‘@\ T MAEN-01
BRITISH DRAMA

wt/ RAJARSH TAMDON OPEN UNIVERSITY

1

DOCTOR FAUSTUS

Course Introduction

UNIT1
Christophier Marlowe And The Elizabethan Drama

UNIT2
The Tragic Drama Of Doctor Faustus

17

UNIT 3
Irony And The Tragic Dilemma In Doctor Faustus

UNIT 4
The Renaissance And Reformation In Doctor Faustus

UNITS
Dramatic Poetry In Doctor Faustus

UNIT 6
The Performance Of Doctor Faustus

59

MAEN-01/1



MAEN-01/2

EXPERTS COMMITTEE

Prof. R.K. Agnihotri
Delhi University, New Delhi

Prof. Walter R. Desai
Dellii University, New Dethi

Prof. Malashree Lal
Delhi University, New Delhi

Prof. C.D. Narasimhaiah
Dhvanyaloka, Mysore

Dr. Shyamla Narayan
Jamia Millia Islamia, New Delhi

Prof. M.L. Kaina
Panjab University, Chandigarh

Prof. Mohan Pafmanan
University of Hyderabad, FHyderabad

Prof. K.V.S. Subba Ra
Delhi University, New Delhi

Prof. Rajeev Verma
Dethi University, New Delhi

IGNOU Faculty

Prof. Asha S. Kanwar (Convenor)

Dr. R. Nandyal

Dr. A.B. Sharma

Dr. Renu Bhardwaj
Dr. Anju Schgal Gupta

Ms. Neera Singh

COURSE PREPARATION

. Ms. Meera Sagar
Inderprastha College, Dethi.

BLOCK COORDINATION

Prof. Asha S. Kanwar
IGNOU

EDITING

Prof. Asha S. Kanwar, IGNOU. New Delhi.

PRODUCTION

Ms. P. Gupta, CE

Camera Ready Copy prepared by: Sh. A.S.V. Venkateswar, PA, IGNOU

Avgust, 2001 (Reprint)

€ indira Gandhi Naticnal Open University
ISBN-81-7605-424-0

All nighis reserved. Mo part of this.work may be reproduced in any form. by. mimeograph or any other

means, without permission in writing from the Indira Gandhi National Open University

Reproduced and reprinted with the permission of Indira Gandhi National Open University
by Dr.A.KGupta, Registrar, U.P.R.T.Open University, Prayagraj 2019

Printed by :Chandrakala Universal Pvt. Ltd 42/7 Jawahar Lal Nehru Road Prayagraj, 211002



COURSE INTRODUCTION

Welcome to MEG-2 - the Masters in English course on British Drama. This course
is divided into NINE Blocks, and what we have attempted to do in this course is to
seek the high moments of British Drama and expose them to you. This proved to be
an enormously difficult task since we not only had to select texts/dramatists which
were representative of their ages, but all this had 10 be done within the parameters of
NINE blocks! After a great deal of discussion and deliberation we finally made the
sclection. The first four blocks are devoted entirely to the plays of the Renaissance
period, or the Elizabethan Age, as it was in this period that English drama reached its
high water-mark with Marlowe. Shakespearc and Jonson. We have skipped over
parts of the 1 7* and 19" centuries and the whole of the 18 century as this period was
more fertile in the output of novel and poetry than in the output of drama. The latter
five Blacks include playwrights who lived and wrote from the late 19™ century to the
mid 20" century. We are sure that the final selection in the nine Blocks will
familiarize you with dramatists most representative of their times and their best
works that framed the high moments of British Drama.

English Drama had its origin in the religious plays of the Middle Ages called the
Mystery and Miracle plays. The Mystery plays were a spectacular presentation of the
Biblical stories and the Miracles were enacted inn honour of saints whose lives they
depicted. In the 15" century, the religious contents in these plays were replaced by
allegory and were called the Moralities, in which the characters were abstractions like~
Love. Life, Death. Greed, Repentance etc. The first true play in English with a
regular plot, divided into acts and scenes is probably a comedy Rulph Roister Doister
(1353) by Nicholas Udall. followed by another comedy Gunnmar Gurton 's Needle,
The first tragedy was Gorbuduc (1361) by Thomas Sackville and Thomas Norton.

The comic clement introduced in the Moralities, to keep the audience in good
humour. soon developed into a regular dramatic composition called the Interfude.
The advent of Renaissance in England introduced the classical drama of Greecc and
Rome into England. A group of young writers like Lyle, Lodge, Greene and Peele
collectively called the University Wits. started producing plays based on classical
models. However. these at best. were experiments.

It was Christopher Marlowe who burst upon the English literary scene with his
Teanburlaine The Great in 1587 and ushered in the great age of Elizabethan drama.
He was the first to write a love tragedy in English {Dido). to establish a stock
character. (Jew of Malia). and 1o start the tradition of heroic drama ( Tamburicin).

His innovation. the "mighty tine™ or the blank-verse was used by Shakespcare to
sreat dramatic effect. His Edhward Il not only brought the history play to maturity but
also with Dactor Faustus marked the true beginnings of English trageds

Now let us take up each Block of this Course one by one.
Block 1 Dactor Faustus by Christopher Marlowe.

Doctor Faustus is a play that has no real imitators in English drama; it is a unique
achievement ranking among the tragic masterpieces of all time. The play portrays the
damnation of a human soul with greater tragic power than it had ever before been
portraved in drama . evoking terror, pity and a sense of human loss that are the
ingredients of tragedy.

But perhaps the greatest tragedies in English Literature emanated from the pen of that
great bard from Stratford — Shakespeare. Block It contains Hamlet the first of
Shakespeare’s great tragedies. Hamlet is called upon to avenge his father’s foul

MAEMN-01/3



MAEN-01/4

murder but the delay in carrying out his revenge turns him from & mere avenger w4
highly complex character.

Bilock 1l contains A4 Midsumarer Night s Drecm to give you an idea of a fantasy play
and to show how Shakespeare could churn out a romantic fantasy as easily as a
tragedy. The approaching wedding of the Duke of Athens brings Oberon, the king of
the fairies, his queen Titania and his attendant Puck, to the woods near Athens.
Supernatpral meddling by Oberon and Puck impel the action forward. This plays
universal and constant appeal lies in Shakespeare's creation of a drearh world where
reality and reason give way to fantasy.

Block IV deals with The Alchemist by Ben Jonson. Long overshadowed by his great
conteunporary, Shakespeare, Ben Jonson is today considered a great comic dramatist
and a carieaturist of the stature of Charles Dickens. The dramatic genre associated
with Jonson is the “comedy of humours™ focusing on the predominance of one or the
other of the four humours, controlling the human body, and the consequent imbalance
or a characteristic whim that developed in the individual’s temperament. The
Alchemist focuses on man's greed. It is a study of quackery on one side and of
gullibility on the other. It is an account of the gulling of an assortment of dupes by
two men — Subtle and Face who pose as alchemists having the ability o transform
base metals into gold. For sheer fun and high spirits, Jonson’s Barthlomew Fuir must
take first ptace. However in constructive skill it is inferior to The Afckemi‘_::gf. whose
perfect plot was celebrated by Coleridge as among the three greatest in alliliterature

In the post-Shakespercan drama, we have playwrights like Beaumout and Fletcher,
Middleton, Webster, Heywood, Massinger, Ford, Shirley and a score of others who
produced significant work only to be overshadowed by the genius of Shakéspeare.

