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I .
Introduction
Ben Jonson's genius Placed him in the front rank of the
men of letters of the Jacobean Age. His most famous
contemporary, William Shakespeare, had unparalleled success
as a playwright and a profitable career as an ;ctor and

~ shareholder in the Globe Theatre. But Jonson-reached beyond

‘the world of the stage to become a familiar figure at the
court of James I as a poet, a writer of masques, and an

authofity on the classics. Today Jonson is Primarily
remembered for his great comedies; however, in his ?ﬁﬂ; the
masqueé, the epigrams and‘longer poems, and, by a select
few, even the two surviviﬁé tragedies were equally valued.
Singlehanded, Jonson used his pPosition to raise the status
of the drama to "Workes" rather than trifles. "To teach and
delight,"l the simple classical Phrase which summed up the
duty of the poet, carried great weight with Jonson, who
tended to emphasize the didactic side. To educate the
audienée or the reader, he ranged over the whole stock of
ancient learning énd sought to unite the best of the past
with the best of the Present, little as that might be.

When Jonson translates a Greek or Latin passage and
inserts it into a play or poem, he manages to transform it
into something suited to Jacobean Britain as well as to

l ~
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:ancient Rome or Athens. Although Jonson would always place
Cigero, Quintilian, Plautus, and Terence before the moderns,
the former'student of Wi%liam Camden regd Chaucer, knew the
native dramatic tradition, and attémpted a study of the
graﬁmar of the British language. For his plays, Jonson drew
on the moralities, the de casibus tragedies, and his

-

immediate Elizabethan predecessors and contemporaries. In
the process, a; with the épcients, he transforméd what he

used; nevertheless, his passages retain a definite

resemblance to thelir origins. Of all his British sources,
perhaps none is more important than Christoper Marlowe.

T.5. Eliot appears to be the first critic to draw
attention to the affinity between Jonson and Marlowe.
Writing an essay on each playwright in 1519, he makes the
argument for this relationship in both of them. Eliot
observes that each dramatist is a "conscious," "deliberate,"
and "serious" poet, but the key statement is, "Jonson is the
legitimate heir of Marlowe.“2 Later c¢ritics of each
author have quoted this comment but none has developed it
fully; instead, they offer brief comments in passing or
somewhat fuller examinations of- parts of speeches or scenes. When
Harry Levin considers Jonson and Marlowe, he points out the
importance of deception and camouflage:

Jonson unquestionably inherited
Marlowe's rhetoric of enticement;
but, whereas most of Marlowe's
characters take the proferred jewels

and delicacies at their face value,
Jonson's cheaters employ them as Barabas
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did--to ensnare and delude. Jonson
never lets us forget how selfishly and
how unnaturally they degiate from the
norms of morality. . .

Jonson scholars who have written along these lines include
Alvin Kernan, Edward B. Partridge, Philip P. Brockbank, and

. 4 i . .
David Cook. Partridge especially makes perceptive
comments on the relationship of Jonson and Marlowe:

Even as Marlowe dramatized the
glamour, the aspirations, and some
of the dangers of the Elizabethan
Age, so Jonson dramatized the
aftermath of the aspirations that
were never realized .and the glamour
that could never be more than ideal.
He saw the obscene and ludicrous
underside of the great heroes of
the past, and thought of Tamburlaine,
the world congqueror, as a Sejanus or
a Volpone whose kingdom was a bed
chamber or a council table. _
Faystus, who even in Marlowe's hands
ighered under the burden of his own
, Was never larger to Jonson
a Subtle. Mephistopheles shrank
to F ce5 and Helen of Troy to Dol

Several critics of Marlowe who have remarked upon the two

dramatists are Frank P. Wilson, J.B. Steane, A.L. Rowse,

William Leigh Godschalk, Charles G. Masinton, and Michael

Hattaway-6 Wilson offers the best general summation when
he answers Jonson'g censure of Tambu}laine in the

Discoveries:

- .« . Jonson was biting the hand
that fed him. The creator of those
monomaniacs Sejanus, Volpone, and

Sir Epicure Mammon learnt much

from Marlowe, though their raptures
are _of earth, not of fire. gut it

is trde that Jonson had less to

learn f£rom Tamburlaine than from

The Jew and Doctor Faustus, for more
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and more Marlowe's poetic ener is
gy

reiea§ed from the diction of common
life. .

Thus the critics are agreed on the existence of a \

relationship between Jonson and Marlowe, but disagree on its

éxact nature. Kernan and Brockbank compare Tamburlaine to
[ - .

\

Mammon and Volpone respectively. But there is more of
Faustus in Mammon and more of Barabas in Volpone than there
1s of Tamburlaine in either of them. Wilson says that

Jonson had less to learn fron Tamburlaine than from Doctor

Faustus and The Jew, but the statement does neot heold true

for Sejanus and Catiline, whose protagonists clearly look

back to Tamburlaine.
In "Goodness and Greatness: An Essay on the Tragedies
of Ben Jonson and George Chapman,"” G.R. Hibbard offers a

brief but perceptive analysis of the relationship between

Jonseon and Marlowe: ‘ -

It was from [Marlowe] that Jonson

learned how to write blank verse that
was hard and firm in texture, assured

in its forward march, resonant of sound,
and pregnant with meaning. But, with

his unremitting critical judgement,
Jonson always seems to have been aware
of Marlowe's tendency to self-indulgence,
which he puts to dramactic use. When
soaring rhetoric like that of Tamburlaine
issues from the mouth of Sejanus,
Volpone, Sir Epicure Mammon or Catiline,
it is a pointer to self-indulgence by

the deluded character who speaks it,

not by the author. Jonson was never
taken in by the Marlovian hero.

The "self-indulgence,” which Hibbard points out, may suit
the personality of the overreacher in question, whether it

is Tamburlaine, the Guise, or Barabas, as much as it
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indicates this tendency on Marldwe's part. In other words,

self-indulgence may be a characteristic of the Marlovian

hero asuell.'as.nﬁ{rcénson‘s overreacher. While Sejanus and
Catiline look back to Tamburlaine, Volpone has more in

common with Barabas, Sir Epicure Mammon has a greater
resemblance to Faustus. -

To my knowledge no conclusive and complete comparative
study of Jonson and Marlowe has been undertaken. To

>

concentrate on the overreacher requires that less attentign
be paid to other subjects which would be legitimately
Lncluded. Topics such as the use of blank verge (which
Mariowe perfected and Jonson often, but not always,
emploved), the differences and.likenesses in the various
theatres, indeor and outdoor, the performances themselves,
and the théory of humour formed in practice by each
playwright merif Eurlher scrutiny. Indeed, no examination

of Jonson.and Marlowe should overlook them altogether;

hdwever, only a work of inordinate length could treat them

"all.

What is first required is a definition of the

overreacher which establishes the nature of this species of

character in Jonson and Marlowe and which does not extend té
include the roughly similar figures of tﬁeir contemporaries.-
Briefly, Marlowe's overreacher is notable for his intense
personal ambition, a remarkable mastery of rhetoric (the

language of persuasion), and a dependence on fantasy -
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-

stretching from partial to verfagearly total. Drawing on

the OED, we may define fantas} as "the fact or habit of

-

. Y
deluding oneself by imaginary Perceptions or

¥

- ST N .
remlnlscenceS-“gAttendlng or reading Tamburlaine Part 1

and the rest of Marlowe's plays, Jonson‘would have
interpreted these traits as dangerous, extfeme, and
potentially-misleading for the audience. Jonson modified
the overreacher to demonstrate beyond doubt-in both comedy :
and tragedy the evils of excessive persdnal ambition,

excessive misuse of language, and excessive dependence on

fantasy. Although the differences are equally significant,

Jonson's caricatures remain true to thelr Mariovian

Predecessors.

A paragon or l'uomo singo'lare,10 Marlowe's

overreacher frequently struts near caricature. This
observation is more obviously appropriate for Barabas and
the Guise than for Faustus or Tamburlaine. But the faults in
Faustuslogic in rejecting all for magic, the chilling
reaffirmations in his conversations with Mephjistophilis, and
his comic escapades at Rome and at the Emperor's court
consbdtuée together a grim and satﬁric comment on Faustus'.
initial view of himgelf and his aspirations. As for
Tamburlaine,‘his exploits as the established King of Persia
in Part II often seem’ to be sardonic éxaggerations of his
achievements as the Scythian adventurer in Part I. 1In his

essay "Christopher Marlowe (1919)" Eliot puts his finger on

.



"this newer style of Marlowe's, this style which\secures its‘
emphasis by always peSitatiné on the edge of garicature at
the right momeﬁt." /ﬁizéf/maintains that, had he lived,
Marlowe would have continued in this direction, "toward this
intense and serious and indubitably great poetry, which,
like some great painting aﬁd sculpture, attains its effects
by-gometﬁing not unlike caric;ature."ll

Where Marlowe might have gone, Jonson went without
faltering. In comed& and tragedy the grandeur bf Jonsen's
overreachers 1is always accompanied by an unsettling sense of
the absurd. Eliot indicates in his essay on Jonion how

-

inadegquate terms such as "burlesque," "farce," "satire," and

possibly even "caricature" are in defining Jonson's "unique
v al2 . . :

world." Jonson pilerces the assertions of the Marlovian

overreacher and exposes their fallQEi%;, but in each case

simultanecusly he establishes a towerihg and unforgettable

pirer. This blend of immensitf and satiric deflation may

account for Eliot's rather cryptic comments on Jonson's

method:

it is an art of caricature, of great
caricature, like Marlowe's. It is a

great caricature, which is beautiful;.

and a great humour, which is serious.

\The 'world' of Jonson is sufficiently
large; it is ? worlé of poetic imagination;
i1t 1s sombre. 3

Writing on the same topic Aldous Huxley provides a key to -

’

Jonson's purpose:

There are times when we wonder
whether a caricature is not, )
after all, truer than a photograph;

i
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there are.others when it seems a-
stupid lie. But at all times a

caricature is disquietingi and it is
very good for most of us..i4

Taking up Marldwe's téols of hyperbole and: the "mightg
line,"_Jopson pProceeds along the same path.
' l,Marlowe's Creation

Almost every wopk'in'Marlowe's short b;t brilliant
career reéispered a tremendous impact on both the
Elizabethan and Jacobean eras. His poens d plays were
applauded, imitated, parodiéd, and contingally revived ang
reprinted. The plays' success rests largely on these
. gigantic superhuman heroes, known today as the
"overreachers." . After finding the term in George.

Puttenham's The Arfe of English Poesie, Harry.lLevin applied

it to Marlowe's heroés.15 The word is Puttenhan's
memorable English expression for the Greek device of
hfperbole. Although hvperbole suits the exuberance and
enthusiasm‘of the Elizabethan Age, Puttenhanm thought little
of the device and called it the "loud lyer" as well.l®

His description throws light og the role of hyperbole in
Marlswe and in Jonson too:

now wh€ I speake that/ which neither
I my §elfe thinke to be true, nor.
would haue any other body beleeue,
it must needs be a great dissimulation -
because I meane nothing less.e then that
I sSpeake, and this maner of~ speach is
vsed, when either we would greatly
aduaunce .or greatly abage the reputation .
of anything or person, and must be vied
very diisreetly, or els it will :zeeme
- odious,
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Putteénham thérefofe suggests that hyperbole is a weapon of
language, used for or against the reputation of others.
With Puttenham in mind, Levin provides valuable gﬁidance in
his description of Marlowe's heroes: At the other A

extreme--for Marlowe is nothing
1f not an extremist--[the first
extreme is infinity] the effect
of rarity and of unigueness is
conveyed by the generous employment

- of superlatives. It is not encugh
for his heroes and heroines to be
better than their literary proto-
types; they must be the best of
their kind; and, more than paragons,
they nust be non-pareils, beyond
conpare, resembling only the phoenix.
Typically, the lines that characterize
them commence with "The only..." and
conclude with "...the world." Creatures :
of this sort, since they are matchless,
are of necessity unrivalled. ror then,
accustomed to win, unwilling to lose,
it is Caesar or nobody. When they deign
to play the games of their fellow nen,
the stakes, are all or nothing.” Their
typical gesture is to pPose an absolute
alternative, to inpose an intransigent
choice between uncompromising extremes.i®

Marlowe;s overreacher is generally viewed as an amalgam
of extremely varied sources, inclhding classical and
contenporary, foreign angd native, dramatic and non;dramatic.
To an extent the origin of the overreacher lies in the
resources of every Renaissance playwright. Ovid and Seneca,
Machiavelli (in whatever form) and the humanists, the

morality play and The Mirror for Magistrates are nearly

ubiquitous in Renaissance drama. But few could equal
#
Marlowe's command of his materials or the characters he

Created with them. Although he lacked a university
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education, Jonson's gragp of the classics matches Marlowe's
at the least, and ﬁis knowledge of the other sources is,
usually just as impressive. In considering the precursors
of Marlowe's overreacher, we are also examining Jonson's
raw matefials.

With little hesitation Renaissance playwrights accepﬁed
Seneca as the model for style and contgnt in tragedy. The
ten tragedies, in the original Latin.and in.English versions
(occasionally expanded by the translators) served as 3 store
of imagery, mvthology, and themes for two generations of
playwrights. 1In style they took the long set speech, the
multitude of‘mythological parallels, and stichomvthia. 1In
content they chose the theme of revenge, fallen glory, and
ambition. In thought they linked the Stoicism of Seneca's
‘treatises to the heroes of his plays.

One of Seneca's most admirable Stoical characters,
Hercu}es, held a position of high prestige in-“the

Renaissance. 1In classical mythology Hercules represents the
Single succeésful pPrecedent for map's aspiration to the
status of a god.- In his study of Ehe Herculaan hero,
Eugene Waith points éut the ambiguity and the paradoxes of
this figure, characteristics which he finds reappear ip
Tamburlaine. E;sentially,Hercules' attributes are so
superhuman that they are beyond the comprehension and the

values of ordinary men. EHis wratlf as well as his virtue is

extreme and incapable of explanation. Moral energy,
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equivalent to the Greek areté or the Roman virtd, is as
important in his coﬁposition as physical courage and
prowess, but, as it is a semi-&ivine quality, its'operation
can be difficult to,inte;prek. Waith stresses the .
impdﬁ&iiig of surprise in thé freatmentg of the myth; and
the unbrédictability of Hercules' actions, arising from his
temperamént, partially acc&unts for the nystery which
surrounds him. Allegorical interpretations of Hercules'
story in the Renaissancé (adopﬁed from the Stoic
interpretations) portrayed him as. a symbol of virtue,
'regson, and righteous indignation triquhing over
temptation.19 Waith also notes that Cartari calls Hercules
a patron of eloguence along with Mercury, and maintains that
"It is, so to speak, perfectiy proper to present.a Hercul-
ean hero as orator."<’ Hercules aspired to be a god, and
by his transcendence after @eath, succeeded. His successors
inherit his pride and self-absorption, but whether any of
them is "the best of all men on earth” like Hercules is

debatable.21

In his highly favourable portrait of Tamburlaine, Waith
establishes several parallels between him and Hercules;22
however, these similarities cannot be exténded to Marlowe's
other overreachers:‘.23 Of them all only Doctor Faustus
might be termed Herculean, not for any deed or any

characteristic such as righteocus indigrnation or virtue, but

rather for the challenging aspirations expressed in his
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opening soliloquy. Jonson rarely refers dirgctly to
Hercples for his overreachér; however, when he does, the‘aim
is satirical or critical and generally intended to emphasize
the gap between the speaker and Herculés. None of his
overreachers excite admiration or Qonder, and few of their
actions can be termed paradoxical. Jonson draws on Seneca
most obviously in the two tragedies. In both Sejanus and
Catiline he inserts his o;n translati;ns of Senecan lines;
hdwever, the result in English can sound as nuch like.
Tamburlaine as Seneca.24 Jonson mastered the art of
rendering classical declarations and sententiae ints the
English idiem. |

While Seneca often makes use of mythology, the major

reference work on the subject for the Renaissance

playwrights was The Metamorphoses, Ovid's attempt a% the

epic. The majority of his séories concern metamorphosis in
the gods or in men. From Jove to Proteus the gods change
shape at will without any harm to themselves. In contrast,
men are ‘changed by the gods as a form of gift or reward or
rememérance or punishment. These changes are generally
permanent, and the conséquences, if any, are for the worsa;
Throughout, Ovid uses his sense of humour to balance the
potential melodrama of many of the legends. He is ironic
about and critical of the gods, but compassionate and gentle
25

in making fun of the errors and foibles of mankind. The

fﬁbheme of metamorphosis, followed closely by the theme of

s
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love, affords Ovid the opportunity to deal with changes in

the human heart as well as the human body. A favourite in

moraiized form in the Middle Ages, Ovid was even mere
pobular in new translations in the Renaissance. Golding's

version of The Metamorphoses appeared in 1565-67, and

somewhat later came the notable treatment by Sandys (1626).

