan.
she is not ready to believe even her own daughter’s goodness and refuses to accept that

she has not been of loose character,
Mincing and Foible inform Mrs Fainall that her husband and Mrs Marwood were
caught by themina critical state of physical intimacy when they had gone to St. James
Park that night; they become ready 10 serve as witnesses of this incident when needed.
Millament and Mirabell convince Sir Wilfull that she can marry him and when
Fainall forces Lady Wishfort 1o sign the deed, Mirabell, Wilfull and Millament come to
accept that she will get married to Wilfull while Mirabell will gladly sacrifice his love for
her Ladyship. Mrs Fainall proves to her mother that Mrs Marwood is treacherous and a
false friend who has chcated her by makjng a plan to get married to her son-in-law and
grab all her property. Mirabell presents Witwoud and Petulant as his witnesses with their
signatures on the deed. This saves the honour of her Lafiyship. proving him the nominee
of Mrs Arabella Languish's (Mrs Fainall) properties prior (o the false deed signed by her
in which Fainall became the mastct ofall her wealth. Lady wishf?n fow Jo0ks SrcTatly
on Mirabell and she happily 8ives him her nicce’s hand in marnage.
o Litis v confusing at times and only at the end, the audience
is Sum]l}::: :;eth:cfolo;:: the he:gm will unite. It also has some loose ends.'like till the
ood is not completely revealed though she is the main
Villain here; Witwoud and Petulant at times S+ superfluous; how Mirabell takes Sir
Yol m s;:ic;unm i wilfull readily leaves Mlmb‘ell 10 marry h{s betrothed
Without 4 word, etc. The beautiful and witty remarks 'of Mirabell and Millament are
eNgaging. Poets are condemned by the fops and ladies of the }.ondon society. The
dramatist has presented the ;moral society of London life and Mirabell and Mllllamcm
3s their most possible icons of virtuosity. In them, he has also presented intelligence,
Cleverness and worldly wisdom which he has called the way of the world,
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Cneck YOUR PROGRESS

15. Why does Mirabell lose the goodwill of Lady Wishfort?
16. Who is the chief villain of the story?

ACTIVITY

Read Congreve's play The Mourning Bride (1697).

—

Dmip You Know

William Congreve wrote some of the most popular English plays of the
Restoration period of the late 17th century. By the age of thirty, he had written
four comedies, including Love for Love (premiered 30 April 1695) and The

Way of the World (premiered 1700), and one tragedy, The Mouwrning Bride

(1697).
e~
‘ .
59 SUMMARY
"
In this unit, you have learnt that:
* The time period during which Restoration dra od
generally taken as the period from 166010 1700, - Produced and
* The playwrights of Restoration Comedy ved ; < e I8
2 B portrayed the fashions of the time:
PIPORIR sm and ts interests. The audience saw their own images ecte!
in the characters of the plays, The theatre be ) for !
fashionable classes. came & social centre

¢ In Congreve's The Way of the World. it is di atic!
between the characters as there are lorla rlr.?adlfﬁcu|t - ncsber xe 5 :

picture of loose morals and adulterous relaxj:ﬁs‘:;:;ac‘m- The play gives

® Loveless marriages, unhappiness in marria
: , 2¢, marria g°
e ove o g e et o
. women'’s vanities, and fashions of Restoration high fociety

nd of the play. The dra™
London life,

5.10 KEY TERMS

¢ Fop: Aman who s preoccupicd x"/
adandy pied With and often v aboys i clohes and T
® Bubbles: Short-lived existence

o Gamester: Gambler




« Knight-Errant: Brave young man wandering in search of adventure
e Panegyrick: Praise
. Em[:‘istle-Dedicntory: Letter in praise of the patron which dedicates a work to

e Roxolana’a: A favourite mistress

e Catterwauling: Quarrelling like a cat

e Conventicle: Religious meeting of nonconformists

© Raillery: Mockery

o Penthesilea: Queen of Amazons

o Moiety: Part, half

o Green-Sickness: Anaemic disease of young girls during puberty which gives
pale ar greenish complexion to the skin

e Jade’s: Woman

o Maritornes the Asturian: Asturian chambermaid who brings a jug of water to
bring Sancho Panza (0 Jiffe when Don Quixote was given the Knighthood