The Puritan age frowned upon all theatrical activities, hence there was nu dramatic
output. The Restoration period threw up the “Restoration Comedy™ by Wycherley
Congreve, Vanbrugh and Farquhar but it could not stand the test of time and appealed
only to a dissolute few,

The only dramatist of note after the Restoration was Sheridan (1751-1816). With his
comedies like The Rivals and The School for Scandal, the great age of artificial
comedy came to an end.

Then came Oscar Wilde (1854-1900) with A Women of No Imporicmce, Lady
Windermere 's Fan, The ldeal Husbemd and The Importance of Being Earnest, all
engaging comedies, but his influence upon the stage was that of a wit, not of a
craftsman.

Galsworthy, Granville Barker, J.M. Barrie and George Bernard Shaw are the
outstanding dramatists of the late 19" and early 20" century — of which Shaw's name
became a by word throughout the civilised world. Whereas Galsworthy wrote the
problem plays, Shaw came up with the Play of Ideas.

We have included for your study in Block V, Shaw's Pygmiafion in which he
dramatises the Greek Myth of a sculptor who fell in love with an ivory statue, which
at his prayer, was changed into a living woman. With his propensity for making a
burlesque of whatever subject he touched, Shaw ignored the original theme, the love
of beauty, and turned a girl of the slums into a woman of fashionable society by
giving her a few lessons in correct speaking.

In Rlock V1 we have included John Osborne's play Look Back in Anger. The first
performance of this play in 1956, is commonly accepted as the beginning of a new
age in the British theatre. Osborne gave the first of the “anti-heroes” in Jinmy
Porter, the working class intellectual rebel of Look Back in Anger. Though never at
his strongest with plot construction, as his other plays Luther, The World of Paul



Slickery etc. show, technically Osborne s main achievement is still Look Back in
Anger.

We have included a T.S. Eliot play in Block VII so that you do not miss out on a
writer who has become a part of the 20" century consciousness. Murder in the
Cathedral revolves around the assassination of Thomas Becket, archbishop of
Canterbury in 1170. This most admired of Eliot’s dramatic works owes its verse
form to the medieval morality play Everyman and its dramatic form to Greek tragedy,
medieval morality olays, and church ritual. It is not merely a presentation of a
historical event but an examination of it through a variety of perspectives.

To give you a taste of Irish drama, we have included in Block VIII an Irish dramatist
John Millington Synge whose plays on Irish themes brought the Irish drama out of
obscurity and on to the international scene; The Playboy of the Western World is
Synges' masterpiece. It is a satiric and ironic tragi-comedy in three acts presenting a
weak protogonist Christy Mahon who is transformed into a triumphant playboy by
the repressed people of Mayo village for his alleged deed of parricide, only to be
turned upon by them when he tries to “kill” his father a second time in their own
backyard.

Block IX introduces you to the theatre of the absurd which attracted world wide
attention with the staging of Samuel Beckett’s Haiting for Godot in 1953, The
absurd drama presented the absurdity of human condition through a pattern of
images. The drama lacked plot and real characters and the language used was a
meaningless patier. No matter how frivolous it appeared or how comic its characters
were, the subject matter of the absurd drama was serious. Waiting for Godot is a play
abouit two lost tramps waiting for Godot to appear. The subject is not Godot, but
waiting. Godot quite simply represents the object of our waiting: a person, a thing,
an event or even death. Another play by Beckett in this last Block is Endgame
Endgame, a term used for the third and final game of chess, designates the end of
many things, perhaps the end of lifp itself. The play is about the lack of meaning that
life provides.

So students —here’s hoping you all will go through the texts of all the ten plays
included in the NINE Blocks to savour for yourselves the real essence of drama.

HAPPY READING!
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UNIT1 CHRISTOPHER MARLOWE AND THE
ELIZABETHAN DRAMA

Structure

1.0 Objectives

1. In{roductiun

12 Christopher Marlowe

13 Elizabethan Drama : Religious Beginnings
1.4 Miracle and Mystery Plays

1.5 Morality Plays

1.6 Rise of Elizabethan Comedy and Tragedy
1.7 The Growth of the Elizabethan Theatre

1.8 Elizabethan Comedy

19 Elizabethan Tragedy : the Senecan Influence
1.10 Greek Origins of Tragedy

1.11  Aristotle’s definition of Tragedy

1.12  The Elizabethan formulations of Tragedy
1.13  Summing Up : The Modernity of Elizabethan Tragedy
I.14 References

1.15 Key Waords

1.16 Questions

1.17  Suggested Readings

1.0 OBJECTIVES

This Unit helps you to understand the Elizabethan drama of which Christopher
Marlowe is one of the chief represeatatives. The focus in this unit is-on the
distinctive growth of Elizabethan comedy and tragedy. An attempt is made to show
how tragedy effectively reflects the cultural aspirations and the keen intellectual
sensitivity of the Elizabethans.

1.1 INTRODUCTION

Christopher Marlowe is the originator of the mature English tragedy. Between the MAEMN-01/7
playwrights who preceded him like Thomas Kyd and those who succeeded him like
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William Shakespeare and John Webster, Marlowe is the crucial nexus. in terms of
ideas and dramatic forms.

12 CHRISTOPHER MARLOWE

Christopher Marlowe (1564-93) is the most intellectual of the playwrights during the
Elizabethan age in English literature. The period known for unprecedented literar)
activity in England, finds its genius. chiefly, in drama whose most eloquent
spokesman was William Shakespeare. Marlowe is, undoubtedly, the greatest of
Shakespeare's predecessors in drama. To him, goes the credit of heralding the
powerful English tragic drama that remains. even today, as one of the chief
achievements of English literature. Marlowe died very young, before he was thirty, in
suspicious circumstances but left about haif a dozen tragedies all written in a period
of five years — Tamburiaine (1587). Docior Faustus (1586), The Jew of Malia
(1589), Edward 11 (1591). and The Massacre ai Paris (1592). Endowed with vast
biblical and classical scholarship, a rebellious spirit and poetic imagination, Marlowe
marks the end of an adolescent phase in English drama and begins its mature tragedy.
In effecting this transition, Marlowe had to attempt to reconcile the traditions of
medieval Christianity with the rise of the Reformation, on the one hand, and réconcile
these two with the continental Renaissance humanism and the revival of the
fascinating classical learning and literature, on the other. Additionally, there was the
linguistic and lyrical upsurge of the blank verse and its liberating tone of freedom
from the rigors ol metrical verse. Whatever Marlowe wrote was poignant, for he
could never separate his personal yearnings from his dramatic reflections. A very
striking personality and a powerful dramatist, he is a sngmf" icant part of a still greater
tradition of the Elizabethan drama—tragedy in particular, which was taking shape in
his time. Marlowe is judged with a sense of regret that he died young and that his
talents left many a masterpiece unwritten, especially in view of the fact that
Shakespeare, similarly gifted could achieve greatness:with. longer years of life. On
Marlowe's four hundredth anniversary, Harry Levin reassessed Marlowe's
importance thus:

Marlowe must abide the question of history, which Shakespeare has all but
overflown. Yes, he is for all time, we must agree with Ben Johnson. And
Marlowe then, was he primarily for his age? Certainly he caught its
intensities, placed its rhythms, and dramatized its dilemmas as no Elizabethan
writer had previously done, and as all would be doing thereafter to some
extent...