Marlowe translated Ovid's Amores and Jonson translated an

elegy in The Poetaster. Jonson's portrayal of Ovid in that
"comicall satyre" criticizes his libertinism, but defends,
through Horace and Virgil, his special position as a poet.
The overreachers in both Jonson and Marlowe are fascinated
by the théuqht of metamorphosis. Egoists all, they are less
concerned with love. Tamburlaine or Sejanus, Barabas or
Volpone, Doctor Fa;stus or Sir Epicure Mammon, each regards
physi;al change as the means to all aspirations and the
answer to all prob;ems.

In the Elizabethan age of exploration, discovery,
nilitary victory, and financﬁal success, the possibilities
of fered by metamorphosis were omnipresent in people's minds.
One of its’sﬁapes is alcheny, a process temporarily accepted
as valid by Elizabeth I as well as her subjects. Alvin
Kernan examines alchemy in Jonson as the idea of
transformation of people as well as things,26 another way
of saying metamorphosis. But none of the characters,

Jonson's or Marlowe's, wants to change his personality. The

overreacher views magic as working on the exterior, not the
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interior of man, whereas both authors prove that, stub-~
porn as men are in resisting ix; the only alteration pos-
sible is from the insideﬂ

Another word for metamorphosis is disguise, a main-

stay of Elizabethan drama. Muriel ¢. Bradbrook defines dis-

Juise as follows:

the substitution, Overlaving or

metamorphosis of dramatic identity,

whereby one character sustains two

roles. This may involve deliberate

or involuntary masquerade, mistaken

Or concealed identity, madness or

FOsSsession.27
While a change in apparel often affects a change in the
Perscnality of the character concerned, it is rarely
what the character e.\'pected.28 Magical Netamorphosis does
happen in Elizabethan drama ("Bless thee, Bottom, bless
thee! Thou art/translated."},29 but for the overreacher
in Jonson and Marlowe metamorphosis is usually restrict-
ed to fantasy and disguise.

A British dramatic source for the overreacher is

de casibus tragedy. The "fall of princes’ tragedy was
== =a>51D0Us

popularized by Boccaccio’'s pe casibus virorum illustrorumn.

. - N - . -.'\ - - -
Wwilliam Baldwin intended %+o continue Boccaccio's wOork in

The Mirror for Magistrates (1539), to bring it up to the

present day for England, and to tell the story

94
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. chiefly of suche as
Fortune had dalyed with here in this ylande: which might be as a
myrrour for al men as well noble as others, to shewe the slyppery
deceytgﬁ of the waueryng lady, and the due rewarde of all kinde of
vices.

The Mirror for Magistrates géined great popularity and was

reprinted with addifions well into the seventeenth century.

~

Lily B., Campbell maintains that it "transferred to the poet
the accepted task of the historian;” in effect, it "taught
orthodox Tudor doctrine." Campbell continues to say that

the importance of the transfer of this function can be

"fully realized only when consideration is given to the

long line of historical plays and poems popular during the

u3l

reign of Elizabeth. In the plays based on The Mirror for

Magistrates the ambitious and unscrupulous also fall +o ruin

from the heights of power by the turn of fickle Fortune's
wheel,

Stated simply, Marlowe broke the custom of repentance
and acceptance and presented heroes who would challenge
the omnipotence of Fortune and of anvone or anvthing else;
however, only Tamburlaine successfully challenges whatever
powers exist. Jonson stays closer to the usual fo;mat in
Sejanus and Catiline, stressing the crimes and errant

~
thinking of Sejanus and Catiline through his choral commenta-
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tors. But, while the transienée.cf success on earth is
driven home, the subjects chosen by Jonson in tragedy and
by Marlowe often prevent an optimistic ending which the .
medieval confidence in the after life allowed. The future

in tragedies such as Sejanus, Catiline, Tamburlaine Part iI,

Edward II, and The Massacre at Paris is essentially bleak.

In Doctor Faustus the awareness of the loss of heaven is
balanced, if not blotted out, by the immediacy of hell.

Of the other native forms of drama, the morality play,
more than the miracle play or the interlude, can be traced
in Jonson and Marlowe. David M. Bevington has shown the
similarity in the staging of confrontations between the

morality and several of Marlowe's playvs, neotably Tamburlaine.32

Critics have compared the overreacher to several figures

in the morality play, including Everyman, the Vice and

Anti-Christ.33

During the Renaissance the study of rhetoric was part

of every schoolbov's education. Almost every playwright had
i

|

)
P
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been exposed to the countlessvdevices avai}able ;o the Roman
orators.. If rhetoric or oratory ;Ebthe~act of persuasion by

’ speaking, then all of Marlowe's overreachers are excellent
orators. But neither Cicero nor Quintilian, two of the most
esteemed authorities on the subject, would fully agree with
this definition. Each believed that the good orator first
had to be a good man3%- Altﬁough‘cicero's ornate and
involved style was displaced by the desire for a plainer and
more concise form of expression, Jonson remained his
Steadfast admirer and would have viewed few, if any, of -
Marlowe's creations_as good orators. Certainly he woulé have
considered none of his own overreachers to be eloguent (a
tern which he seems to have reserved for good men). 1In
their place Jonson would set Crites, Horace, and his own
Cicerc as exemplars of rhetoric. In his eyes they have what
the Marlovian overreacher rarely experiences, tranquillity. -
This sign of true happiness, according to Cicero and the
Stoics, is achieved thrqugh noral goodness, whose keys are
courage and self—-control.35 The new approach to the
classics in the Renaissance brought about a revision of the
system of education. Humanists ang grammarians produced
Numerous textbooks devoted to minute analysis of the texts.
While the works of Erasmus, including his exercise bocks,
became part of the curriculum, the reforms he advocated to

instil a2 joy of learning in the students were generally

ignored.
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The movement éf Christian humanism, represented in
England by Erasmus, Sir Tﬁomas More, and John Coleﬁ, helped
to make possible the creation of the overreacher. The new
approach to the classics, the intensified search for
Ranuscripts, and the many new editions and translations
provideg a wide range of material for the Elizabethan
student of the ancients, like Jonson and Marlowe. Moreover,
the idea that man could reach beyond the limitations of the
nedieval theocentric universe to greater responsibility and
achievement, while not as extensive as once imagined, was
current enough to pave the way for a Tamburlaine or a Doctor
Faustus. The aspirations of the overreacher, however, are
usually in direct contrast with the toleration, moderation,
and the common sense advocated by Erasmus. The golden mean
of Christian humanisn condemns both extremes and excess.
Perhaps more than Marlowe, Jonson shares the Christian
humanists’ respéct for the classics, their desire to
reconcile the Christian and classical traditions, ang their
devotion to accuracy. A small but significant indication of.
Jonson's bond with the humanists is the frequentyrans~
Iations of passages from Erasmus -in His plays.B&

The antithesis of Christian humanism for the
Renaissance might be considered to be "Machiavellism,ﬁ not
the actual theories of Machiavelli, bu£ rather the popular |
interpretations of them. "Machiavellism” piayed a part

equal to that of the Christian humanists, if not{ greater, in
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Elizabethan and Jacobean drama. S a name, Machiavelli was

Synonymous with atheism and evil. While The Prince .and The

Discourses were available in Italian, damning criticisms

based on prejudiced selections, such as the work of
Gentillet, were more coﬁmon. In drama the Mach}ave% becane
a stock character. With his-byword, "policy," he usually
played the schemihg villain, but he éould appear as the
disguised prince or even the virtuous satiric malcontent.
Marlowe introduced the étage Machiavel as the Prologue

and the patron of Barabas in The Jew of Malta. Whether he

ever read Machiavelli's works is a moot point. Ano;per is
whether Tapburlaine is in part Machiavellian or nof.yz At
least two'of Marlowe's protagonists, Barabas and the Duc de -
Guise, are termed Machiavellians; vet neither is completely

the cold-blooded monster porErayed by Gentillet nor the

cool-headed master of Realpolitik visualized by Machiavelli.

Marlowe gives each of them a weakness: the Guise is a
vengeful cuckold as well as a feéred assassin; Barabas'
Obsession withiﬁealth causes him to lose his poise in
anxlety about his gold. Each is remarkably successful for a
villain, but the tinge of irony is often present.

&onson's total disapproval of Machiavelli's pPrinciples
in any form makes the date of his reading of Machiavelli

less important. While Jonson mentions him in The Case is

Altered (before 1599) and also in Every Man Out of his

Humour (1599), neither allusion is developed or
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8 . . .
exploreéi‘ Jonson did read The Prince at some time

-

because he copied extracts into Timber: or, the

. .39
Discoveries. In Sejanus (1603) Machiavellian statements

and ideas arise when Sejanué and Tiberius perform their
qqestion—and—answer catechism of evil. But many of
Machiavelli's more controversial comments, frequently
distorted or taken out of context, had become commonplace.
A famous example, menticned often, is the necessity for
the ruler to be both the lion and the fox (thét is, to use
both force angd ffaud)ﬁu-‘rraces of Machiavelli occur in
some overreachers in Jonson or Marlowe; however, since any
evil or crime could be deemed Machiavellian, the term is of
little assistance in a definition. Many of the criminal
acts attributed to Machiavelli's influence had been
described elsewhere, though not advocated as a course of

action.

L J

In The Marlovian World Picture William Leigh Godschalk

lists several of the more prominent features of Marlowe's
style and comments on their effect on the audience:

There is a recurrent use of
declamation, long passages of
description or narration, and
monologues or soliloguies of
aspiration. In a specialized
form, the solilogquy becomes the
protagonist's boast to have a
peculiar control over his destiny.
To reveal struggle, there is a con-
tinuing use of the confrontation,
where one faction meets to bandy
words with another. . .

There is a feeling that the
characters are declaiming at full
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volume, not communicating with

each other. 1In fact, all of these

recurring technigues point to the 4
"loudness' of Marlowe's rhetoric,

a loudness which distances the

audience from the action, allowing
Lits members] to remain always emotionally
detached. This is a basic Marlovian
tu=.~chnique.‘*-l

Most of the foregoing comments can be legitimately applied

:to Jonson's dramatic method. Declamation and confrontation,,

in which characters shout at each other without'listehing,

are standard fare in the middle comedies and the tragedies.
Critics have noted too the emotional detachment of the
audience. Each of Jonson's overreachers proclaims. his

confidence in directing his destiny and deljvers monologues

!
of aspiration.

Godschalk's principal contention is that "Marlowe's
drama represents an inverted world, where evil has become

dominant and, in many cases, has been accepted in the plaée

of gOOd-$2 Here comedy has its pface:
* It is a world where ev1l\grows

from the ambition to attain impossible

ends. But, given the finite nature

of man, aspiration for ultimates

becomes ludicrous, even comic. We

tend to laugh at hyperbolic posturing

and frenetic declamation. Nevertheless,

this is not a totally comic world; it

is one where aspiring evil ultimately P
destroys itself, hoist with its own
petard.i3

The world turned upside down, values and all, is a frequent
experience in Jonson's plays where evil usually has the
upper hand until the very end. Jonson causes u? to laugh

more easily at such aspirations and "hyperbollc posturing.”
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Certainly his world is not “totally comic" either. From this

amalgam came Marlowe's most prominent overreachers, Tamburlaine,
Barabas, and Doctor Faustus. Although significantlv different

creatians, thev all share the characteristics commonlv associated.with
the tvpe.

For wvarious reasons, the other overreachers in Marlowe's

ga;lery,'the Duke of Guise and Mortimer, are less impressive.

Even in its damaged condition, The Massaére at Paris stands as

a play whichrmexits attention. The - aspirations expressed by tHe

Guise can egual Tamburlaine's; however, he also seems: o be

the intermediate overreacher between Tamburlaine #nd _Barabas.

The Guise 4is not as dominant and successful as Tamburlaine

)
- - >

nor is he an out and out caricature in the mould of Barabas.

Taken all in all, he has less impact than either of theh
]

upon the audience; instead, the horrors of the massacre
apd its consequences occupy the reader and likely

the viewer as well.’

Departing from hls,ﬂgpal pattern, Marlowe makes

L

the weak king the protagonist in Edward II and reduces‘the role

of the ¢vérreacher, Mortimer. The problem with Mortimer is that
he has to serve two functions: he must be the sympateetic rebel
at the start and the unscrupulous usurper at the end. Although
Mortimef surpesses Gaveston a;d Spencer‘ in aﬁbitien and

in success, he never reaches the helghts attalned by Tamburxalne.
Steane observes that Mortimer is moved by "petty annbvance” to
rebellion rather than by "moral or patriotic considerations."44'

Condemned to death by Prince Edward, Mortimer does deliver the

i+
~
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only speech in the play which is truly heroic, but he remains ‘d//
"a minor Tamburlaine in a shrunken setting."45 The verse of

Edward II also prevents Mortimer from becoming an overreacher
“in the pattern of Tamburlaine: according to Steane, the verse

is "normally +thin énd-drab" and "generally very arid.“46

Its strength lies in 1its "ﬁaturalness"47 and tough collogquial
-guality. Marlowe never hesitates to experiment with his invention,
bﬁt his most effective overreachers are Tamburlaine, Barabas, and
Doctor Faustus.