o Dishabille: Not dressed completely

e Frippery: Old, discarded clothes

o Tatterdemallion: Dressed Jike a beggar

e Gibbet-Thief: Wooden structures to hang thieves

o Drap-du-berry: A heavy woollen cloth form the province of Berry in central
France

e Salop: Shropshire

o Rekin: The name of 2 hill in Shropshire

e Pam: The Jack of Clubs; a highest card in Loo, a game of card

o Cuckoldum: Being fooled by one’s wife

e Play the Incendiary: Play the role of an instigator

o Pullyill’d: Pulvilio, a fragrant pawder for periwig

o Thyrisis, youth of the Inspir’d Train: The first verse of Edmund Waller's
poem, the story of Phoebus and Daphne

o Letourdie: Giddy meaninglessness of town life

o Inprimis: Firstly

e Gemini: A pair of tWins

o Mufti: A Muslim judge of

o Bridewell-Bride: A prison for women in W
punishment

* Quiblers: Those who ¢

* Gorgon: Three mythological sisters

® Pylades and Oretses: Pylades Was @

* Harkee: Hearken, listen

* Groat: Acoin of small value

* Belles Assemblés: AssemblY of people

an experton religious law
hich the prisoners beat hemp as

nder varied interpretations
whase gaze tumed people to stone

friend of Orestes
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5.11

ANSWERS TO ‘CHECK YOUR PROGRESS’

1.

2

I—

According to the author, poets are the most ill-fated men because their success is
dependent on destiny. Fortune abandons them after she has made a fool of them.

“Ihe author feels that instructing the audience would be insulting to them therefore
he has written this drama to entertain rather than instruct.

. Mirabell is in love with Millament, Lady Wishfort's nicce.

4. Millament is supposed to marry a person chosen by Lady Wishfort to enable her

to gain half of her aunt’s fortune.

. Fainall is only superficially sincere to his wife. His eye is actually on the vast

wealth that she has inberited from her dead husband and her mother, Lady Wishfort
Her wealth would allow him to spend lavishly on his pleasures.

6. Waitwell disguises himself as Sir Rowland, Mirabell's uncle,

10.

1

I5.

. Mrs Marwood was having an affair with Mr Fainal

. Mirabell's preference for naturally beautiful wo

. Lady Wishfort wants Sir Rowland to see her as a graceful and beautiful woman-:

She wants to attract him and tries to make herself look better than her picture-
Mrs Marwood proposes that Millament should marry Sir Wilful.

Millament says she would like to be wooed by Mirabell till he weds her finally, and
even afterwards. When he asks her the reason for such a wish, she tells him thit
itis only because she must feel the same importance even afterwards. Mira
complains that too much effort on his part towards courting and wooing her may
lessen his interest in her after their marriage,

Lady Wishfort receives a letter from an unknown son in which it i revealcd
that Sir Rowland is a dupe in disguise. FEoonn whict 3

- Foible defends berself by convincing Lady Wishfort that it is Mirabell’s fault wh?

tempted her with money and she innocently fel] prey to his plot

i R L. Her secret was disCO\'ercd
by Foible and Mincing who had seen them together ; CO : shysic
intimacy in Hyde Park one evening. Beiherinacritical state of ph)

: d
: ! men is very candidly expos®
when he proposes to his beloved Millament ang y
cosmclic:!:. . tand demands her 1o stay away f

- Arabella Languish gets married to Fainall,

i . e
fears that he has made ber pregnant, ith the help of Mirabell, whe?

Mirabell has lost the goodwill of Lady Wishy ‘s ’ :
come to know through Mrs Marwood, was Tn:)e);e ﬂ;’:‘c':egnwnh her which she ¥
ce.

16. The chief villains of the story are My Marwood an, AMs Fain
r Fainall,

5.12

X__—-—'/
QUESTIONS AND EXERCISES

Short-Answer Questions

I. Whatis a cabal night?

2. What kind of a person is Lady Wishfort?
3. Where does Act I Scene [ take place?




4, Who is Mirabell?
5. Name the chief villains and the roles they play.
Long-Answer Questions
1. Sketch the character of Mrs Marwood and tell what kind of role she plays in
Congreve's famous eighteenth century play The Way of the World.
2. Do you think Mirabell is a typical hero of the Restoration period? Explain.

3. Describe the setting of the play.
4. Write a short note on theme and plot of the play The Way of the World.
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