Marlowe’s output was meteoric in its development, and in its expression as
well. In that sense, his end was not untimely, and it is futile to sentimentalize
now over his fragments and unwritten master works. Shakespeare needed
maturity to express ripeness, although he could never have matured without
assuming first the youthful stance that Marlowe had made permanently his
own. Insofar as he must seem for ever young, we are inclined to feel old as
we belatedly reread him.'

An understanding of this emerging tradition is necessary for clearer perspectives on
Marlowe’s dramatic endeavours and achievemen:

1.3 ELIZABETHAN DRAMA: RELIGIOUS BEGINNINGS

One of the finest dramatic traditions in literature, the Elizabethan drama emerged in
the middle of the sixteenth century in England in response to the growing needs of
popular éntertainment, national and cultural aspirations. To begin with, the
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Elizabethans had to reckon with theatre as a vehicle for religious and moral
instruction. After the decling of classical drama in Europe; the Middle ages
witnessed the use of theatre in the church for religious instruction. This has, in fact,
led to the rebirth of western drama afier the Middle Ages. The antiphonal singing.
the essential part of a Roman Catholic prayer in the church, displayed dramatic
possibilities that could be effectively used for instructional purposes. Further,
illustrations of the stories of the Old and New Testament, particularly during festivals
like Christmas and Easter, through dramatic presentation, became an integral part of
the Roman Catholic liturgy.

1.4 MIRACLE AND MYSTERY PLAYS

What began as a religious performance by the clergy extended itself to include lay
pertormers. As the performances gradually became buoyant during the festivals, the
clergy came to be excluded from participating in such jovous celebrations. The
exclusion of clergy entailed the relaxation of church control over such performances,
leading to the secular growth of, what is essentially, a Christian drama. This religious
tradition of theatre became popular in England by the fourteenth century as Mystery
and Miracle plays, the former dealing with biblical stories and the latter with the lives
of the Christian saints. In course of time, cyeles of plays evolved presenting various
stories but with a singular theme. Though composed by the clergy, with a certain
secular disposition, in iambic verse, the theatrical organization went into the hands of
social and trade guilds associated with towns like York, Chester, Coventry,
Wakefield and Lincoln. These cycles, largely bereft of any lasting literary value,
facilitated the replacement of Latin by the vernacular as the medium of religion, the
shift of theatrical activity from cathedrals to open public places, and in theatrical
experience, a change from a sense of religious solemnity to the pursuit of popular
taste. A significant development for the later Elizabethan drama was the mixing up
of the solemn religious practices with the comic frivolities inherent in day to day life.

1.5 MORALITY PLAYS

The later advances of English religious drama was in the form of a morality play
which was, in turn, followed by interludes, the non-allegorical religious plays about
earthly characters with a predominant satirical tone. The morality tradition is
significant for the abstract characterization of several qualities, both good and
vicious. The dramatic story is an allegory of the interplay of the forces of good and
evil. The dramatic conflict, essentially between good and evil, leads to the inevitable
victory of the good over evil, the former characterized by the strength of religion and
the latter smarting under a comic impotence. The morality plays have a long history
in England beginning with the fifteenth century and lasting the wikle of the sixteenth
century. The plays had to reckon with the growth of English nationalism, its political
and economic power. More importantly, they had to come to terms with the tides of
classical revival and the new humanist learning from Hlaly. The representative
morality plays of the early Tudor period, like The Castle of Perseverance (1425), The
Pride of Life (1425) and Everyman (1500) (translated from Dutch, the authors
anonymous) survey human life from birth to death through the conflicts occurring
between one of the cardinal virtues and the seven deadly sins. Social reality of
human life was beneath the concern of the early morality play. Plays of the late
period like fimpatient Poverty (anonymous, 1547-58), Lewis Wagers Mary
Magadelene (1490),Nathaniel Woodes® The Conflicts of Conscience (1581), John
Rastell’s The Nature of the Four Elements (1517-27) largely dispense with the
allegorical form, assume a protestant stance and deal with the issues of the
upbringing of the youth and the evils of social corruption. Significantly, these MAEN-01/9
morality plays betray an awareness of the new age of Renaissance, its affluence and
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learning, though the awareness particularizes the Christian formulation of the
essential falfibility of man. The plays are substantially dramatic unlike the early
morality plays and display, forcefully, the tenor of the English language.

1.6 RISE OF ELIZABETHAN COMEDY AND TRAGEDY

The long years of the morality tradition, through the vicissitudes of church doctrine
and the pressures of the new age, led to the evolution of the Elizabethan dramatic
genres of comedy and tragedy. Though the biblical tradition presented dual
perspectives on the predicament of man, either of the comical insignificance or of
unmitigable suffering, parallelling the generic perspectives of the subsequent comedy
and tragedy, the Elizabethan tragedy or comedy, in the making, came to increasingly
bear the secular burden of the times. The concern with-human condition per se is the
chief characteristic of Elizabethan drama. The growth of the new classicism or
learning is definitely a major contributory factor but, more importantly, the socio-
economic and cuitural growth of the nation made the focus on human material
possible. [f we look at the earliest English comedy, Nicholas Udall’s Ralph Roister
Doister (1553) or the earliest tragedy written by Thomas Sackville and Thomas
Norton, Gorbodug (1561), the Tudor setting and ethos is particularly striking
notwithstanding the classical dramaturgy through which the plays take shape. The
new blank verse, having unburdened metrical rigor generates a new literary freedom
hitherto unknown. The new verse presénts a heroic spirit in language, emotion and
action. -

1.7 THE GROWTH OF THE ELIZABETHAN THEATRE

The early Elizabethan drama, before the regular playhouses were constructed,
permeated a broad gamut of the social life of the times. Nicholas Udall's plays were
school plays enacted by the boys as part of the liberalized school curriculum. In spite
of their amateur playing, the boys used to be requisitioned to stage the plays before
royal dignitaries or in the court itself. The early English tragedy had its advent at the
Inns of the Court. Gorboduc was written and produced by two lawyers at the lnner
Temple. Oxford and Cambridge became important centers for staging Latin drama,
50 much so that even Queen Elizabeth used to visit the universities tg witness the
performances. Later, the royal court, with the ostensible purpose of regulating
theatre, assumed the function of theatrical organization, providing grants and
costumes to several amateur boy grouns. John Lyly staged several comedies for
Queen Elizabeth and established the genre of Elizabethan comedy. Tragedy,
however, could not find patronage either at the royal court or in London. it had to
await the advent of adult acting companies and the erection of Public theatres on the
outskirts of London. [t is in these theatres like the Curtain, the Rose, and the Globe,
that the Elizabethan stage came into being, a stage that introduced the plays of
Marlowe and Shakespeare.