A summary of the principal stands taken-on Tamburlaine,

Barabas, and Doctor Faustus will indicate both the traits

that they share and the extent and nature. of critical disagreementf
Almost every aspect of Tamburlaine has become a topic of critical
contention. However, critics often divide themselves into two
camﬁs on one major issue; namely, whether or not Marlowe

shared the aspirations and beliefs of Tamburlaine. Critics such

as Levin, Ribner, Waith, and Bover advance the interpretation thaﬁ
Marlowe did. Accérding to this view, Tamburlaine is a

Herculean © hero who stands outside the normal values of.mankind,
bevond reproach or even understanding. C(Critics who argue ’
against this view include Godschalk, Masipton, and Cutts. 1In
their reading of the Tamburlaine plavs Marlowe criticizes

.the unrestrained ambition of his hero. Thus Tamburlaine

is neither a He%culean hero nor a superman; instead, he

becomes a Machié&ellian schemer, an Anti-Christ, or an

insatiable tyrant. Some critics, 1like Cole and D'Andrea,
;establish a position between these two extremes. Admitting

the ambiguity in Tamburlaine, Cole finds both-irony and awe

in the enigmatic portrayal.48 *
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The immense popularity of Tamburlaine prompted'a

sequel. The character in Part IT differs considerably from
the archetype‘of Part I, but in the memories of the audience
it is likely that all of Tamburlaine's wotds and deeds
merged to form one unforgettable figure. The Tamburlaine of
Part I set the pattern for numerous imitations and parcdies
and exemplifies each of the basic traits of the

'Y
overreacher. s

His limitless aspirations focus initially
on the princess, Zenocrate, and then on the crown. His
tools are the persuasive force of his soaring blank verse,
sustained by hyperbole, exotic plaze-names, ancd 2llusions from
classical mythology, and his unfounded but unshakable
self-confidence; compared to them, his "curtle-axe," proudiy
displayed (I.ii.42), is insignificant. Many of his
grandiose prophecies would be ignored as fantasy by his
listeners except that Tamburlaine makes some of then come
true. Furthermore, nothing in what he says ever suggests
that Tamburlaine does not believe every word of it, twisted
and confused as his relationship with Jove, Nature, and the
gods sometimes sounds. He accomplishes several ocn-stage
netamorphoses, from a shepherd into a warrior and a wooer,
from a warrior and a wooer into 4 conqueror worthy of both
%{ crown and Zenocrate. A more outwardly successful hero
thbn Tamburlaine in Part I would be hard to imagine and

Possibly very difficult to create.
. -
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In the sequel Marlowe does not try to surpass himself.
Tamburlaine retains his command of language, buoved as always
by hyperbole, and his unbroken string of victories, but now
he is ghe established champion meeting all challengers, not
the brash upstart whose every success is a matter of sus-
pense. Furthermore, Marlowe exposes, some cracks in the
foundation of Tamburlaine's achievements; thev are no
more than the troubles which everyone faces in life, such
as a child'é rebelliousness, a loved one's death, and one's
own death, but each comes as a great surprisé to Tambur—
laine.50 Hils reactions to these events are so excessive
that he borders on caricature: sometimes he resembles
one of the tyvrants whom he defeated in Part I, sometimes
“he appears as a grotesque exaggeration of his earlier self.
One notaﬁle difference between the +wo plavs is t¢hat

Tamburlaine no longer exercises the power of metamorphosis
-

in Part II. 1Instead Callapine makes Almeda a king in a

&
parody of Tamburlaine 's stvle. When Zenocrate dies, Tambur-

laine can néither prevent it nor cén he restore her to life.
By enca51ng her corpse in gold and carryving it with him he
svmbollcallv refuses to accept the fact of her death.
Tamburlaine then discovers that he cannot transform his
eldest son, Calyphas, into a warrior; he can only murder the

coward, as a lesson to the rest. Only in his last moments

does he realize that he too must die.
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The "fond and frivolous gestures” removed by the
printer Richard Jones from the "two tragical discourses"

Suggest that the stageé revidions of Tamburlaine Part I

and Part II contained comedy, perhaps in the form of a
comic sub-plot. Certainly comedv is a chief ingredient in

The Jew of’Malta (1589 - 90). As a Jew on the Elizabethan

stage, Barabas: would be a successor to Judas and Hefod in

the miracle plays and therefore a comic figure and a target
for sa£ire as well- as a .villain.s2 He also bears a stroné
resemblance to the Vice of the morality play. Further, Edward

Mever notes that Barabas is the prototvpe of the stage'ﬁil—

lain for the Eliaabethan plavwrights after Maz:‘lowe;:’3 Barabas

established thé character of the Jew, the "usurer, and to
some degree, the Machiavellian.

Until’he is moved to revenge, Barabas' fantasy and
aspirations focus upon his little room, w%ich he pictures
crammed with exotic wealth. As soon as Ferneze seizeé his
house and money, Barabas reacts éuickly. When he brings

about the murder of the Governorts son, Lodowick, Barabas

begins a series of complications which test his flexibility
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at dissembliﬁg. Comically but convincdingly he proves more
than equgl ﬁo them all, changing himself into a potentia;_
Christian convert, a French musician, a military advisér
to Sglim Caiymath, and the governor of Malpa. But Barabas
is- not content and seems to want to return to his room, tS
the way things were.

As the‘articulate and pragmatic merchant_and kind father
© of Abigail in Act I and part of Act II, Barabas displays
the talents of Tamburlaine in oratory, including.the knack
of hyperbole, but he becomes a total caricature, the monster
who recites a lengthy list of crimes and who can kill his own
daughtet, togetﬁer with a host of others. While the change
in BarQE}s is problably part of the play's drdmatic
strategy, Marlowe maintains the link between his villain-
hero and the audience ;hrough the soliloguy and the aside:;
in contrast, Tambﬁrlaine has only the one soliloguy on
beauty and no aside;.

Critics generally regard Doctor Faustus as Marlowe's

greatest overreacher and his tragédy as Marlowe's greatest
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play. 1In Doctor Faustus the inminence of eternity, us-

ually absent in Tamburlaine I and II and The Jew of Malta

where the present is deemed all, hangs over every move
that .Faustus makes. He is the boldest aspirer, daring
to be a god in a Christian world. Through Lucifer Faustus
acqguires the ability to transform himself inﬁo anyone or
anything on earth, except the state in which he began
(somewhat like Barabas). Whether Faustus is intended
to resemble Everyman or an exceptional man, the reasoning
of his opening monologues is faulty and sophistic. He
sacrifices everything for the fantasy of magic. Later
Faustus requires his store of classical mythoiogy to off-
set his constant and undesired recollections of Christian- .
ity. As his quest for knowledge degenerates into a series
of pranks and sight-seeing, Faustué emerges as a disquieting
_ caricature of his original ambitions. But the caricature
disappears when his time draws near and he faces the 01ld
Man and Helen. After deluding himself until his final
hours, Faustus at last permits himself £o be ruled by des-
pair. In the opinion of many his closing monologue ranks
as Marlowe's finest scene.

For a discussion of the overreacher, we should con-
- sider a passage from the B-1616 text. Although the A-1604
version is more suitable for this study, the later text

contains this evaluation of Faustus by Mephgstophilis just
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before his parting with the scholars:

Fond worldling, now his heart bloud dries with griefe;

His conscience kils it, and his labouring braine,

Begetsa world of idle fantasies, ‘

To ouer-reach the Diuell; but all in vaine, 54

His store of pleasures must be sauc'd with paine.
(B=1616.V.11.1907-11)

While critical interpretations of Doctor Faustus abound, two

basic positions emerge. The first accepts Faustus at face

3t

value. From this outlook he is an extremely learned man who
has reached the limits of education and dares to go beyond.
His decision to sell his soul for twénty—four vears of
pleasure, his struggles with himself, and his ultimate dismem-
berment by Satan, Mephistophilis, and the rest constitute
a true tragedy. The second position, and the one with which
I agree, takes a more negative view of Faustus and guestions
both his assertions and his learning. This interpretation
does not necessarily deny that Faustus slowly gains tragic
stature in the final scenes, say, from his return from his
travels to the end. It does make Faustus more human than
superhuman. In "4. The tragic £olly of Doctor Faustus,"”
Judith Weill analyzes the play along these lines. She breaks
down "his tragic history" into three stages:
At first, through learned folly, Faustus proudly
denies God. In mid-career, he becomes the
folk-heroc of Faust-boocks and popular legends,
the best actor on a great stage of fools. Finally
he reaches an intellectual understanding of the
good he once denied. Because he partly

realizessgis great loss, he rises toward tragic
stature.

.
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In the first stage Weil views Faustus as a "learned
fool" who "practises sophistical, fallacious rhetoric.® 1In
her interpretation, "Marlowe laughs contemptuously at his
hero," whose "carefully articulated nonsense" in his opening
monologues reveals his "ridiculous blindness" on.the subjects
of the soul and Hell.>®

Weil calls the second stage an "entertaining interlude”
and observes that "unless [the spectators’ are well entertain-
ed with magic 'sport' they will never understand how Faustus
can. have lost his soul for it." When she deals with the
relationship between Faustus and the clowns of the low-
comedy sub-plot, Weil lists the parallels in their experiences
(such as the episodes on metamorphosis and the theft of the
cup) and then notes a significant difference:

Differences within a general resemblance between

Faustus and the clowns retain importance. While

the clowns mimic the shallow art of magic, they

neither invert heavenly wisdom nor presume upon

deity. Their magic is a worldly means without

damnable ends, zangvrelatively harmless, and

not very exciting. |

In the last stage Weil maintains that Faustus reaches
"near-tragic stature,” but his knowledge still contains
ignorance of good and of the love of God. Almost to the end
he remains the "proud magician" trying to command the elements.
Although "Marlowe £ills the’f;st great soliloguy with an al-

most unbearable tension between the foolish heart and the

knowing intellect of this doomed scholar," Weil concludes that
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The death of Faustus should be regarded

as a tragic illusion, rather than-a tragedy.
The final tragic effect depends more upon

the deceptive Thetoric which has amplified
Faustus and upon the freedom he has hitherto =&

enjoyed ggan upon.his intrinsic worth or
stature.

Whichever view one accepts, Jonson's attitude to-

ward Faustus would be one of disapproval. In The Alchemist

he creates caricatures from Faustus' aspirations and magic.
If Faustus already has a comic aspect, he mav be closer to

a2 Jonsonian character than has been previously recognized.
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2. Imitations and Variations
Although the precise datee;for many. of -.the plays pro-

dueed during the 1580s and 1590s are impossible to detern{ine,59

ut

L]

Marlowe's plays constitute a major source for a vd&iety of

Elizabethan and Jacobear dramatlc types. This category in-
cludes the overreacher, the villain-hero, and the MachlaVel-
llan, by and large, these terms ere frequently-applied to the
same group of protagonists. Equally important is Thomas Kyd's

extremely popular and seminal work in tragedy and the revenge

play, The Spanish Tragedv. Manv ﬁlizabethan plavwrights
create'heroes who seem to be Daﬁe imitations of Tamburlaine,
such as we find in Robert Greene or George Peele.60 Better
dramatists 1nclud1ng Shakespeare, George Chapman, and John
Harston develop their own versions of the overreacheri
These three later authors appear to start from Marlowe but

proceed in a direction all their own. 1In this regard they

have les$ in common with Jonson than Marlowe does. The audience's

recollection of Marlowe's heroes increases the effectiveness of Jon-

son's sati:gu;nlhiguplayé.-A brief -examination of their more pro-

'S

minene figures may demonstrate thisestatement.
While the language and aspirations of the Marlovian

overreacher help to shape characters such as Falconbridge in

King John (1596 - 97) and Bolingbroke in Richard II (1595),

Shakespeare's most developed overreachers are the two
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aberrations of Nature, the hunchback Richard III in

Richard III (1592-93) and the bastard Edmund in King

Lear (1l605-06).

In Richard III, perhaps his most popular play,
Shakespeare depicts the salvation of England by Henry
Tudor and completes the first tetralogy; but frém start
to finish he focuses on Richard. Critics have various-
ly defined the play as tragedy, history, and comic his-

61
tory; however, each definition rests on the approach

taken to Richard. Appéaring int fourteen of tyenty-five
scenes and sPéaking almost one-third of the lines, he
dominates the work.E’2

Inhcreating Richard, Shakespeare uses ostensibly
historical accounts, such as More's, the ‘comic Vice from
the morality play, de casibus tragedy, the stage Machia?él,
Seneca, and Marlowe's overreachers. Through his first
five soliloguies (in the first three scenes) Richaré does

his best to establish a feeling of camaraderie with the

audience. For a time, his irony and keen sense of humour

screen his essential viciousness and hypocrisy. But Richard

™.
places no value on human emotions or relationships; thus,
he isolates himself in the opening scene and, at the_énd,

< .
faces the void alone. ~

As far as Marlovian aspirations are concerned, Richard

is an overreacher par excellence. Like Tamburlaine, he is




a ruthlessly effective scoﬁrge of God;™sgarcely a victim
goes to his death without calling it jus;\zzz?ibution.
The oratorical duo of Richard and Buckingham looks back-
to the teamwork of Barabas and Ithamore, and possibly

k]
ahead to that of Volpone and Mosca?3 Richaré has Barabas'
cool cynical realism and disposes of Buckingham as readi-
ly as Barabas kills Iéhamore when the servant proves faul-
ty. Like many overreachers, Richard gains his crown but
cannot stop there: .he muist eliminate the "bastards™ in
the Tower. What sets Richard apart from most overreacheré
is that he is so much more than a caricature.\ At his worst,
he is all too convincingly human. After his last fearful
nightmare a shaken Richard delivers a soliloguy in which

the nervous anxiety, the soul-searching and personal con-

demnation of the self ("Is there a murderer here? No.

6L
Yes, I am." [V.iii.184]) approach the heights reached
by Faustus in his final solilogquy. As Edmund later com-

forts himself with the thought that he was loved, Richard
despairs at the thought that "no creature loves me"'(V.iii.
200). The overreacher's egoism usually prevents such
thoughts from occurring.

In the mé&lange of comic words and savage deeds that
is Richard 111, Shakespeare takes the overreacher a step

farther than Marlowe did ang in a different direction than

Jonson would in the seventeenth century. For Shakespeare,
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Richard foreshadows Edmund, and, more lmportantly, Macbeth,
another 1solated and haunted usurper~monarch‘who dies
fighting against his cpuntrymeh.65

In the first ‘two acts of King Lear Edmund‘s declara-
tion that "I grow, I prosper" (I.1i.21), his deft manipu-. -
lation of his father, Gloucester, and his legitimate brother;
Edgar, and his’ Machlavelllan scorn for “the plague of custom"
LSLI-1i.3) and "the excellent foppery of the world" (I.i1.129)
suggest that Edmund is cast in the mould of Tamburlaine for
bravado and Barabas for oecentlon.. Among. Shakespearian
‘characters, hlS openlng speeches and deeds mark him as an overreache
ﬁoiiawing_ 'in the path ‘'of Richard IIT, but he almost pales
beside the v1llainy of Goneril, Regan, and Cornwall.ss'
Uniike most overreachers, Edmund doee not have to seduce a
beautiful ppincess.with his m%%ing words. It is not necess-
ary because both Goneril and Regan throw themselves at him.
After betravrng hls father to Lear's enemles, which, far
from suprlslng them, theyv seem to eéxpect, Edmund has little
to de. That Cornwalil, Goneril. and Regan carry out
.Gloucester's’ mutllatlon llnks the deed to Lear s humiliation;
however, 1t also leaves Edmund as an observer rather than
a partic1paﬁt. \\‘_—:

Although ﬁetamorphosis has. a strong attractron for‘ <
Edmund, he scarcely chanées at all until his repentance at

death. 1In contrast, Lea undergoes a total transformation.

-
-
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from the powerful and obstinate kipg‘to the powerless
but enlightened mén. More obviously, Edgar experiences
a series of metamorphoses in Eii;disguiseé as Tom O'Bedlam,
a4 'sane peasant, a soldiér, and Edmund's challenger.
While Edgar oﬁten expresses how his outlook on every-
thiﬁg is constantly being altered, Edmund never fully
articulates his aspiration to be king through the re-
moval “of Albany. |

Once Edgar has fled, Edmund rarely dominates the
action. At one point he even seems to be part of the
-spoils of vicE?ry,'as Goneril and Regan gquarrel over him.
Edmund ﬁreaks the bond between tEabastard son and his ‘
fathef, but Goneril and Regan destroyv the bond between
‘ the father and his legitimate child, as well as the pledge
between the subject and the king.  Edmund's attempt to

do "some good" (V.iii-243) before he dies sets his. conduct apart
from the usual copduct,oﬂ-the overréacher, but his aétual
death occurs off stage and is almost of no importance.
Albany sayé on hearing of iﬁ, “fhat's but a trifle here"
‘(V.iii.295). In his evil acts Edmund toog second place
to Goneril, Regan, and Cornwall. In death he is over—
shadowed by the good characters, Cordelia, who is already
dead, and Lear, whose dMth is imni\ner-xts

Jonson and Chapman share a didactic purpoée in

their aggfoéch to drama, but their treatments of the over-

kS

NAYL
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reacher differ significantly. While Jonson censures the
overreacher at every opportunit?, Chapman Tresponds
differently to Marlowe's éharaéter. In both his
French and Roman tragedies Chapman usually presents an
essentially svmpathetic Stoic figure, the "Senécal“ man
whq may ke Chapman's ansuer. . . to Tamburlaine,
Chapman's heroes generally derive their self-confidence,
not from fantasy, but from his concept of virtue founded
on the works of Seﬁeca, Eéictetus, and Marcus Aurelius.