While the growth of Elizabethan drama as a native tradition was a steady one moving
self-assuredly without meekly copying classical models, the same would not have
been possible without Elizabethan Drama registering itself as significant European
theatre since the Greek drama of the fifth century B.C. In its European phase,
Elizabethan theatre not only integrated within itsell various elements of classical
drama but also the Greek formulations about comedy and tragedy. The task for the
Elizabethans was not only to be forcefully English but also thoughtfully European
and distinctively Elizabethan.
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1.8 ELIZABETHAN COMEDY Mariowe And The

Elizabethan Drama

The Latin form, with its division into five acts, of the plays of Terence and Plautus
structured English romantic comedy right from Ralph Roister Doister. The plays
abounded in classical themes like love, intrigue and friendship and character types
like the braggart lover, the parasite servant, and the scheming old man. The comedy
developed into two distinct traditions of the romantic and the critical comedy.
Beginning with Udall’s Ralph Roister Doister, the romantic comedy grows through
the court plays of Lyly like Compaspe (1581), Mother Bombie (1590) and Endimion
(1583}, George Pecle’s The Arraignment of Paris (1584) and Robert Greene's Friar
Bacon and Friar Bungay (1590) and culminates in Shakespeare's comedies like A
Midsummer Night's Dream (1595), As You Like It (1600) and Twelfth Night (1601).
Primarily meant for aristocratic entertainment, romantic comedy pursues the theme of
love—love as a blend of sentiment, foible, eccentricity, artifice, dedication and self-
centeredness. Romantic love is more in the nature of the ludicrous rather than the
ridiculous. Melodramatic to the core and farcical in treatment, this comedy, set in a
pastoral or old world ambience, evokes a romantic mood and an atmosphere of
exhilaration, celebration, chivalry and enchantment. With song and imaginative
idealism, romantic comedy provides an escape route into a world of fancy and
imagination from the grim reatities of life.

The cther tradition of comedy belongs to the redoubtable Ben Jonson who presented
what are called the comedies of humour like Every Man in His Humowr (1598),
Volpone (1606) and The Alchemist (1610). Essentially city comedies, Jonson evolves
his plays as social purgatives to the prevalent moral degradation. Funny yet serious,
the laughter evoked is carefully controlled. Falling back on the tradition of rogue.
fiction, Jonson's protagonists are rogues who succeed until the end by their ability to
gull others for their avaricious needs. Their eventual failure is a moral corrective
driven home forcefully by the playwright.

1.9 ELIZABETHAN TRAGEDY : THE SENECAN
INFLUENCE

The earliest inspiration fot the English tragedy were the Latin plays of Seneca. It was
the retributive revenge iotive, belief in fortune or chance, stage declamation and
soliloquy of the Senecdn plays that made the plays of Thomas Kyd, Marlowe and
Shakespeare extremely popular with the Elizabethan audiences. The appeal of the
blood letting Seneca to the Elizabethans, bred on the Christian morality tradition, is
apparently strange and curious. But the Elizabethans found a satisfying correlation
between the contradictory traditions. F.P. Wilson sums up the Senecan appeal to the
devout Elizabethans.

The extent of his influence on English tragedy, academic and popular, would

have not been so great if the themes, the doctrine and the form have not

proved congenial. The Elizabethans would enjoy the impression which his

tragedies gave that crime meets its punishment in this life. They had the

same appetite, or at least the same stomach, for sensational incident and

violent passion ... Also they shared with him a taste for moral statcment, for

pity sentential and love of rhetoric. His doctrine, it might be thought would

have repelled a Christian audience but this was not so. The medieval

contemptus mundi had held that we are born in sin linked to it before we are MAEN-01/11
able to sin..."
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1.10 GREEK ORIGINS OF TRAGEDY

However, Seneca did not exhaust the Elizabethan ‘tragedy’ which looks back to
ancient Greece for the spirit and theory of westemn tragedy. The Greek tragic theory
and vision helped Marlowe and Shakespeare enormously in achieving great
complexity and depth in their plays. The dramatic form of tragedy owes to a lyric
sung in honour of Dionysus, Greek God of vegetation and wine in the course of the
fertility feasts, made to commemorate the harvest and vintage. The original Greek
word, tragedia, comes from another word meaning a goatsinger, possibly the ritual
song and dance known as dithyram, attended by the sacrifice of a.goat.. The dithyram
evoked ideas of death and renewal of life, a process evoked by harvest and vintage.
The point is that death is an inescapable positive fact of life preceding fresh lease or
renewal of life. In the hands of the Greek Dramatists like Aeschylus (525-426 BC),
Sophocles (996-406 BC) and Euripedes (485-406 BC), tragedy focused on the
aesthetic beauty though it varied in emphasis from dramatist to dramatist. Aeschylus
to whom;tragedy as a dramatic form owes its existence strove to elevate tragedy to
the realm of fundamental truths, Sophocles gave the concept of dramatic unities and
cherished tragedy as an art form unencumbered to achieve or present anything.
Euripedes (485-406 BC) used tragedy to reflect upon the darker aspects of life.

1.11 ARISTOTLE’S DEFINITION OF TRAGEDY

In the course of Greek drama, tragedy acquired a high seriousness both in its purpose
and treatment of materials and reckoned with the concerns of the whole community
and strove to raise fundamental questions aboyt human existence and also to provide
deep psychological insight into the metaphysical and epistemological processes of the
world and human life. Aristotle, the Greek philosopher in the fourth century B.C.
after examining Greek drama of his time very minutely, offers a definition of tragedy
and its constituent elements in his treatise on drama called Poetics. For him, “tragedy
is a representation of an action which is important, complete and limited in length. [t
uses language made beautiful in different ways and in different parts of the play. It is
enacted not recited and by arousing pity and fear, it gives an outlet to emotions of this

typ - l:ﬂ

Aristotle uses the medical metaphor, namely, catharsis to describe the function of
tragedy which is to purge the emotions of pity and fear in the audience. On seeing a
tragedy the audience unburdens the constricting emotions that inhibit the
understanding of their own life.

The elements of tragedy, according to Aristotle, are plot, character, diction, ideas
music and spectacle.. The plot must have a beginning, middie and end. The moving
devices of plot are peripeteia and anagnorisis. Peripeteia entails an ironic frustration
of purpose on the part of the protagonist who is not only 2 man of noble birth but
obviously blessed with outstanding qualities, producing an opposite result from the
one intended. The increasing failure of the protagonist is an account of the tragic
error or hamartia. Essentially, the protagonist moves or is driven towards
anagnorisis, the discovery of the true situation. The progression of the plot displays
both verbal and dramatic irony. Verbal irony occurs when the actual intent of the
speaker or the writer is expressed in words that carry the opposite meaning. Dramatic
irony enables the spectator or reader of a play to know more than its character, The
irony is tragic since the audience or the reader ugderstand the predicament of the
protagonist who indulges in self-delusory assertions.



1.12 THE ELIZABETHAN FORMULATION OF i Slnde
TRAGEDY Drama

While the significance of the Aristotelian formulation of tragedy is immense for the
Elizabethans, the immediate fascination for the Elizabethans may have been the
Roman models of tragedy like those of Ovid, Plutarch and Seneca who gave a Roman
sense of virility, dignity and energy to the Greek tragic sense. The Elizabethan
fascination for the tragic form as it comes to them through the Greeks and Romans is
on account of their tove for the regenerative force of life, coupled with a sense of
wonder and mystery at the forces inherent in the world and human life. The tragic
dilemma as dramatised in the Greek plays came to characterize the new ambivalence
felt by the Elizabethans in the midst of individual and national prosperity and
achievement, on-the one hand, and the need for a new definition of individual and
public morality, on the other hand, for which the orthodox Christianity offered no
satisfying solutions. If we look at the dominant motifs of Elizabethan Drama, the
revenge molive, modelled after the Senecan plays, running through Thomas Kyd’s
The Spanish Tragedy (1589) Marlowe’s The Jew of Maita (1589) and The Massacre
of Paris (1592), Shakespeare’s Hamlet (1601), Cyril Tourner’s The Revenger's
Tragedy (1606-7) and John Webster's The Dvchess of Malfi (1613-14) what is
accepted as a retributive justice in Seneca for an order of justice and individual
morality becomes, unlike in Seneca, the essential question in Elizabethan Drama
about the very stability of the societal moral system. The Elizabethans where
increasingly burdened with a Renaissance inspired man-centered world where human
possibilities assume the force of a moral axiom distorting the distinctions of good and
evil or right and wrong. The human potentialities flower in an inextricable admixture
of good and evil. In a mature play of Shakespeare like King Lear (1605) the radical
questioning extends to the cosmic forces inherent in nature, morality and justice. The
inevitable tragic assumption is a non-absolutist view of the world and an acceptance
of the dialectical functioning where in the good and evil interact in a mutually
supportive manner. T.S. Tomlinson sums up the moral vision of the Elizabethan

tragedy:

...the central paradox of Elizabethan tragedy in particular seems to be that it
sees the good and the valuable as — at least in part — actually nourished and
supported by chaos and evil ... Nevertheless there is a sense in which the
Elizabethans generally, to experience the tragic and the chaotic, at the same
time experience energy and richness of life ... Shakespeare has seen in the
chaos and destruction of tragedy — even possibly in evil itself — a source of
energy and vitality greater than any found elsewhere. Less richly, and in
greatly varying emphases, the writing of other Elizabethan dramatist<’bears
out the truth of this central paradox. The deepest response to evil and good
or to the valuable and chaolic, sees them, as in the same sense, dependent on
each other for their forn, substance and the very existence.’

The basic question Elizabethan tragedy raises is a relational one — between man and
nature, nature in the larger sense of a cosmic force external to man, and nature
embedded in the human condition. The Renaissance which brought a keen awareness
of the infinite human potentialities makes this question a very poignant one for the
Elizabethans. How does or should man relate hinmsclf to the forces within himself
and to those external tc him in the environment? The orthodox Christianity skirted
the issue under the obligation imposed on man to obey the moial laws stipulated by
it. Could the moral law be at variance with the natural law evolv:d by the same
author of moral law—God? Moral law should synchronize with natural law in order
to :void a disjuncture between man and his situation. However, the condition of
nzrure within man cannot be a law unto itself, as Marlowe was to dramatize in his
powerful Renaissance play of infinite human ambitions and adventure, Tamburluine.
But moral law, independent of human nature, could not be the regulating facror. A MAEN-01/13
corelation within nature, between nature within man and the one external to him in
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environment regulates human condition. The corelation is of a very complex nature
without being restrictively adversarial or benevolent to man. It provides a framework
of mutual support and oppesition, the only framework for human growth. Writing
about Shakespeare’s dramatic world, Tomlinson points out the essential dynamics in
Shakespeare’s dramatic world that explains considerably the whole of the
Elizabethan dramatic perception:

The point, rather, is that in the fabric of Shakespsare’s verse, the world of
nature-is given us as having an existence which, paradoxically, is at once
independent of, and intimately related to man’s status and worth. Any full
realization of nature, Shakespeare is saying, must ultimately be in terms of
man’s consciousness; but the Shakespearcan tragic paradox includes also'a
demonstration that nature, so far from being a mere background or
illustration of a morality or goodness truly grounded in man alone, is in jtself
an indispensable source of nourishment, the given body of experience and
substance sustaining and supporting human life. The tragic hero often fails to
soe this, and sces it only imperfectly. But the playwright sees it.

The richness of Elizabethan tragedy is not simply ideational. The tragic form in the
Elizabethan plays, more so in Shakespeare’s plays which present the apotheosis of
the growth of the complex and sophisticated Elizabethan world view, itself structures
the Elizabethan thought and speaks more eloquently than whet the charactors
articulate. The Greeks formulated the tragic form through their experiences of life.
The discipline of the tragic form evolved by them is essentially an sesthetic value
deeply cherished by them. The Elizabethans go a step further and make the dramatic
art of tragedy a key to understanding the rich complexity of the Elizabothan mind and
life. They endeavoured more in the direction of the evolution of the art of tragedy
that mirrors their cultural and inteliectus! ambivalence than in the direction of the
intellectual exercise of their minds. The strength of the Elizabethan mind lay in an
intellectual understatement-and in finding metaphors of dramatic action which speak
out their minds eloguently.

The Elizabethans have immensely enriched the Greek tragic form both in their
adherence to dramatic form and in the liberties they have taken from the rigorous
discipline of the Greek dramatic art. The Elizabethan tragic protagonist is an
Aristotelian hero, usually of a noble birth, blessed with outstanding quatities but

-suffiers from a serious tragic flaw orhamartia in his character that sets the play in
‘motion. The Chorus plays the introductory snd summative function.as in Greek

Drama. Plot is 3 major element as in 8. Greek Drama using the devices of peripeteia

and anagnorisis. The interest of the audience is sustained by the spectacular action

and dramatic irony whereby the audience knows the predicament of the protagonist
that the latter fails to understand. The plot leads the protagonist to a tragic
recognition of his weakness while the audience gains a cathartic experience of the
feelings evoked in the course of the play.