In Chapman's most famous tragedy, Bussv D'Ambois

(1607), Bussy, following Tamburlaine, has a strong grasp
of aspiring rhetoric and an air of purity from his lack
of contact with aAdecadent court. He commits crimes
with no criticism, stated or implied, from his creator.
Like Tamburlaine, Bussy experiences no guilt for any-
thing he does. Marlowe provides a counterweig@t in the
growing irony of circumstances that surround his hero

and reflect on his ambition and degds, but Chapman dces
not. Chapman creates the paragon of his Stoic beliefs
in Clermont D'Ambois, Bussy's fictitious brother in

The Revenge of Bussy D'Ambois {(written 1610 or 1l611),

closely followed by Cato in_Caesar and Pompev (1612-

——

~

1613}. Neither has anvthing to say in favour of ambi-
tion or "policy”; instead, each speaks his mind, criti-

cizing the earthly powers. Free of fantasy and self-
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delusion, they are realistic, preferring suicide to the
world that they see all too clearly. Clermont”cooig
performs his act of revenge and, heQring of the Guise's
degth, realizes that to revenge him would be rebellion
against the king and so chooses to take his own life.
Refusing to live under Julius Caesar, Cato kills him-
self and graphically proves the play's theme, "only a
just man is a free man.é

0f all Chapman's tragical Theroces Bvron, in the

double play The Conspiracy and Tragedv of Charles, Duke

of Bvron (1608), comes nearest to Marlowe's overreacher
and also to self-delusion based on his estimating his pwn abilities,
As the Guise would do, if he could, Byron sets his sights

on the crown of France and would wreck *he country to \(

@

obtain it. Several of his speeches ning with Tamburlaine's
presumption and indifference +o the consequences. Even

0, Chapman's Byron retains to the last the nobility and
courage which remind us that he began as the sé%iour of
France. " At his worst the valiant andg patriotic warrior
which Byron once was is never totally effaced from the
memory of the audience. The inclusion of a positive note
in this predominantly negative portrait of aspiration

is absent from Marlowe's Guise; its presence is debatable
in Tamburlaine. There is nothing comparable to it in

Jonson's Sejanus, or Catiline, or his comic overreachers.
J
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Thinking along the lines of Stoic thegry and Stuart rule,
Chapman would have approved’ of none of Byron's pronounce-
ments, but he offers a balanced view of him all the same.

In his early dramas, such as Antonio and Mellida,

Marston left satire for an attempt at the Machiavellian.

In Antonio's Revenge Piero's ruthless schemes remind one

of the Guise and Barabas. 1In comedy Marston first saw
Jonson as a model, but his best plays do hot closely re-

semble Jonson's. Marston employs metamorphosis, but his

heroes, such as Maleveole in The Malcontent or Freewill in

The Dutch Courtesan, do not delight in the éhange noxr éo

they lose themselves in the part. They are primarliy con-
cerned with the purpose of a disguise rather than the joy
of assuming it. While Marston can make devastating use
of grimly ironic humour, his characters kKeep their eves
set on their goal in all seriousness. They are seldom
deluded about themselves or others.

Accordingly, the overreacher rarelv has the oppor -

. tunity to develop in Marston. In Antonig and Melllda the

heroes, Antonio and Andrugio, have Stoic ideals. The
villain, Piero, is usuallv too ignorant of the action
aroundhim to pose a genuine threat to them. In the sequel,

the tragedy Antonio's Revenge, Piero is a villain along

the pattern of Cambyses rather than of Tamburlaine. In

The Malcontent Malevole, the disguised duke Alto fronto,
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is kept so aware of everyone's movements that his reﬁurn
to the throne never appears' in doubt. The usurper, ﬁietro,
never develops shocking villainy or grandiose aspirations.
Perhaps the closest Marston came to creating an overreacher

is Quadratus in the comedy What You Will. Quadratus elo-

guently defends'"fantasticalness,“ Epicureanism, and the

uncdisciplined use of the'imagination, or phantasia incom-

plexa. However, Quadratus never lets his urges have full
rein. Instead he performs a double function in the play:
first as the carefree participant in the action and, se-
condly, as the critical outsider. Quadratus' serious
moments and critical comments indicate that he does not
really believe his hyperbolicalEpicurean declarations.

For all his "fantasticalness," Quadratus is a bitter and

disillusioned man without &reams Or aspiration.

3. Jonson's Overreachers

At the time of Marlowe'§ death in 1593, the Eliza-
bethan Age was at its peak of enthusiasm and optimism.
The defeat of thé Armada in 1588 was still fresh in people's
minds, and England was emerging as a major power with ex—
o

ploration anéd expansion in the Americas. The construction

©f the empire had begun. Hyperbole marked much of the
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literature, as well as other writings, but theré was a
naticna o fidencg that Englishmen could live up to
these grand assertions. By the time of Jonson's Every

Man in His His Humor . (1598), the outlook of the peovle had

changed. The uneasiness about the lack of an heir to the
ageing monarch's throne is reflected in the popularity of satire,
after an age of sonnets, and its prompt censure by the authorities.
In 1603 James VI of Scotland became James I of England in
2 remarkablly peaceful transfer of power, but Englané never
felt the same about James I as it did about Elizabeth I.
‘Although he intended to be a& good King, James I was more
fatherly than flexible with a Parliament increasingly led
by the rising Puritan middle class. For the most vart,
the authoritiés under the new king seem no stricter than
those under the old queen. The Commons wanted a greater
say in matters of foreign policy, religion and finance,
Divine right or no. 1
In literature at least, the Prevailing mood was one

of melancholy. L. C. Knights argues that this melancholy

Stermed from the overeducated unemployeé? So many scholars
had been created in Elizébéth I's optimistic reign
that positions with a future were rare by the time that

James I, with favourites of his own to remember and reward,

came to the throne. At éuch a moment the overreacher,
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whether malcontent or satirist, posed an even greater
threat to society than in Marlowe's day. One likes to
think that Jonson would have written as he did no matter
what age he lived in. Even so, the mood of the Jacobean
era promped him to censure and satirize "aspiring minds."
As é poet and coﬁrt-entertainer, Jonson was well aware of
the ubiguitous scarcity of patrons. The attitude appears
in his own Macilente, but thwarted ambition receives
rougher treatment in‘his later plays.

With Jonson being known principally for comedy
and Marlowe for tragedy, the differences in the genres
might seem to preclﬁde an analysls of the overreacher
in their works; however, several factors alter this first
impression. For one’ thing, tragedy as described by
Aristotle and then limited by the later Italian critics,
and tragedy as practised by the exuberant Elizabethans
often differ significantly. The debates on the precise
definitions of cdmedy and tragedy and tragicomedy too

continued into the reign of James I. While Marlowe's

Dido, Queen of Carthage, Tamburlaine Part II, The Massacre

at Paris, Doctor Faustus, and Edward II, may be accepted

as tragedies, it is more difficult to classify Tamburlaine

Part I and The Jew of Malta. 1In any case grimly comic

irony figures prominently in all of Marlowe's plavs, a

feature which reappears in Jonson's works, where the
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distinction betwéen comedy and tragedy is never doubtful.
Nonetheless, tragic traces do ;ccur in Jonson's cémedies,
as he admitted on occasion. For all his veneratiﬁn of
the classics, Jonson regarded them as "guides, not' com-
manders."70 It is not surprising that, in practice, the
borderlines sometimes fade even in his writing.

If we assume that Marlowe shared his overreachers'

aspirations, then Jonson created the antithesis to Marlowe's

hero and placed him in a satiric-comic-ironic setting.

On the other Hand, if we grant that Marlowe's irony can
be directed against his overreachers as well as his min-
or characters, then we mav sav that Jonson took Marlowe's
creation one step further. Marlowe satirizes Barabas
bevond doubt; there is much grim ireny at Faustus' expense;

and the ironic reversals of Tamburlaine Part II are well-

recognized.
Jonson's methods in satirizing theé overreacher re-
semble Marlowe's in satirizing his minor characters, such

as Mycetes in Tamburlaine Part I,‘or in cleverly under-

mining his ‘own overreacher. Marlowe's success depends

in part on his cémbination of action and long speeches.
In his best comedies Jonson emplovs the same formula,
incredible activity and long speeches .that can hold their

own with the action in competing for the interest of the

audience. When the action flags and the virtuous men have

v

e
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too much to say, Jonson tends to be boring. Jonson's

message is quite clewr in Cvnthia's Revels, Sedjanus,

Catiline, and The New Inn, 'but the plavs offer little

entertainment. pyith the outright knave or gull Jonson
can go on forever, dazzling the audience with images and
ideas swiftly following one another and creating castles
.in the air that seem almost believable. In part the
effectiveness of these long discourses derives from the
use of mock-Marlovian images which undercut the speaker's
intentions. However, his writing loses ‘much of its power
and appeal when Crites; Silius, or Cicero takes the Spot-
light.

Several characters in his early plays illustrate

Jonson's initial attempts at creating and controlling the

overreacher. The Case is Altered is usually accepted as
Jonson's earliest extant play. Herford and Simpson have
compared Jaques, the miser with a beautiful daughter, to
Marlowe's Barabas, among others.7I Jaques does employ
classical images which emphasize his greed; however, he
remains a minor character and the resemblance is minimal.
The comical satires indicate anson's gradual edging to-
wards a Marlovian type of character, but his panoramic |
view in these plays prevents any one éomically eccentric

and pretentious aspirer such as Bobadill, Asotus, or Sir

Fastidious Brisk from dominating the stage. Jonson had
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not vet perfected the technigque of permitting his over-
reacher a concentrated burst of speech thch establishes
his personality and goals. He later employs'this method
with Sejanus, Volpone, Sir Epicure Mammon, Catiline, ang

‘Justice’Adam Overdo, but he seems to be éxperimehting with

Ovid and Captain Tucca in The Poetaster.

Levin has noted that Marlowe'; translations of'Ovid's
elegies and Lucan's Civil War-give the overreacher an
amorous or romantic trait and an aggressive warlike trait,
respectivel;?'" In Ovid and Tucca Jonson tries to deal with
each aspect separately. Ovid is the classical exemplar
of dove, the authority on romance. Tucca is the epitome
of the braggart soldier_who is actually a coward. Though
far apart in other respects, both are overreachers and
social climbers given to unconvincing airy defenses of
themselves replete with mythology. Each denies responsi-
bility for his actions and suffers for it, running afoul of
Emperor Augustus' reverence for the gods and the truth.
Each is fairlysuyceessful, but- the test of the overreacher
as a major character in Jonson was-yet to come.

The test came in Sejanus, Jonson's earliest sur-
viving tragedy. Although Jonson had established himself
as a tragic writer in the 15908, it is likely that none
of his earlier efforts resempled Sejanus. Sejaﬁus has

the aspirations and language of Tamburlaine, but Jonson
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uses every device at his command to expose Sejanus for the
murderous, conniving, and conceited coward that he is. 1In
his desire to guide the audience along the proper channels,
Jonson unfortunatelv overloads hlS play with lengthv
commentary by his spokesmen,fArruntlus, Silius, and Lepidus.
Produced at the Globe, Sejanus failéd, pleasing only Jonson's
immediate circle of friends, but in many respects it clearly

foreshadows his comic masterpieces, /olpone and The Alchemist,

and one major antecedent is the use of the overreacher.

Volpone is the first of the series of comedies which
established Jonson as a comic genius in ‘his own time and for
o . “ .
most generations thereafter. O0f all the Elizabethan comedies

b
up to 1605, Volpone has a greater affinity with The Jew of Malta.

Jonson's Venice and Marlowe's Malta are much the same place.
-]
-Each is an island or series of islets, famous for its trade

and association with the exotic and mysterious East, and for
, .
its licentiousness, assassinations, and infatuation with \

deceit. Volpone's dark satirical humour and its treatment

of greed and hypocrisy have closeParallels in The Jew of Malta.

.In his apparent adoration_of gold as a goal, in his elevation of
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himself above others in his own mind, and in his mastery
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af intrigue, Volpone bears a striking resemblance to
Barabas; on the other hand, in his attempt to seduce Celia,
Volpone sounds like Ithamore, the slave, courting $elfémira,
the courtezan. vVolpone is a lover of deceit, a lover of
wealth, and a2 would-be lover 6f women. And in each rcle

he can efﬁortlesély declaim in Marlovian terms. Much more
subtly than with. . Sejanus, Jonson diminishes Volpone's
early grandeur to expose him as a figuré of satire and

to punish him thoroughly for his crimes.

Jonson followed Volpone with Epicoene, or The Silent

Woman, which Dryden considered to be a "perfect plav" by
"Father Ben.”?3 The play does not have a Marlovian figure
as such, but‘Morose is the antithesis of the overreacher
in many respects. Far from seeking to control the world
or to gather in its riches, Morose wants to cut himself
off from all communication and traffic with societv. His
mind is made up, and he feels no need to persuade others
that he is right. Accordingly, he never uses rhetoric.
The steriliéy of his imagination is revealed in his tirade
against Dauphine when all he can do is repeat "it knight-
~
hood.'7u'

Jonson's next work, The Alchemist, may be his greatest

comedy. 1In it he satirizes both the magic and the visions

of DoCtor Faustus. In Subtle Jonson destroys the pretensions
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of all practicers of alchemy ghd éuacks in general. But
his comic talent reaches its apex in the towering figurg
of Sir Epicure Mammon. Unlike Vblpone, Mammon is a gull
rather than a Enave, a caricature of a-fool incapable of
hurting others or of deceit. But, having acquired a know-
ledge of mythology, Mammon pushes the ambitions of the
‘overreacher to their most extreme in his mind. The delu-
sions of Mammon may be comparéd to the initial dreams of
Faustué. Faustus too is a victim who willingly deceives
himself. Like Faustus, Mammon, wants the power of a god
to satisfy his fantasy. Each is-shown to be more con-
cerned with thoughts of sensual luxury than with good
deeds for mankind; further, each distorts what learning
he has to justifv his desires. Although Faustﬁs' loss
of his soul far outweighs Mammon's loss of his gold,
Jonson drives home the danger of such agreeable fallacies
through the'total deflation of Mammon.

Following The Alchemist, Jonson produced Catiline,

his second known tragedy. Written eight vears after
Sejanus the work resembles its predecessor in several
aspects. Like Sejanus and Tamburlaine, Catiline is an
unscrupulous overreacher'of no mean ability. He is an
accomplished rhetorician, who can persuade almost any-
one to do anything and who aims at nothing less than

the total destruction of Rome. One of his principal
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of a leerlus Or a Barabas to win the day for Rome. .As

.in Marlowe's famous poem. In justiceAdam Overdo Jonson -

iﬁStead, a genial dinner host for all the fair-goers.:

49 , -
conspiratOrs, Cethegus, apes Tamburlalne w1th his bombas—
tic rant. Jonson's Clcero,.calm, virtpous, and restralned,
proves to- be the Nemesis of both the‘asplrlng Catllrne | -
and the headstrong and lmpetuous Cethegus. Nevertheless,

Cicero has to emplov Machiavellian tactics and the skill

" is the case w1th Sejanus, the Globe production of Catlllne

failed. _
The last of.Johson's great comedies, Bartholomee ) | AN
Fair, contains ‘ane of his most cbvicus references tg
Marlowe, the puppet plav's parody of Herc and Leander. ~
Jonson draws broad caricatures from hints already present -
y

creates an unusua%_blend of overreacher and legal author-
ity. Overdo is a greater "enormitv" than any'he discovers
at the fair, but his gradual process\of self-awareness
saves him from the tbtal Geflation suffered by Mammon;

Ovérdo can be purged of his grandiose ntasy of himself

-as an omniscient judge in the style ofy Jehovah to become,’

- -

'After Overdo, Jonson no longer Creates overreachers

\ >' )

%
on»the mammoth scale of a Volpone or a Mammon but the

overreacher does not’ entlrelv dlsaooe r. Instead Jonson

softens the harsh edges—of the overrea her, fewer knaves

are created and fools are usuallv redeemed.

-
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In The Divell is an Agse Jonson‘combines'situations

from Doctor Faustus, The Alchemist,‘and.VoIEone. Fabiap

Fitz-dottrell, the "Duke of Prown'd-land" (IT.év.22),
has something in common with- Mammon as the projector's
gull; however, he lacks Mammon's knowiedgehof myvthology
and unbounded imagination. An unlettered Faustus in
seagch of -his Mephistophilis, Fitz—dottrell’is unwilling—
ly served by the devil in disguise. -His relationship
with Pug is frequently humourous, but, for the most part,
undé;;loﬁed. When Pug makes a Mephistophilian revelat%on
of himself tg”his master, Fitz-dottrell, unlike Mammon
or Fauégus who would accept it without gquestion,"beats
the devil for lving.. Fitf;dottrell cannot rush on to
=~
the overreacher's usual extremes because, at the end,
he must remain the husband of the noble and'éhasﬁe Lady
Fitz-dottrell. The preservation of her.virtue ag@
Wittipol's rescue from temptation limit the scope of the

aspiring fool. \

In The Stapie of Newes Peniboy Senior, the usuref,

has the potential to rank with Mammon or Morose, but he

- . ' ad
seldom rises above the status of Jagues; he remains a
: : _ j

miser, a curmudgeon, and a minor comic target best suited/
75 *
tor the "Ieerers" (V.v.). . i

-In The New Inne Herbert Lovel beginsas a Neoplatonic

Petrarchan - Spenserian overreacher in love.®* Jonson mocks

*
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the peﬁdulum swings between joy and despair and couples
the satire with a derisive estimate of pﬁe education of
a gentIemah. Arguing with the Host in the first act,
Lovel supports his claims for love and the gentleman's
up-bringing with classical allusions, usually to the
m?ths; But, destined for Lady Frampul, he cannot remain
cdedicated ﬁo his excesses.” By the time of his dialogues,

Lovel is voicing Jonson's opinions on love and valour and
&

"ouer-daring" (4.4. 120-21).

Lovel develops into a fellow-companion of Crites

or of Compasse in The Magnetick Ladv. Here hints of the

ovérreachér appear in Sir Diaphanous Silkworm. When
Silk&orm puffs himself up, drawing on mythical ancient
heroes such as Achilles, Compasse, as the proper “orator,"
swiftly reduces all pretensions bésed on "fights imaginary"
(IIT.iii.116). Accordingly, Silkworm is never more than
a minor agent in the contest for Placentia.

In contrast to the permanent divisions in the master-

pieces, such as Volpone, The Alchemist, or Epicoene, the

- characters of the “"dotages," to use Dryden's word, are re-
united into a social bond in the last scene. This theme
of reconciliation limits the range of the overreacher who
cannot be hihself and a compatible member of society at
the same time. The closest Jonson comes.to a sustained

development of the character in the late plays occurs in
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The Sad Shepherd fragment. Aeglamour, the Shepherd, wails

and laments for his lost Eafihe in a Marlovian vein and
never thinks of investigating her death. Jonson's irony
punctures the pretentiousness_of the mythological refer-
ences and thus mocks the value.of such love. 1In the active
and practicél Robin Hood, Jonson sets the hero of native
English folklore beside the typical classical shepherd

and comesout’ in favour'of England. Aeglamour is as obstin-
ate and seif—deluded as Mammon, Volpone, Faustus, and
Ithamore. Nevertheless, Jonson haé not forgotten reconcil-
iation, as the name of the hermit, "Reuben the Renconciler,"
indicates. Unfortunately, Reuben appears only in the cast

list. If he had finished The Sad Shepherd, Jonson probably

%ould have fused the theme of the overreacherf‘excessive

and foolish in love, with the theme of reconciliation.
jonson's affinity to Marlowe can be traced from the

beginnings to the end of his dramatic career, but its ful-

lest development appears in his middle period, the time

of his greatest plays. With the exception of Epicoene,

my study deals with these works, namely, Sejanus, Volpone,

The Alchemist, Catiline, and Bartholomew Fair. The
o

Jonsonian overreacher possesses the boundless aspirations

and the skill with language characteristic of Marlowe's
figure; however, whether he appears in tragedy or comedy,

Jonson satirizes his creation more openly than Marlowe
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usually does. Jonson sharply scrutinT:Es the overreacher's

ambition and his rhetoric, and shows that both are empty

and menacing to society and to the overreacher himself.
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"Nothing but emperor":
: ‘f' Sejanus and Tamburlaine

In éejanusl Jonson éttqcked the misuse of language
on several levels. Sejanus is the ruthless overreacher with
the characteriséic‘eloquence. On a lower scale,‘Afer acts
as a foil to his rhetoric, while Macro reflects his ruth-
lessness. Neither is on a par with Sejanus, but Jon;;n
-implies that thefe is little difference between the towering
ambition and grandiose speech of a Sejanus and the methods
and goals of Afer and ﬁacro, or,  for that matter, Natta and
Satrius. As Emperor, Tiberiué exploits language in the full
knowledge of his power and his people. His oratory is the
verbose double talk of a master hypocrite. The comments of
the Germanicans often serve to instruct the audience in this
regard. In addition, Jonson supplies examples of the proper
use of emotional rhetoric in the speeches of Silius,
Arruntius, and Cordus. He maintains a balance between the
two groups usuall& at the expense of the tension and the
action; beneficially, howevef, this technique emphasizes his
disapproval of the overreacher's ideals and the reduction
of his stature to that of a social climbing spy agg‘parasite.
Occasionally Sejanus does display the talents of a
Tamburlaine, but Jonson ensures that the triumph of his per-

formance is short~-lived. After each of Sejanus' best
65

N ’ -
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»moments, the audience has to re-examine its outlook in view of

comments by the Germanicans or by Tiberius.?

While Jonson is famous for hig'igcfégzisﬁ of London in

his city comedies such as The Alchemist and Bartholomew Fair, his

Rome in the two tragedies and his Venice in Volpone are equally
authentic. The Elizabethan playwrights usually strove for
accufacy when their subject was ancient Rome. T. J.-B. Spencer
comments on the early praise for veracity accorded Shakespeare's
porprayal of the city. Although eighteenth-century editors
discovered many anachronisms, Spencer .points‘out that "The very
reason thef noticed the blunders was that they jgrred against
the pervading sense of authenticity evervwhere else in the ‘

Roman plays."  According +to Spencer, the topic which fascinated

-~
Renaissance writers and for which Imperial zjme supplied

-

the material was the "problem of the difference between a

H

benevolent monarchy and an odious tvranny, and the gradations
by which the one may merge into the .other." I? part,
Sejanus examines this subject. When he compares Shakespeare's
. Roman plays to Jonson's, Spencer comes out in favour of

Shakespeare because he finds Jonson's tragedies lack "sophisticatipn
~ There is a certain naivety about Ben Jonson's

understanding of Roman history . Of course, in a way,
there is more obvious learning about Catiline and
Sejanus than about Shakespeare's Roman plays. There
must have been a great deal of note-book work, a
great deal of mosaic work . . . . But the
defect of Jonson’'s Sejanus is lack of homogeneity
of-style and material: Jonson mixes the 'gossSip of
Suetonmius with the gloomily penetrating and
disillusioned comments on men and their motives
by Tacitus.3 -

~~
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On tH& other haﬁd, Robert Ornstein haintains that "No
other contemporary sought or achieved so aﬁthentic a reproduction
in the art of the classical world" as Jonson did.4 Jonas A. Barish
takes thé same view when he states that Sejanus "offers
something 1like an archaeological reconstruction of the epoch
it deals wiéh, and a fully worked out interpretation of
its subject, arrived at through a consideration of all

SAll the background in Jonson's

relevant evidence."
Rome therefo#e rings true, from the religious service
worshipping Fortune, with the Praecones, Tubicines,

Tibicines, énd the Flamen (v.171-2oi), to the story of

Sabinus' bod§ on thé Gemonies (IV.283-87).6

In addition to being factually correct, Jonson's Rome
in Sejanus i; a city of spies, informers, and hired assassins,
whose activi%ies are condoned and even praised as a service to
the state. fhe Senate is the toq} of Tiberius and Sejanus; led
by a public érosecutcr_like Afer; its members, guch as Haterius
and Gallus, épplaud " and hiss on cue., Virtuous nen are excluded
from importaﬁt positions. At the mos£ they can perform small tasks,
as Lepidus dbes. Any criticism of the ruprfing of the

government leads to sudden and unjust accusation, condemnation,

and punishmenk.
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From the beginning Jonson describes overreaching as

a despicable practice. It is not restricted to the exceptional
individual, such as Sejanus or'Tamburlaine; instead, it is
the common pastime of the lowest at the court. The
conversation of two respectable old men, Silius and Sabinus,
conditions the audience against such gmbition at the start
of the play. Sabinus bitﬁerly observes that he and Silius
are not "enginers" (I.4) or plotters, and continues:

We have no shift of faces, no cleft tongues,

No soft and glutinous bodies, that can stick

Like snails on painted walls; or, on our breasts

Creep up, to fall from that proud height to which

We dld by slavery, not by service, climb.

We are no guilty men, and then no great.

’ ' (T.7-12)
The aspiring courtier is compared to a snail and then a
snake, and possibly,for a Christian audience, Satan.
Corruption, crime, and fabricated "black secrets" (I.l15) make
up the order of the day. When Satrius and Natta appear,
Silius agrees with Sabinus and uses the "great Sejanus’
clients" (I.23) as examples:

. .These can lie, :

Flatter, and swear, forswear, deprave, inform,

Smile and betray; make guilty men; then beg

Tue forfeit lives, to get the livings; cut

Men's throats with whisp'rings; sell to gaping suitors

‘- The empty smoke tnat flies about the palace.
(1.27-32)
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'Satriﬁs and Natta are proteanparasites who can "change
every mood, / Habit and garb, as often as Ctheir patroa
varies" (I.34-35). 'Sabinus expands the scope of the
conversation to the "filthier flatteries" (I.43) which
affect the authorities as well as the gentry. 'The servility
of the consuls, the praetors, and the senate'are such that
Tiberius has often cried, "0h race of men, / Prepared for
servitude!" (I.S52-53). Both Sejanus and Tiberius are

firsg mentioned as thriving in this "vile"™ and "sordid"
atmosphere (I.42 and 45). Although free men are now the
slaves to the lusts of many, rather than the tyrant's
alone,!SiliuS'blames the citizens, not Tiberius (I.%?—64),
for failing to resist Se%anus' machinations. Tamburlaine
\overwhelms all his foes, but he does face a seemingly
endless number of armies, each stronger than the_

lastﬁ Sejanus.p;oceeds undefeated principally because

he is unopposed. The speed with which Natta pumps Latiaris
for the facts about Cordus (I.74-85) testifies to the 3
trustworthiness of Sabinus and Silius.

Arruntius takes up Silius' idea that Romans are
not what they were. He recalls the great defenders of the
republic, Cato, Brutus, and Cassius. 1In contrast to
"their eternal fire" (I.99), "All's but blaze, / Flashes
and smoke, wherewith we labor so- (I.100-101). To be

"Roman” is to be good, gallant, and great (I.102-103);

Arruntius argues that no present citizen can be called
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Roman. ﬁope flares up when Drusus walks by. Although',

Arruntius considers him a "riotous youth" (I.106), Sabinus
likes him "chiefly for oppo;ing to Sejanus" (I.112). Drusus
Serves as a bridge to the memory of Germanicus. Silius
'admires the prince's treatment of Germani;us' sons (I.llZﬁ
13). Arruntius and Silius launch into an eulpgy of
Germanicus, who possessed some of the "old virtue" (I.119)
at least. The personal experience of the follower, Silius,
is verified by the support of the historian, Cordus.

Sabinus corroborates Silius and corrects Cordus. Silius
says that he was "nearer to the god§ / Than men in nature"
(I.125-26); Cordus compares him to Alexander (I.139-42),
the'paragon of conqueror and emperor in the Renaissance:
Sabinus caps his friends by comparing Gérmanicus bqth to the
great Roman conguerors, Pompey apd Caesar, and to the great
republicans, Brutus and Cassius (I.149-52). This man, "the
soul of goodness" (I.154), was secretly poisoned by order of
Tiberius, who knows every "trick in state" (I.160). As

soon as poison is mentioned, Sejanus appeérs.

Thréughout the play botﬁ/;;;erius and Sejanus are
measured against this verbal pantheon of the illustrious
dead. Their success against the survivors of the GermAﬁican
party and their struggle with each other takes second place
to the larger issue of the shared responsibility of the
ruler and the ruled. Ideally the overreacher has no place

»in this relationship. If he appears, and he almost always

does, restraining him falls to the prince, not the subjects.

B
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The career of Sejanus shows how Qide the gap is between
Tiberius and the Roman people.

‘ ' lthough his aims énd his enérgy are like Taﬁbur—
lainé'é, Sejanus does not Begin with a magnificent speech
or a beold and dariegvdeed.7 Instead, as soon as he enters
he interrogates Sa&rius_a@out Eudemus in the same way that
zyatta questioned Latiaris about Cordus (I.176-95). From
tLe start, even though he is at his peak, Sejanus is
revealed to be different only in degree; not kind, from the
"minist'ring" spies he employs (I;64). The remarks by
Silius and Arrggg}us, ?Noﬁ observe the stoops, / The bendings,
and the falls" and "Most creep;ng base!” (1.175-76), are the
first of many stage directions to Sejanus' followers.
Sejanus has né shame or fear about sélling a tribune's posi-
tion. Selling offices is a cut and dried business, summed
up by the statement,‘QWell, let him bring his money, and
his name” (I.189).

After Sejanus leaves, Silius, Sabinus, and Arruntius
bring up the characteristics associated with the Marlovian
overreacher for the first time. Before Sejanﬁs has a
chance to give his outlook, their criticism and irony por-
tray the'overreacher's ruthless ambition and desire to be
an emperor or a god as signs of decay in a society. While
Arruntius talks of the "grov'ling honor" of the buyer

(1.197), Silius sarcastically attacks Sejanus:
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Sejanus can repair if Jove should ruin. -

He is the now court god, and well applied
"With sacrifice of knees, of crooks, and cringe,
He will do more than all the house of heav'n
Can for a thousand hecatombs. 'Tis he

Makes us our day or night. Hell and Elysium
Are in his look. We talk of Rhadamanth,
Furies, and firebrands, but 'tis his frown
That ig all these, . . .