The Elizabethan drama abounds in the number of dramatic characters in a play while
their number was limited in the Greek Drama. The dramatic unities are followed
imare in their breach by the Elizabethans who try to encompass a larger and larger
framework of time and place, for their renaissance aspirations drive them to
boundless action. Similarly, a zest for a diversity of experiences always haunted the
Elizabethans making it impossible for them 1o stick to the Greek dramatic distinctions
of tragedy and comedy. Consequently, Elizabethan drama intermixed tragic and
comic experiences, a practices so abhorrent to the Greeks.

For the Elizabethans, more specifically for Marlowe and Shakespeare, tragedy is not
a restrictive view of human excellence or weakness as the Greeks are often inclined
to present but an affirmative view of human aspirations whose pursuit brings a glory
to the definition of man. Struggle, conflict, suffering and failure may be the
inescapable attendants but the human spirit is not stifled in its pursuits by what
attends to them. The abilitv to withstand them i the tragic glory of man,
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1.13 SUMMING UP : THE MODERNITY OF And The Elizabethan

ELIZABETHAN TRAGEDY Pamma

What the Elizabethans have done in formulating a tragic method and vision is the
definition of a modem scientific temper and aftitude to life that began with the
Renaissance and extends itself to contemporary times. Hieronimo, Tamburlaine, Dr.
Faustus, Hamlet, King Lear, Othello and Macbeth, if we are to forget their
Elizabethan lineage, aic *riking dramatic approximations of the states of mind
moedern man struggles 10 cope with, as restlessly as the Elizabethan protagonists
attempted to do. In the age of nuclear technology, we are still beset witha
Tamburlaine and the Faustanian problem of reconciling infinite human potential with
situational possibilities. In the realm of personal relations, we err as tragically as
Lear, Hamlet or Othello. The story of man has remained unchanged for the last
several centuries. Man succeeds eminently with his given potentialities but fails far
more easily than he succeeds. The tragedy of the contemporary man is strikingly
Elizabethan and, particularly, Marlovian. As Harry Levin would say we “cannot but
discern” our “culture hero in the ancient myth of Icarus (and) in Marlowe’s tragedy of
the sciengﬁc libertine who gained control over nature while losing control of
himself.”
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1.15 KEY WORDS

Reformation A religious movement in the sixteenth century Europe for
the reformation of the doctrines and institutions of the
Christian Church led by Martin Luther (1483-1546). The
Reformation laid primacy on the individual faith to the
exclusion of sacramental action. It held that the scripture,
the word of God, speaks directly to the conscience of the
Christian without the intermediary of the Church authority.

Renaissance A complex of literary and artistic movemeats stimuiated by
the study of classical literature and art during the fourteenth
and fifteenth century in Europe. Historical self-
consciousness, reform of Christian society through classical
education, liberation of the human mind from superstition
and error were some of the important features of the
Renaissance movement. The movement synchronizes with
the growing prosperity of the Eurﬁ'pean nations. More than MAEN.01/15
anything else, Renaissance championed the worth of the
human individual.
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Seven Deadly Sins  Classification of sins found in the works of Christian

theologians since St. Thomas Acquinas: The sins are pride,
avarice, lust, anger, gluttony, envy and sloth. These sins are
essentially viewed as acts of rebellion against God.

Cardinal Virtues The principal moral qualities that determine man’s goodness.

These are prudence, temperance, justice and fortitude. The
fourfold classification goes back to the classical philosophy.
St. Ambrove in the fifteenth century applied the term
cardinal to these virtues of faith, hope and charity.

1.16

QUESTIONS

it

i

Trace the growth of English tragedy since the Mystery and Miracle plays.
Critically examine the role of the Renaissance in the growth of the
Elizabethan Drama.

Point out the elements of Aristotelian tragedy in Elizabethan drama.

Discuss how Elizabethan tragedy departs from Aristotelian formulations of
tragedy. In what ways do these deviations enrich the Elizabethan drama.
Discuss the salient features of the mature Elizabethan tragedy.

Critically examine Christopher Marlowe’s dramatic endeavours that make
him an outstanding predecessor to William Shakespeare.

In what ways is the Elizabethan tragedy close to us in the twentieth century?

1.17
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2.0 OBJECTIVES

This Unit discusses how Doctor Faustus emerges as a great tragedy. The focus is on
how it is modelled after a Christian morality play and how the play transcends the
morality ethos within its structure to become a great human tragedy.

2.1 INTRODUCTION

Doctor Faustus was written for the Admiral’s Men and was staged in 1588. [t’s first
Quarto edition was published in 1604. Several reprints of this Quarto appeared
subsequently with some interpolations. However, in 1616, an enlarped edition nfthe

MAEN-01/17
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play was published containing many comic scenes absent in the 1604 edition.
Contemporary editions of Doctor Faustus depend on both the 1604 and 1616
versions of the play.

2.2 DOCTOR FAUSTUS AS A TRAGEDY

One has to wade through several conflicting traditions to look at the dramatic core of
Doctor Faustus. The influence of the traditions of orthodox Christianity, of the
Reformation the Renaissance, of Paganism, of individualism and the incipient
scientific modernity is exhaustive in the play. One is lost in the pervasive or
conflicting claims of these traditions. However, the strength of the play lies in its
disturbing impact on the audience, whether Elizbethan or modern a fact that
vouchsafes that the play is not exhausted by the claims of a specific tradition but has
an essential drama and a tragic rhythm.

Undoubtedly, Docior Faustus explains a moment in history. Its tragedy is,
irreducibly, a national or cultural predicament. As a dramatic genre. it has all the
essentials that go with it. The play’s power to disturb the audicnce is the power of its
specific genre. Consequently, one has to see, in the first instance, how tragedy is &
powerful discipline in a particular point of time and place and, secondly, how Doctor
Faustus comes to realize the power of tragedy.