(I.202-210)
The phrases reminiscent of ﬁarlowe's overreachers stress
the height which Sejanus has already attained. He *can
negate Jove, with whom Tamburlaine characteristically
equates himself (Part IT.IT.vii.12-17; IV.iv.71-72; V.ii.
389-90), but only within fhe corrupt court. According to
Silius, the overreacher is a fake, and the fawning
"sacgifice" (I.204) to him contemptible. Sejanus is the
sun, a comparison again 6ﬁten used by'Tamburlaine_(Part I.I.
11.39-40; 175-76; II.iii.22-24; IV.ii.36-40).

Not only is Sejanus the sun, savs Silius: "Hell
and Elysium / Are in his look" (I.207-208). Tamburlaine

tells Zenocrate's father the Soldan, that
N

Hell and Elysium swarm with ghosts of men
That I have sent from sundry foughten fields
To spread my fame through hell and up to' heaven. ’
- : (Part I.v.ii.402-
: 404)
Faustus boasts to Mephistophilis, "I confound hell in
Elysium” (I.iii.60).8 Tamburlaine ranges easily between
heaven and hell in his imagery. While he rarely refers to

the Furies or Rhadamanth, Theridamas, courfing Olympia,

describes him as one "By whose proud side the ugly Furies

e —mn
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run, / Hearkening when he shall bid them plague the world"
(Part II.IXI.iv.59-60). Tamburlaine's hellish "frown" or

; N : =
"look" of death is one of his ouﬁstanding features. Before
hearing him speak, Theridamas reacts to the sight of
Tamburlaine:

His looks do menace heaven and dare the gods. ™

His fiery eyes are fixed upon the earth

As if he now devised some stratagem,

Or mgant to pierce Avernus' darksome vaults

Or pull the triple-headed dog from hell.

fPart I.I1.1ii,156-
60)

Agydas stands "aghast" after Tamburlaine looks "wratﬁfully"
on him.(Part i.III.ii.69; s.d. after 65). He realizes that
the "late-felt frowns“‘and "killing frowﬁs of jealousy and
love" foreshadow his own death (Part .I.IIX.ii.85 and 91).
Tamburlaine's frown is most impressive on the third day of
a siege when it is complemented by the black tenté, black
$tandards, and black axmour. " Before he outlines thiSvp;o—§7
cedure the Soldan's Messenger refers to.

The frowning looks of fiery Tamburlaine,

That with his terror and imperious eves

Commands the hearts of his associates,

) (Part I.IV.i. 13-
15}

The disgusted Soldan supplies the allusions to "Gorgon,
prince of hell," the "devil," and "Erebus" (Part I.Iv;i-lB,
'43,46) . Tamburiaine's looks play their role in Part II as
well. Tamburlaine says to Almeda, "See'st thou not death
_ within my wrathful looks?" (III.v.119): and later, "My looks

\
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shall make [Callapine's forces] fly" (v.iii.107). Sejanus
stirs terror in the heér£ as convincingly- as Tamburlaine
does; howevé;, Sejanus triumphs in the court, not on the
battle~field, 6ver sycophants and flatterers, not kings and

soldiers.9

On the other hand, on the "adéerse part” (I.210),
Sejanus' smile of "bliss" and "nectar" (I.212) recalls
Zenocrate's attraction to Tamburlaine: "His +talk much
sweeter than the Muses' song / They sung for honor 'gainst
~ - .

Pierides" (Part I.IXI.ii.50-51). ,

The juxtaposition.of Arruntius' caustic description
of Sejanus as ﬁthe noted pathic" of the past (1.516) and
Sabinus' wry commént, "now, the second face of the whole

world” (I.217), leads to the discussion of his recent opera-

tions and of what remains for him to take. Sabinus suggests

‘that Sejanus, the "partner of the empire" (I.218), spoils

the empire like a congueror. In Rome "every dignity" is
for sale at the hands of the man "equal with Tiberius"
(I.220 and 219). Gathe:ing his forces together, like any
commander before a campaign, Sejanus can. only intend to make
war on Rome. His apility to win followers by his eloguent
language is hinted at when Sabinus says that he is "heard
to court the soldier by his name, / Woos, feasts the chief-
‘est men of action" (I.235-36). When Arruntius guestions
how Sejanus can be "anything he is, but less?" (I.243},
Silius has the answer, "Nothing but emperor” (I.244). The
Germanicans briefly sketch in the line of succgssion to

4

Tiberius, and finish in indignation at the thought that
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Sejanus might try.to remove them all (I.247-60).

Before Sejanus.has a soliloguy or even a major
appearance on stage, his character, goals, and plan of:
action have been dissected by his most exacting critics_andi
bitterest enemies. He has nothing new left to say; he has
only to confirm anvthing the Germanicans have 'said about
him to become a despicable villain whose ruin the audience
eagerly awajits. Jonson le;ves nothing to chance.h The
fascination of a Tamburlaine or a Faustus who can initially
overwhelm an audience with a vision of grandeur and glamour
is beyond’the grasp of Sejanus. Jonson sees the overreacher
as persuasive and dangerous, but never admirable or worthy
of'sympaéhy.

Sejaﬂﬁs' first move in the play} the acquisition of
Eudemus, contains parallels to Tambﬁrlaine's winniﬁg of
Theridamas. Even before Sejanus says anything, his own
, follower, Satrius, lessens his impact on the audience by
warning Eudemus, "Do but observe his humor" (I.267).
Sejanus prefers to Lé addressed as a lord (I.278). Once
styled ..: "my lord," Sejanué quickly but carefully
establishes a jovial, good-natured male'fellowship.with
Eudemus on the subject of his female patienté'(I-281—321}.
When Eudemus balks at the revelation of Livia's secfets,
Seﬁanus states Tamburlaine's credo bare of any Tlowery

rhetoric of classical mythology. Hevalso echoes what

Silius said of .him: ' (
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Sir, you can lose no honor
By trusting aught to me. The coarsest act
Done to my service I can SO reqguite,
As all the world shall 'styvle it honorable,
Your idle, virtuous definitions
Keep honor poor, and are as scorned as vain.
Those deeds breathe honor that do suck in gain.

(I.326-32)

t

In contrast to Tamburiaine,_Sejanus evidently accepts
his greatness withogﬁ.question or demonstration. If a
definition does not suit Sejanus, he will rewrite it. Like
Sejanus, -Tamburlaine deems any act done by him or in his
interest to be Honorable. His "name and honor" (Part
I.1.11.204) will spreéd'simultanebusly with the gain of
"martial spoil" of "conquered kiﬂgdoms and of cities
\sﬁézéd" (Pa¥t I.I.1i.190-91). The meaning is clear in
-
zﬁsumcasane's remark: "And kingdoms at the least we all
expecy, / Besides-the honor in assured coenquests" (Part
I.I.ii.217-18).
Tamburlaine's seductive languase éannot completely
hide the barefaced act of betrayal. Dumping the treasure

where the Persians can .see it, he says to Theridamas:

I see the folly of thy emperor.
Art thou,but captain of a thousand horse,

Forsake thy king and do but join with me,
And we will triumph over all the world.

I hold the Fates bound fast in iron chains,
And with my hand turn Fortune's wheel about.

Both we/will walk upon the lofty clifts,

Oth we will reign as consuls

o% éhe earth,
(Part I.I.ii.166-67;
171-74; 192; 196)
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Tamburlaine praises Theridamég_for beiné a good sqldiér,
a "valiant man " wWwith a "martial face and stoué aspect"
(I.1i.165 and 169). When Theridamas asks, "shall T
Prove a traitor to mé king?", Tamburlaine replies, "No,
but the trusty friend of Tambﬁrlainé“ (I.11.226). Tamburlaihe

then seals the agreement in a godlike manner:
' ‘Theridamas, my friend, take here my hand,’
Which is a& much as if 7 swore by heaven

And called ‘the gods to witness of my.vow,

” (Part I.I.ii.23l—3§)

In winning Eudemus, Sejanus employs ' a Strategy
similar fo Tamburlaine's.wiﬁhjfheridamas. ﬁfter he
-establishes his superiorit-ya as me loxd" (IC??S), Sejanu§
gréciously condescends to equality and flattery. He soon
applauds Eud@mus boEP for‘his 5kill as a physician: and for
arranging a rendezvous with Livia:

Let me gaore‘my AEsculapiusl
S hedone tshicms”

' Not barely ‘styléd, but created So. -

//l Expect things greater than™thy largest hope,

To overtake thee.._ Fortune shall be taught
To know how ill she hath deserved, thus long
To come behind thy wishes.

o (I.3553 360-65)

Sejanus takes on the manner of a god, who can‘create-friends
v ' @ !

-and manage Fortune. 9 Both Eudemus and Theridamas are
i3

a

, - \
"Won with thy words and conguered with thy Llooks" .~

J

L)
.1}
[ . ]
(I.1i.227). 'The accomplishment is similar in each case,

S : LY
- but the sigﬁkfibance'is different.

Q

. - * - £
3 v
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Eudemus is only a physician‘&hb buys a tribune's office.
e .
Theridamas is the trusted commander of a thousand cavalry.
Alone, Sejanus comments on Eudemus, but his state-
ment ironically reflects on his own association with

Tiberius: _ -

Ambition makes more trusty slaves than need.

These fellows, by the flavor of their act,

Have still the means to tempt, oftimes the power.

~ (I.366-68)

" As a manipulator, Sejanus is somewhat like Barabas, who'says.
of‘H{s "trusty Turk" (IV.i.129): "Thus every villain ambles
after Qeaith, / Although he ne'er be richer than in hope"
(III.iv..50-51). The black humour which is prominent in the

-

) relatlonshlp of Barabas and Ithamore surfaces in the
‘ dealings of Sejanus and Eudemule In spite of their plot,
both Sejanus and Eudemus appear ridiculous at times.
Sejanus reveals his contempt for Livia also when he savs,
"Prosper it, Palias, thou tha% better'st wit: / For Venus
hath the smallest share in it" (I.373-74).

In public the team of Tiberius and Sejanus_turn out
. to be émootﬁly proficient in trampling the rights of Roman
citizens while ostensibly bowing to the wishes of the
Senate. Tiberius makes the speeches; Sejanus leads the
applause. ‘Jonson takes pains to show the audience that
Tiberius is putting on an act. The emperor decries "these

fiatteries" (I.374; a2 man kneels to him); Sejanus follows

with "How like a god speaks Caesar!" (I.379). Arruntius
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promptiy observes, in an aside, "Oh, what is it proud slime
will not believe / Of his own worth" (I.381-82). As soon

as he enters, Tiberius is eéquated not with the gods but, with
_"proud slime“ (I.381). Arruntius goes on to set Cotta
stréight and describes the "confederacy" (I.385) or econ-

spiracy which Tiberius and Sejanus have formed. They are’h\“ﬂ\\

masters of deception:

'Tis your most courtly, known confederacy,

To have your private parasite redeem

What [Tiberius] in public subtlety, will. lose
To making him a name. N

(1.385-8s)
Cordus and Sabinus fall in line with Arruntius. Cordus
says, "Rarely dissembled!" and Arruntius immediately adds,
"Princelike, to the life* (I.395). Jonson is likely using
an anachronism to draw a parallel between Machiavelli and
Tiberius. Sejanus too may be regarded as a student of
Machiavelli, but he is no match fo; the emperor.

Jonson employs the same technique to undercut
Tibe;ius as he did wi?i/ }anus. Before Tiberius begins his
first major address, Siijij%;é}ivers a critique of twenty-
four lines which enshrines "our old liberty" (I.404) and
the "virtuous p;ince" (£.408) and which.proceeds to demolish
Tiberius:

But when his grace is merely but lip-good,
And that, no longer than he airs himself
Abroad in public, there to seem to shun

The strokes and stripes of flatterers, which within
Are lechery unto him, and so feed
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His brutish sense with their afflicting sound,
As, dead to virtue, he permits himself
Be carried like .a pitcher, by the ears,
To every act of vice: this is a case
Deserves our fear, . . .
(I.410-19)
Arruntius is in favour df action and hunting the "palace
rats" (I.427), but Sabinus restrains him. In doing so, he
places the responsibility (and therefore the blame) on
Tiberius: "It is not safe t'enforce a sovereign's ear. /
Princes hear well, if they at all will hear" (I.433-34).
The audience would expect a speech of superb hypo-
Crisy from Tiberius and he does not disappoint them.
Ironicélly his subject is the rejecﬁion of monuments and
temples to himself in favour of being remembered in the
hearts of his people (I.454-468; 479-90). His remarks not
only rebound on him, because his reputation is that of a
tyrant; they also criticize Sejanus and Ooverreachers in
general:
But as, t'have received [a temple] once, may deserve
The gain of pardon, so to be adored
With the continued style and note of gods,
Through all the provinces, were wild ambition,
And no less pride. Yes, ev'n Augustus’ name
Would early wvanish, should it be profaned
With such promiscuous flatteries.
(I.469-75)
The status 6f a god on earth or throughout an empire is the
goal of most 6verreachers, whether it is Faustus or

Tamburlaiqe, Sejanus or Mammon. Sabinus, Silius, andg

Arruntius have rebeatedly accused Sejanus of wild ambition
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and pride. Sejanus has already indulged in -"promiscuous

~flatteries" VI.475) with Eudemus in his pursuit of Livia.
At this point Tiberius may not realize how right he is.
. Natta and Satrius prepare for Sejanus' obsequicus reaction:
»."The oracles are ceased, / That only Caesar, with their
tongue, might speak"” (I. 503~504). Tiberius continually
denies any desire to be treated like a god; Sejanp;—then
compares him to a god; and Arruntius always exposes the
show.‘.

In the second half of his speech Tiberius apprdves'
the honour voted to Sejanus, the "great aid of Romed
(I.528), and emplovs the "hyperboles" (I.533) he earlier
refused for himself._ He finishes by stating that princes

are a race apart from other men, a commonplace accepted by

the Germanicans tand by Jonson):

-

. Nor let [men] ask the causes of our praise. _
Princes have still their grounds xeared with themselves,
Above the poor low flats of common men, :

And who will search the reasons of their acts
Must stand on equal bases.

(I.536-40)

The Germanicans will complain, but they will not revolt. As
a result, one by one, they are murdered.

Drusus agrees Qith Arruntius and the rest, instantly
earning Arruntius' approvai. He refers to Sejanus as
"th'aspirer” (I.556), calls him "Colossus" (I.564) +to his
face, and strikes him. Secondéd in voice by Arruntius, ]
Drusus draws his sword, but Sejanus will ﬁot fight and says.

nothing. Drusus vows to nail his pride to a cross and exits

.
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with the crowd. ‘Sejanus' brief so;iloquy ending the first.‘
act displays his gift for intrigue and ability to bide his
time. He can control his wild ambition, pride, "Wrath,"
and "hate" (I.579 and 578).

Having closed Act I, Sejanus opens Act II, moving
at full speéd to his revenge. He and Livia unite in
praising Budemus. Apparently she was so quickly persuaded
to betray Drusus that the scene is not wofth showing.
Sejanus directs his words towards a princess who is already
won, and too easily won to increase his stature. Tamburlaine
has to be patient with Zenocrate and ‘be the gentleman in
conduct as well as the courtier in language. Sejanus' ;p
affair with Livia rese&bles Faustus pouring his golden words
before a devil disguised as Helen, or Ithamore needlessly
glorify;ng Bellamira. Sejanus and Livia talk together like
conspirators as much as lovers. Even in seduction Sejanus
remains pragmétic. Only after herhas settled dﬁ\the way to
poison DrusG: does he celebrate Livia's qualitief. In the
.same line‘he instructs Eudemus, "Send [Lygdus] to me, I'1l1l
work him" and turns 'to Livia, "Royal lady" (II.24).