23 DOCTOR FAUSTUS AND THE MORALITY
TRADITION

There is nothing new about the dramatic story of Doctor Faustus, — the story of
human presumption, temptation, damnation and fall being the essential narrative of
the mystery, miracle and morality plays. Doctor Faustus does not deviate either from
the narrative or the thematic strain of the Christian drama preceding it. There is little
drama in the divinely ordered destiny of man excepting the allegorical interplay
between the forces of good and evil. The human situation is a pathetic comedy of
evil, the evil that man, at best, could be tempted to, that all that man is capable of in
his comic impotence is wrath and despair. The comic imbecility of man however, is
a part of the divine totality of purpose as reflected in the world, the natural universe
and history. As such, evil is not an antagonist but simply a lack or deficiency of
being that is taken care of in the ultimate divine order where all béing is ultimately
good. Douglas Cole sums up the Christian dramatic tradition of Marlowe who
chooses to transform the German Faust legend into a tragedy:

The English morality is staged as a homiletic allegory. Within its
transparently didactic framework, the personifications of abstract vices and
virtues contend for the allegiance of the central figure or figures that
represent man. The characteristic plot is a contest, and its characteristic
movement is from the seduction of mankind by vice to the salvation of
mankind by virtue and repentance. The fundamental issue of the morality
play is thus always the same, and it is by definition a serious one. The
fundamental evil involved, sin in one or another of its particular forms, is
always the same, and just as serious. But the dramaturgical expression of the
issue and the evil, drawing from the heritage of the mystery plays, combined
with moral gravity and comic effect; the comedy of evil persisted along with
the allegory of evil; like the allegory, it found its support and basis in the
doctrinal and homiletic formulation which was responsible for the morality



For his tragedy, Marlowe had to contend with a comedy and an allegory of evil, a
didactic contest for dramatic conflict and homiletics for dramatic resolution, The
dramatic thrust of the morality play was towards a slapstick in order to demonstrate
human frivolity. The human protagonist suffers.immensely but the suffering is
retributive and axiomatic rather than real. The Faust legend Marlowe uses in the play
eminently fits into the morality comedy form, for the necromancer, Faust, who sells
his soul to the devil for swinish pleasures, effectively illustrates the human
predicament in the morality plays.

24 THE HEROIC CHARACTER OF DOCTOR FAUSTUS

Obviously, Marlowe had not chosen to write another morality play to demonstrate the
all pervasive divine providence though he sticks to its narrative and, to an extent, to
its comedy. While being subordinate and adherent to doctrinal Christianity,
Marlowe's Elizabethan protagonist, Faustus, a representative morality figure, has
grown privy to the national and cultural self-assertiveness characteristic of the
Elizabethans and to their Renaissance inspired humanistic aesthetics and
intellectuality. The difference perhaps, lay more in Marlowe who, his theological
training and scholarship notwithstanding, is a more aggressive representative of the
aspiring and critical humanism. The comic imbecility of the representative human
figure as presented in the Christian drama was definitely an anathema to Marlowe. In
recasting the Faustus legend, Marlowe infused a heroic element in the Faustus
narrative. The forces of evil are internalized in the human protagonist to the extent
that man does not solely depend on the external temptation of evil. Similarly, the
forces of good or of Christianity are made a part of the internal being of the
protagonist. The earlier allegorical contest between the forces of good and evil in the
human space becomes a fact of an irresolute coexistence within man and their
competing claims always running short of a convincing victory of one over the other.
Man is not a passive recipient of good and evil but can actively pursue them.
Apparently, the human protagonist exercises choice and assumes responsibility but
the choice does not negate the responsibility. The human consciousness which posits
a diversity of feelings and aspirations generates suffering. Suffering is inevitable to a
perceptive mind in a situation where cultural and intellectual aspirations are keenly
felt. The condition of a perceptive individual in an aspiring culture resists,
impulsively, any diactically formulated definition of his being. The resistance is
unsucceeding in the given totaity of the human situation but the struggle, and even
the eventual failure, elevates manio a higher realm of heroic and critical activity.
Such a human condition is tragic, for the greater the human abilities and endeavours,
the greater is the self-lacerating human suffering and extent of failure.

2.5 THE TRAGIC PREMISE IN DOCTOR FAUSTUS

What Marlowe attempts in Doctor Faustus is a tragic vision of heroic human
possibilities. In the very tragic premise, Faustus is just the antithesis of the

protagonists of the morality plays. Where his predecessors were passionless, Faustus,

like Icarus, attempted, as the Chorus puts it, “to mount above his reach”. If Morality
heroes are self-effacing human beings, Faustus is superhuman in his ambitions.
Though the condition is human, man could be as omniscient as God by virtue of his
learning and, reasonably, should be as omnipotent as God. Where humanness does
not limit Faustus’ achievement, why should he be limited in power by the human
condition? ““Yet art thou still but Faustus, and a man™ whereas his power should
reach out “as far as doth the mind of man™ (Act I, Scene i, 22 and 58). Faustus aims

cimnlv
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All things that move between the quiet poles

Shall be at my command. Emperors and kings

Are but obey'd their several provinces,

Nor can they raise the wind or rend the clouds;..’
(Act 1, Scene i, 55-56)

The gap between the power Faustus can reach out to by virtue of his leamning and the
power of God could be filled by the “heavenly” necromancy, the black art opposed to
God and forbidden to man. There is a specific way to human learning even in the
much cherished new learning of the times. Necromancy is no tribute to human
exzellence and if there are limits to human learning or excellence, it is no reflection
on the cherished humanist goals of the times. In his infinite ambition, Faustus
degrades the human condition and his religious sacrilege is an accentuation of his

~ human degradation. :

2.6 THE STRENGTH OF TRAGEDY

Tragedy is essentially an interrogative process. The dramatic fusion of ideas, and
action itself, presents a critical perspective of one on the other. Drama becomes
tragic when it fights-a limiting or unlimiting structure or formulation. Though asa
dramatic narrative, Doctor Faustus is a Christian morality play, the evolution of
Doctor Faustus as an intensely heroic protagonist begins the refashioning of the
morality play. The play is a human tragedy for not only is Faustus tragically
constituted in his boundless ambitions but, at the same time, the play questions the
effectiveness of the cultural aspirations that shape his ambitions. Resultingly, the
play provides a complex interaction between the human dimensions of the dramatic
character and the ambiguities and ambivalences of the cultural situation the character
is placed in.

37 ACT I: DOCTOR FAUSTUS : THE UNSCHOLARLY
ATTITUDE .

Much of the play-is set in motion by the chorus itself — the dramatic premise and its
ensuing implications in the narrative that Faustus in his attitude to religious and
humanist learning, his twin accomplishments, lacks authenticity and has set on an
Icareseque journey of self-destruction. As he proceeds to dismiss al! disciplines of
léarning one after another in the beginning of the play, he betrays, professedly,
ignorance rather than knowledgé.

Bartlett Giamatti sums up Faustus’ learning;

When he says Philosophy is limited, we see a man who confounds Aristotle
with Peter Ramus, a man who treats the deep questions of being and not
being and the technique of disputing well as if they were the same. When he
says medicine is limited, we see a man who confuses gold and health,
alchemy and physic, and who finds medicine wanting because it is not
miracle, a lack he will remedy by turning to magic, miracle’s parody. The
soaring language does not offer us an ennobling spectacle; rather the
opposite.

Faustus’ tragedy, Phoebe S. Spinard observes, is that of a “d ilettante” who chooses
not to choose. Faustus is merely a “dabbler in books who thinks himself an expert in
all fields of knowledge”, “a secker after surface show who will not bestir himaself to
look for the roots of things™. He is not “just a bad Christian; he is a bad humanist:.’