As a man actually in love might do, he maintains

that she has ¥urned him to fire, the element most congenial

to overreaching imagery. His speech, well ordered and

L
-3

goclly arranged, contains signs of Tamburlaine's intensity;
Sejanus knows the lure of being an empress as well as does
Tamburlaine. Just as Tamburlaine paints a picture of

[N

luxury surrounded by whiteness and purity for the virgin

AN\
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Zenocrate (Part.I.I.ii.87-97), so Se'janus plays upon Livia's
pride and jealousy. The diﬁference between Zenocrate and
Livia emphasizes Jonson's view that the society in which

the overreacher flourishes does not suit the "éood man, "
either as poet or orator. ’

Sejanus finds himself in somewhat the éame situation
as Tamburlaine. 1In each case the pPrincess makes the aspira-
tlions legitimate, Sejanus is only a knight, Tamburlaine is
only a shepherd. Iﬁ contrast, Livia is the wife of the
emperor's son, Drusus, and the sister of the legendary
Germanicus. Zenocrate is the Betrothed of the Prince of
Arabia and the Soldan's daﬁghter, a point which Tamburlaine
promptly uses QQ hig advantage in persuading Theridamas
(Part I.i.ii.185586). Each woman must betrav her husband
or fiancé %n favoﬁr of an unsénctioned union with an
unsérupulous upstart. = The fire whicb Sejanus attributes to
Livia is usually associated with war by Tamburlaine:

Though I have loved you long, and with that height
Of zeal and duty--like the fire, which more

It mounts, it trembles--thinking nought could add
Unto the fervor which vour eve had kindled; :

- - - - - - - - - . - - - - - - - - - - - - - -

. . . I protest :
’ Myself through-rarefied, and turned all flame
In your affection.

(IT.25-28; 31-33)
Tamburlaine often compares himself to the' sun or the
. "chiefest lamp" of heaven and earth (Iv.ii.36) or other

_ forms of fire. He
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Will send up fire to [his stars'] turning spheres

And cause the sun to borrow light of you.

My sword struck fire from his coat of steel,

Even in Bithynia, when I took this Turk,

As when a fiery exhalation,

Wrapped in the bowels of a free21ng cloud,

Fighting for passage, makes the welkin crack

‘And casts a flash of lightning to the earth.

So shall ocur swords, our lances, and our shot

Fill all the air with fiery meteors.

Then, when the sky shall wax as red as blood,

It shall be said I made it red myself,

To make me thirnk of naught but blood and war.

(Part I.IV.ii, 39-

46; 51-55)

Like Zenocrate, Livia might reasonably hope to b® an empress,
but she would never. expect an offer from such a source as
Sejanus (or Tamburlaine). Each wooer elevates his princess
to the throne pf a goddess and confidently includes himself
as a god. Sejanus moves swiftly from dividing the name of
Caesar with Livia to Livia's revenge on Augusta and
Agrippina:
Such a spirit as yours

Was not created for the idle second

To a poor flash as Drusus, but to shine

Bright as the moon among the ‘lesser lights,

And share the sov'reignty of all the world.

Then Livia triumphs in her proper sphere, .

When she and her Sejanus shall divide

The name of Caesar and Augusta's star

Be dimmed with glory of a brlghter beam;

. (IT.33-41)

If Livia is to be the moon, then Sejanus, like Tamburlaine,
will be the sun. His offer to "share the sov'reignty of
all the world" (II.37) recalls Tamburlaine's offer to

Zenocrate to "invest you empress of the East" (Part I.I.ii.

6). Tamburlaine flatters Zenocrate by saying that she .
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surpasses Juno: t N

Zenocrate, lovelier than the love of Jove,

Brighter than is the silver Rhodope, °

Fairer than whitest snow on Scythian hills,

Thy person is more worth to Tamburlaine

Than the possession of the Persian crown,

Which gracious stars have promised at my birth.

Shall all we offer to Zenocrate

And then myself to fair Zenocrate. '

(Part I.I.ii.87-92;
104-105)

For all his talk, Sejanus still must go when Tiberius calls.
Making his "rude departure," he urges the "Glorv of ladies"
to be "resolute in our plot" and gives final instruction to
the "wise physician" (II.104; 112; 106; 108). Eudemus is
left to praise Livia's beauty, something Sejénus never men-
tions. Ironically he does so while preparing new cosmetics
and continuing the discusgion of poison. He begins by
extoliing his new master. Jonson satirizes this kind of
rhetoric by making Eudemus as vocally gifted as Sejanus:
Fortunate princess! .*
How are youblest in the fruition

Of this unegualed man, this soul of Rome,
The empire's life, and voice of Caesar's world!

- - - - - - - - - - - - - - - - - - -

Sejanus, whose high name doth strike the stars,
And rings about the concave, great Sejanus,
Whose glories, style, and-titles are himself--
Thesften iterating of Sejanus.
g (IT.53-56; 98-101)

L)

Such adulation seems to make Sejanus the rival of Tambur-
laine and equal of the gods, but, spoken by Eudemus; a syco-
phant, unprincipled chemist, and pander, it has\just the

11
opposite effect. Euvdemus' praise is as damaying to Sejanus
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as Silius' criticism in the first act. Tamburlaine's tri -
of Techelles, Usumcasane, and Theridamas usually echoes the

‘Eeader_hrovidedthey do not detract from his image, he is
deteX¥mizied to.make theﬁ emperogé. His worthy opponents
such as Cosroe and.Bajazeth have something Bf his t$lent'
for oragory: hbwever, unwo;thy opponents such as Mycetes do
3ot. Cosrce and Bajazeth act as foils in increasing the
gldry of Tamburlaine.  Jonson makes what should be a gain
for Sejanus into another loss of credibility and prestige.

, Eudemus uses cosmetics to try to make Livia beauti-

{
1 -
ful in order to deceive Sejanus. In different ways she is

~

~
false\Eg\her husband and to Séjanus. For his part,

QG

Eudemus’ praife is as superfigial as his make—ﬁp. He mixes

-

\\\Eefezéﬁces to Sejanus with his advice on the "fucus" and
unites the two by inferring that the "study" of cosmetics f~£;
will "preserve” the love of so rare a man as Sejands
(X1.60; 76).- Ag Eudeéus' commendation is hollow, Johson‘
may be suggesting that Sejaﬁus is anything but "a mén, that.
comes not eQery hour / To greet the world" (II.77-78).

After Eudemus and Livia leave, Sejanus exposes his
. »

feelfngs in soliloquy. His view of himself as one of a kind
is the key-stone of the speech. He will have a “perfect!
revenge (II.1l40); Drusus will learh "what kind of man"
(II.146) he has annoyéd; finally Sejanus calls on his soul
to confront Jove (II.160-62). The bombastic rather than
daring tone suggests the fallacies inhérent in this line'of.

reasoning.
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: \
. The brevity of the speech increages 1

intensity.

emotional peak. Instead, Sejanus is agitated _from ‘the
start and too sure of success; thus he makes a reckless pro
position:

If this be not revenge, when I have done

And made it perfect, let Egyptian- slaves,

Parthlans, and barefoot Hebrews brand my face,

And print my body full of injuries.
(II.139—42)

Tamburlaine's confidence seldom allows the thought of any
injury to himself; he is hardest hitlby Calyphas, the
"traitor to my name and majesty" (PaIE~Ei\IV 1i.15) who is
the "Image of sloth and picture of a slave, / The obloquv
and scorn of my renown!" (Part IT.IV.ii.16-17). Sejanus is
determined to wreak vengeance on Tiberius' son, "Chlld
Drusus” (II 143), but Drusus was already on the,ilst {I.580-
81). Tamburlaine likely.uses his emotional language to
overwhelm any object;ons to his murder of Calyphas. He
refuses to hear any entreaty, and even callsthis three brave
and faithful followers "ye base, unworthy soldiers!" (Part
&I:Iv.ii.24) fot even'thinfing of mercy. Tamburlaine
prev1ously threatened Calyphas when Calyphas was apathetlc
to his father s code of blood and war (Part II.I.iv.102- -104) .
ft remaln unquestioned emperor, Tamburlaine cannot permit
disapproval from any source, even from a prince and his own
son. In contrast to the rhetoric emploved by both Tamburlalne

and his enemies, Calyphas relies on dry wit and indifference

,ﬂ7 : 5553
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to belittle the honour and virtue of war. Tamburlaine
marshals all h§s speak;hg skills, including references to
Jove.and Mahomet,'to rid himself permanently of this menace.
Even though his heart ish"Wouﬂdea with sh;ﬁe ahd killed with
diéc0ntent" (Part II.IV.ii.19) he cannot ignore disobedience.
As an adult male heir, son of the e§beror, Drﬁsus is the
_greatest obstacle between Sejanus and the throne, apart from

Tiberius. Thinking of Drusus, Sejanus boasts®of "The power

I had to crush thee into air" (II.145) and continues:

Thy follies™now all taste what kind of man
They have pro ed, and this\ thy father's house .
-Crack in the flame of my inceysed rage, {
. Whose fury shall admit no shafe or mean.
(II.léﬁ-49)

-

Tamburlaine elaborates on the difference between himself and-
-+ Calyphas. Immediately before stabbing Calvphas, he declares

that his

. - .-matter is the flesh of Tamburlaine,
* Whenézi an ingerporeal spgrit moves,
Made-pf the mould where of thyself consists, [Jove]
Whileti makes me valiant, proud, ambitidus,
Rea to levy power against thy throne,
(Part I1.IV.ii.
38-42)

L

After stabbing Calyphas,/famburlaine describes his son's
- 3,

L4
soul as N

-

Created of the massy dregs of earth, 5
The scum and tartar of the elements,
" Wherein was neither courage, strength, or wit,
But folly, sloth, and damned idleness,
‘ ({Part II.IV.ii.
- ‘ 48-51)
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offense as adultery to effect his vengeance:

Adultery? It is the lightest ill N
I will commit. A race of wicked acts.
Shall flow out of my anger, and o'erspread
The world's wide face, which no posterity
Shall e'er approve, nor vet Keep silent--things
That for their cunning, close and cruel mark,
Thy father would wish his, and shall, perhaps
Carry the empty name, but we the prize.

\ _ (II.150;57)

~

The thought of his world-famous "race of wicked acts"
pleases Sejanus, but he has to-admiﬁ that Tiberius will pro-
bably get thé credit for them. Témburlaine's concern £f£or
his fame during and after his life is obsessive. As the
"scourge of God," he boasts that

The ages that shall talk of Tamburlaine,

Even from this day to Plato's wondrous vear,
Shall talk how I have handled Bajazeth.

(Part I.IV.1i.95-97)
He is proud thét two of his sons wish to succeed him as "the
scourge and terror of the world" (Part II.I.iv.60). Having
murdered Cafyphas, Tamburlaine delivers a long justification
of ﬂis deeds. Th%/instrument of a nameless, faceless God
that is not-Chfiéﬁ, Jove, or Mahomet, Tamburlaine declares

T N

that he is enjoined

TO scourge the pride of such as heaven abhors;

Nor am I made arch-monarch of the world,

Crowned and invested by the hand of Jove, <
‘For deeds of bounty or nobility;
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But since I exercise a greater name,
The scourge of God and terror of the world,
I must apply myself to.fit those terms,
In war, in’'blood, in death, in cruelty,
And plague such peasants as resist in me
The power of heaven's eternal majesty.
. (Fart II.IV.ii.
74-83) ;

w4

Through his lengthy descriptions of what he is'and what he

" will do, Tamburlaine creates and sustains his magnetism for
his followers and for the audience. Sejanus does nét get
that opportunityv. The only crime he names is adultery, the
one he would forget if he could. Just as he might expand on
his assault-of yﬁgFSBHET Jonson cuts him off with the
entrance o%\ILbérius. He sketches in.the familiar figure of
the cunning and cruel "aspirer" (I.556) intent on gaining
fame and ﬁhe wogld; however, he denies Sefanus'the chénce to\\
dazzle the audience with rhetoriec. Sejanus has no sooner

-

started his challenge to the gods than he is stopped:

On, then, my soul, and start not in thy course.

Though heav'n drop Sulphur and hell belch out fire,

Laugh at the idle terrors. Tell proud Jove,

Between his power and thine there is no odds,

'Twas only fear first in the world made gods.

(I1.158-62)

Tamburlaine repeatedly scorns the fimitations of heaven and
hell, and braves and berates Jove. To instill awe in his
listeners, he reguires the long speech which crushes most
objection like a steam-roller. When he sends CalypHas'

"fainting soul” (Part IT1.IV.ii.36) back to. Jove, he exclaims

that his own "incorporeal spirit" (Part II.IV.i.79) prompts
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him to attack Jove

That I might move the turning spheres of heaven
For earth and all this airy region i
Cannot contain the state of Tamburlaine.
i : (Part II.IV.ii,43-

45)

-
”
4

Tamburlaine uses this rhetoric to keep his troops and his
prisoners in line and murders Calyphas with no résisténce
from his followers. Without interruption he continues to

mock Jove and finishes with a word for his roval captives:

Thou [Jove] hast procured a greater enemy

Than he that darted mountains at thy head,

Shaking the burden mighty Atlas bears,

Whereat thou trembling hidd'st thee in the air, .

Clothed with a ‘pitchy cloud for being seen.

And now, ve cankered curs of Asia, '

That will not see the strength of Tamburlaine,

Although it shine as brightly as the sun,

Now you shall feel the strength of ‘Tamburlaine, .

- \ (Part II.IV.ii.$2-

60)

After his arrogant bogst about Jove, Sejanus must

quickly dissemble and address Tiberiqplas "dread Caesar"
(I1.163). Tiberius-takes ?ntirely the wrong neaning becauyse
he hears only the last words: "When the master prince / Of
all the world, Sejanus, saith he fears, / Is it not fatal>" (1.
165-67) . JThis confradictqry reaction offsets whatever
force Sejanus' Speech has. "

In their dialogue Tiberius plays the devil's advo-
cate fq test the loyalty of his "comfort" (II.1g5). Sejanus

matches him point for point as he argues for the theory of

"policy and state” (II.171), ©or, as Marlowe's Machiavel
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doing so he unwittingly reveals his own ambitions. His
advice would suit an overreacher such as Tamburlaine as much

as a legitimate emperor like Tiberius: .

. All for a crown.
The prince who shames a tyrant's name to bear,
Shall never dare do anvthing but fear.
All the command of Scepters quite doth perish
If it begin religious thoughts to cherish.
Whole empires fall, swaved by those nice respects.
It is the license of dark deeds protects
Ev'n states most hated, . . . '

(I1.177-84)

Tamburlaine's rejection of "deeds of bounty or nebility”
(Part II.IV.ii.77) and defence of "these terrors and these
tyrannies" "(Part II.IV.ii.71) have their counterparts in
Sejanus' disdain for "nice respects" and justification by
"the license of dark deeds" (II.182-83). Sejanus and
Tamburlaine also share the Preoccupation with the possession
of a crown. Témburlaine's fascination is sparked by
Theridamas:

A god is not so glorious as a king.