Where knowledge should be strength it turns out to be a weakness in Doctor Faustiis.
Knowledge is power but the desire for knowledge for the sake of power demeans

both knowledge and power. In fact, the sixteenth century witnessed a certain conflict
between the contemplative and the utilitarian ends of knowledge. The orthodox
Christian religion definitely erred in its absolutist approach to knowledge as
contemplation, driving many a scholar inio the ways of the world. Faustus, like many
Renaissance inspired scholars, betrays a utilitarian weakness for knowledge. This has
made the disintegration of humanism far more easy than that of orthodox

~ Chuistianity. “Fanstus’ plenty makes him poor” —this is the tragedy of Docror
Faustus and of his age wo.

" The subversion of knowledge Faustus intends has serious personal overtones for him.
The new aesthetic and intellectual game plan entails reformulation of his identity by
the newly felt desires and ambitions, an identity culturally so well fixed by his
learning and vocation and constituting his very being. His heterodoxy require a basic
+ transformation in his being and reformulation of his thought processes and beliefs.
But Faustus simply walks past himself, a self so entrenched in orthodoxy, and is
driven back continually to the untransformed self. Heterodoxy is easy to desire but
difficulty to cultivate and far more difficult to assimilate.

Itis clear from the beginning of the play that Faustus is tragically deficient or too
distracted for the great act of transformation he sets up for himself and for which he
is otherw ise well-equipped with his qualities of mind, temperament and training. The
profound scholar that he is, Faustus is scared that his scholarship, in its true
implications, might thwart his desires. He substitutes “conceit” for resolution and
fantasy for the hard facts of knowledge. Faustus has no response to what the Good
Angel has to say but the words of the Evil Angel are always appetizing. While he

- Tequires to “Read, read the scriptures™ as the Good Angel points out to his
unscholarly inclinations, he is easily “glutted with Conceit™ with the words of the
Evil Angel. Desire and Conceit do not generate determination. As Valdes tells him
and as Faustus repeatedly tells himself, he has to be “resolute™ but Faustus cannot
unlearn all his learning, though, at the same time, he is not able to realize his
learning. A victim of the tragic division between the contemplative and functional
needs of learning in his time, Marlowe’s Faustus has to begin his education after his
learning is over. Experience is a greater teacher than the book could ever be.
Curiously enough, Mephostophilis, the great champion of Christian heterodoxy,
begins to teach Faustus, not the virtues of religious revolt but those of the orthodox
religion — that Lucifer preceded Faustus in his revolt of “pride and insolence™ and
that hell is no land of freedom and aspirations but simply the agonizing “loss of the
enternal joys of heaven” and its “everlasting bliss™.

Act | establishes Faustus' tragedy. The subplot of Wagner, the scholars and the

clown dramatizes Faustus’s predicament in very crude terms. The clown “would give
his soul to the devil for a shoulder of Mutton" and would raise the devils effortlessly.
What Faustus aspires through his studious revolt is farcical.

2.8 ACT II: THE UNFOLDING OF FAUSTUS' TRAGEDY

Act Il unfolds Faustus’ tragedy in greater detail. The egocentric self-temptation of
Act | gives way to an agonizing conflict between the religiously constituted self and
the aberrations of its human impulses. In the opening soliloquy of Scene i, of Act 11,
Faustus defines his own tragedy

Now, Faustus, must
Thou needs be damn’d and canst thou not be sav’d.

The Tragic Drama of
Doctor Fanstus
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Despair in God, and trust in Belzebub:

Now go not backward: no, Faustus, be resolute:

Why waver’st thou? O, something soundeth in mine ears,
'Abjure this magic, turn to God again!'

Ay and Faustus will turn to God again.

To God? He loves thee not;

The god thou serv’st is thine own appetlta

Wherein is fix'd the love of Belzebub;

To him I’ll build an altar and a chruch,

And offer lukewarm blood of new born babes® (11, i, 1-15)

Faustus has damned himself through his egocentric indulgences and is beyond
repair. The incorrigible state makes Faustus despair in God, a despair that makes
him continue his self-indulgence for which the king of devils provides the fascination
and the means. Obviously, despair is not totally the resulting state of his self-
indulgences but has rather shaped his s='. pursuits. Faustus’ state of mind transcends
his mental frame and is, possibly, rooted in his particular religious persuasion. The
new protestant faith of the Elizabethans experiences a chasm between God and his
worshippers, having repudiated the intermediary role of the Holy Roman Chyrch and
its order of the saints, rituals and other processes of salvation. In the sceptical mood
about the Catholic Church’s religious practices, a faith in God and His Justness came
to be interwined with a certain despair in God. Despair reflects a fear of God and the
wapt of a satisfying or self-fulfilling experience of Him. Faustus’s despair and his
refusal to believe in his salvation, as the orthodox church would ordain him, leading
to the kind of blasphemy he makes, is closely associated, as critics like C. Lily, B.
Cambell and C.L. Barber view, with the protestant “casuistry”. The protestants
looked upon conscience as a more effective way, than the prescribed rituals, of
reaching God. Marlowe does not champion the protestant’s individual path to God,
but uses blasphemy in the Faust legend for dramatising heroic possibilities of the
Renaissance 1I,'Isp1l'ed aspirations. Significantly, Faustus does not express
faithlessness in Gody He wants to be like Him, and, as despair sets in, he only feels
that God would not love*him and wonders whether He could harm him after he has
deserted Him for the company of Mephostophilis.

As despair leads to the self-indulgent belief that divine providence as well as the
divine wrath cannot reach him, Faustus signs the pact with the devil giving away his
soul in return for his services.

However, Faustus’ pact with the devil is as self-indulgent as his rejection of divinity.,
both being subject to human vacillation. As Faustus fluttuates between despair and
repenterce, $0 does he flee from the devil, and surrender to the devil alternately
renewing his contact with the devil after every bout of repentance. The pattern of
self-willed despair and damnation becomes so intense and pervasive that in a given
moment, he feels despairingly damned and also, self-assuredly, defiant of divinity.
His “blood congeals™ when he signs the pact and feels his arm inscribed with a divine
warning — “Homofuge”, Man flee, but there is the self-assurance that his senses have
deceived him and, even if he were not deceived, he would not flee from the pact.

If divinity is unsatisfying and, thus frustrating, so is the devil unable to answer or
give every thing he asks for. If he could retain his faith in God in spite of despairing
and rejecting Him, he would stick to the devil for whatever it could give him for there
is no alternative to God and the devil; he is born and bred in the realm of God but has
chosen to live defiantly and voluptuously in the realm of the devil.

The morality structure of the play minus the morality kind of a submissive hero but
one with an individualistic conceit builds up the tragedy of Faustus. [t is not totally
Faustus’ sinful conceit that gives the particular kind of tragic agony to the play. In
his conceit, Faustus looks askance at God and convential Christianity as to why they
seek the abject surrender of man and thus degrade him particularly when man is made
in the image of God and craves to be like Him on the earth: “Be thou on earth as Jove























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