"I think the pleasure they enjoy in heaven

Can not compare with kingly joys in earth:

To wear a crown enchased with pearl and gold,

Whose virtues carry with it life and death;

To ask and have, command and be obeyed;

When looks breed love, with looks.to gain the prize,
Such power attractive shines in princes’ eves,

(Part I.II.v.57-64)
Both Sejanus and Tamburlaine believe that a crown makes its
owner a god on earth who can "ask and have, command and be

obeyed" (Part I.II.v.62).
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Submitting his accusations against Agrippina, her

sens, and the Germanicans, Sejanus actually cendemns his

own attitude and tactics. He makes a devastating attack on

the

- - . puffy hopes of [Agrippina's] aspiring sons:

Who, with these hourly ticklings, grow so pleased

And wantonly conceited of themselves,

As now they stick not to believe they're such

As these do give 'em out; and would be thought

More than competitors, immediate heirs.

Whilst to their thirst of rule they win the rout

That's still the friend of novelty, with hope

Of future freedom, which on every change

That ‘greedily, though emptily, expects.,
(IT.229-38)

. Sejanus courts the "rout" like Eudemus, Satrius, and Natta,

who supply "windy praise" (IT.228).

Tiberius is no one's fool. His brief and guick
reaction to the mention of Germanicus' murder proves that,
while Sejanus does most of the talking, Tiberius does not
miss a word: "The act's not known" (II.194). Given carte
blanche, Sejanus sets Posthumus on Augusta. His instruc-
tions to hi3 agent show that he can direct intrigue and that
he does not tell Caesar everything (II.363-7s5). Sejanus
Plans to use Tiberius to make a road to the crown; Tiberius
knows that Sejanus. is carrying out measures he endorsed. In
his schemes and his agents Sejanus is similar to the Duke
- of Guise. Jonson's Rome and Marlowe's Paris are both

capitals of an empire or a kingdem turned into a police state

by the overreacher. Aas Sejanus intends to use Tiberius, the
0 .
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Guise uses Charles IX. Sejanus says:

.+ - . This have I made my rule,
To thrust Tiberius into tyranny, .
! And make him toil to turn aside those blocks
= Which I alone could not remove with safety. :
‘ (II1.390-93)

Like Tiberius, Charles IX indulges his taste for sensuality

and seems to be the perfect tool for an overreacher:

The gentle king, whose pleasure uncontrolled
Weakeneth his bodv and will waste his realm
If I repair not what he ruinates,
Him, as a child, I daily win with words,
So that for proof he barely bears the name.
I execute, and he sustains the blame.
{11.70-75)

The Guise associates his ambition with fire, uses religion

for his political ends, and aims at a crown:

Now, Guise, begins those deep-engendered thoughts
To burst abroad those never-dving flames
Which cannot be extinguished but by blood.

For [tﬁe diadem] hath heaven engendered me of earth;

For this, this earth sustains my body's weight,

And with this weight I'11l counterpoise a crown,

Or with seditions weary all the world;

My policy hath framed religion.

Religion! O Diabole!

Fie, I am ashamed, however that I seemn,

To think a word of such a simple sound

Of so great a matter should be made the ground.

' (11.34-36; 56-59;
< 65-69)

Like Sejanus, the Guise has a number of heirs to remove:
"But first let's follow those in France / That hinder our

possession to the crown" (1i.98-99). The Protestants, like

the Germanicans, know their enemy, are helpless against him,
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and are murdered one after the other. As Sejanus uses the
threat of civil war to push Tiberius into false arrests
and unjust trial (II.369-70), the Guise urges "your
country's good"” (ii.19) to Charles IX to excuse the massacre.

Pricr to the interview with Tiberius, Sejanus called
on his "soul" to defy Jove (II.158-60). After it he appeals
to his "art" to bring down "Caesar" (II1.399-402):

Work then, my art, on Caesar's fears, as.they

On those thev fear, till all my lets be clear'd.

And he in ruins of his house, and hate

Of all his subjects, bury his own state;

When, with my peace and safety, I will rise,

By making him the public sacrifice.

(I1.399-404)

Sejanus' target changes from Jove to Caesar, from reliance
on his "soul" to dependence on his "art." Even though the
goal remains the same, he loses stature by his choice of
language.

While Sejanus' "beagles" prowl about Agrippina's
house (I1.410-11}, Arruntius furnishes a sarcastic character
sketch of Afer. The bitterness may strike the reader as
exaggerated, but it‘proves‘the authenticity of Arruntius'
(and Jonson's) concern about the abuse of rhetoric. The
description applies not only-to Afer's oratory but also to
the styles of Tiberius and the overreacher:

Aye, there's a man, Afer the orator!
One that hath phrases, figures, and fine flow'rs
To strew his rhetoric with, and doth make haste

To get him note or name by any offer
Where blood or gain be objects; steeps his words,



When he would kill, in artificial tears--

The crocodile of Tiber! Him I love;

That man is mine. He hath my heart and voice,
When I would curse: he, he!

(IT1.418-26)

Sejanus demonstrates his talent for phrases and figures in
discussing current affairs with Tiberius. He then gives
Posthumus a lesson on how to talk to Augusté:

Caesar is too! secure; he must be told;

And best he'll take it from a mother's tongue.

Alas, what is't for us to sound, t'explore,

To watch, oppose, plet, practice, or prevent,

If he, for whom it is so strongly labored,

Shall, out of greatness and free spirit, be

. X . 5 , .

Supinely negligents: (II.363-69)
Sejanus closes with "You can best eniarge it / As vyou £ind
audience" (II1.374-75).°

The accuracy of Sejanus; analyvsis of the political
situation is proved by the conversation between Silius and
Agrippina (II1.428-500). As Sejanus observes (II1.285-95),
Silius is indeed his most dangerous critic. The former
general sees through the assassination of Drusus and warns
that Sejanus "hath plots on all. / No tree that stops his
prospect but must fall" (II.493%-500).

In Act IIT the carefully erchestrated disposal of
Germanicus' sons, Silius, and Cordus, goes off without a
hitch. Even so, the legally sanctioned miscarriage of jus-
tice does not escape the comments of Arruntius or Sabinus.

Moreover, Silius and Cordus exemplify in their defences the

proper use of language. The collusion of Afer and Varro



97

édded to_the adﬁantage of surprise and the blanket-charge“
of treason-ensure that the outcoﬁe is never in doubt.
Tiﬁerius catches thé Senate off guard by attending SO soon
after Drusus' death. He lulls his listeners with his care
for Drusus Junior aﬁd Nero to prepare for the accusations
against Silius. In presenting this corrupt government,
Jonson chooses to create a sense of the inévitable instead
‘of a mood of suspense. Sejanus' orders to Varro and Afer
(IIX.1-12) and the perceptive remarks of Arruntius and
Sabinus (IIZ.112-24) underline the impossibility of
acguittal. To bercharged is to be sentenced. Despite the
hopelessness of their situation, both Silius and Cordus
stand up to the indictment. Each provides a strong contrést
to the overreacher.

Silius is an old soldier, a retired general who
fought under Germanicus and who won victories. He is
genuine in contrast to Sejanus, a "pseudo-Tamburlaine," and
to Tamburlaine who has never suffered a wound ané whose |
strategy is straight from the tgxtbook.12 Silius has noﬁe
of the grandiosity of Tamburlaine. His blunt manner combines
with an accurate-assessment of his plight. He blames
Tiberius, not the gods:

. 0, you egqual gods,
Whose justice not a world of wolf-turned men
Shall make me to accuse, howe'er provoked,
Have I for this so oft engaged myself?

Stood in the heat and fervor of a fight,
When Phoebus sooner hath forspok the day
Than T the field, against the blue-eyed Gauls,

And crisp2d Germans?
. (ITI.250-57)
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Afer immediately treats this defence as if it were an
"intemperate vaunt" from a raging Tamburlaine and is backed

at once by the."minion" Sejanus and the "servile" Senate
' (IIX.272,243,329). The audience is guideci Sy Arruntius'
scornful praise of the professional mouthpiece: "Well-
worded, and most liKe an orator" (ITI.284). Genuine admira-
tion for SiliuS'foilows; Arruntius calls him an "Excellent
Romanh and Sabinus says, "He doth answer stoutly" (III.286).
In his defence Silius turns the tables .on Tiberius>» He
exposes and condemns the emperor's devious crimes so that,
in effect, Tiberiﬁs ié placed on trial and found guilty. By
committing suicide, Silius dies in the tradition of noble
Romans such as Brutus and Cassius. /f ‘
) The censure against Cordus the historian’is that he
honoured historical figures such as Brutus at the expense
of the current fulers. Siliu%' straightforward denunciation
of Tiberius and his "slaves" (III.309) is verified by their
determination to silence Cordus and any reminder of Rome's
great past. Analogies between pPlays and current political
events were often made in Jonson's day. Sejanus in its
orlginal form may have been among the plays accused of libel
or sedition. Aécordingly, Cordus 1s given full rein to

state the case for history and literature in general.
Arruntius and Sabinus persist in praising him and castigating
Tiberius in asides. Both Silius and Cordus deliver spirited

and well-organized arguments. All told, each statement

equals or surpasses in length most of the speeches by
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Sejanus.
The trial is the firstpublic action carried out by either
side. On the surface Sejanus and Tiberius triumph easily.
At this point, encouraged by Tiberius' satisfaction at the
success of the "business" (III1.488), Sejanus goes too far
ané asks for Livia jn marriage. Taken by surprise, Tiberius
recovers quickly. He says that he would condone an affair,
but he canndot permit a. legal connection between his favourite
and the throﬁe. Before he leaves, Tiberius is reassuring:
Believe, our loved Sejanus, we not know
That height in blood or honor, which thy virtue
And mind to us may not aspire with merit.
And this we'll publlsh on all watched occasion
The Senate or the people shall present. :
(IIT1.572-76)
Confident of his position and his control, Sejanus
forgets Tiberius' self-centered motto, "When I am dead, let

fire overwhelm the earth" (translated from the Greek, II.

330). Sejanus lets himself go with an enthusiastic

Marlovian soliloguy: (/)
' Dull, heavy Caesar!.

Would'st thou tell me thv favors were made crimes?
And that my fortunes were esteemed thy faults?
That thou, for me, wert hated? And not think

I would with wingéd haste prevent that change,
When thou might'st win_.all to thyself again

By forfeiture of me? Did those fond words

Fly swifter from thy lips than this my brain,
This sparkling forge, created me.an armor
T'encounter chance and thee?

(III1.586-95)

Sejanus underestimates Tiberius and overvalues himself. His

unfounded vanity resembles the attitude of the Guise
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So; B
Now sues the king for favor to the Guise, -
And all his minions stoop when I command.
Why, this 'tis'to have an army in the field.
Now by the holy sacrament I swear, '
As ancient Romans o'er theéir captive lords,
So will I triumph o'er this wanton king
. And he shall follow my proud chariot's wheels.
(xx.47-54)

Both Sejanus and the Guise rely on the ruler's known taste
for sensuality. Sejanus savs, "Sleep, / Voluptuous Caesar"
and wishes that Tiberius will be "awake but to thy lusts”
(IIT.599, 601). The Guise scorns Hénry III for his "minions"
and tells him to "Dote 8? them yourself!" (xvi.2l). Soon

after, he arranges Mugercun's murder. The contempt felt by

each overreacher for his prince's tendency to debauchery

‘partly accounts for the failure to perceive the dissembling

of both Tiberius and Henry III.13 The disdain is augmented
by the equality which each overreacher has enjoved with his
prince. Tiberius and Sejanus have worked hand in hand
until now. The Guise led the massacre when Henry III, then
the Duke of Anjou, was a helper. At this crucial moment
both Sejanus and the Guise are mastered by their own conceit.
Sejanus looks forward to his power with Tiberius safely out
of the way:

And these that hate me now, wanting access

To him, will make their envv none or less.

For when they see me arbiter of all,

They must observe, or else with Caesar fall.
' (ITI.619-22)
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The Guise too expects to gain ascendancy over Henry'III
with ease:

Now do I but begin to look about,

And all my former time was spent in vain.

Hold, sword, .

For in thee is the Duke of Guise's hope.

(xx.55-58)
The ruler's reaction is swift and decisive in each

case. Sejanus has no sooner finished his longest soliloquy
than Tiberius appears to bring Macro into play. Sejanus'
assumptions crumble in the face of Tiberius' penetrating
analysis of the "ascender”:

But 'tis the favorite hath the power to strike.

And fury ever boils more high and strong,

Heat' with ambition, than revenge of wrong.

'Tis then a part of supreme skill, to grace

No man too much, but hold a certain space -

Between the ascender's rise and thine own flat,

Lest, when _all rounds be reached, his aim be that.

. (IIT.640-46)
Tiberius does not consider Sejanus a remarkable man. He
believes that Sejanus must be countered by a similar
"poison" (III.654). The introduction of Macro emphasizes
how common Sejanus is. Tiberius has no difficulty finding
a replacement who soon reveals that he is as ruthless and
dedicated to his own advancement as Sejanus.
With Tiberius in Capreae, one would expect Sejanus

to dominate the stage. The opposite is true. Act IV is

-glven over to the reactions of the Germanicans. Jonson

removes the possibility of Sejanus following his soliloguy
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with an impressive display of sovereignty and rhetoric.
Instead, -Sejanus appears to work effectively behind the
scenes. Through his agents and §o}diers, he has Sabinus
killed for treason, Drusus Junior placed under arrest within
the palace, and Nero and Agrippina impriéoned on islands
outside Italy. 'The rescue of Tiberius at Spelunca strengthens
Sejanus' position, but the series of conflicting letters
from the emperor leaves the issue in suspense until the

last act. Sabinus ouélines Sejanus' diabolical methods of
arousing ambition in Nero and Drusus Junior (IV.192-215);: on
stage, however, Macro skilfully persuades Caligula to join
Tiberius and proves as adept at the ta;k as Sejanus (IV.233-
58) .

Balancing the efforts of Sejanus' agents and Macro
sustains the tense'And uncertain atmosphere of the police
'state,.but the two remaining virtuous men, Arruntius angd
Lepidus, are neither frightened nor -reluctant to speak out.
Their pigrcing comments seriously diminish the image of
Sejanus aé a magnificent and daring "Colossus" (I.564).
Alone, Arruntius caustically takes heaven to task for its
sluggishness in the face of "impiety" (IV.262). Heaven is

Patient, while vice doth make an antic face

At thy dread power, and blow dust and smoke

Into thy nostrils? Jove, will nothing wake thee?
Must vile Sejanus pull thee by the beard

Ere thou wilt open thy black-lidded eye,

And look him dead? Well, snore on, dreaming gods,
And let this last of that proud giant race

Heave mountain upon mountain 'gainst your state.
(IV.264-71)
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Arruntius uses the overreacher's diction and mythological
imagery to describe Sejanus. Far from admiring such a man,
Arruntius gives him credit for nothing and, instead,

i . , . o
expresses disgust at the complacent gods who permit Sejanus
to exist. As Tamburlaine so often does, Sejanus is
challengin§ Jove; according to Arruntius, however, he never
threatens the god. Jove has only to open an eve and "look
him dead" (IV.268). The overreacher is a nuisance, a beard
puller, not a deity on earth. Arruntius compares Sejanus
to the giants who-revolted against Jove, an ideal image for
the ambitious man; yet the tone of "Well, snore on, dreaming
gods” (IV.269) is one of resignation, not of fear for him-
self or the gods. When Tamburlaine makes his "jest to win
the Persian crown" (Part I.II.v.98), Cosroe is both surprised
and alarmed:

What means this devilish shepherd to aspire

With such a2 giantly presumpticn,

To cast up hills against the face of heaven,

And dare the force of angry Jupiter?

(Part I.II.vi.1l-4)

After killing Calyphas, Tamburlaine declares that he is
Jove's enemy for "sending to my issue such a soul" (Part II.
Iv.11.47):

Thou hast procured a greater enemy

Then he that darted mountains at thy head,

Shaking the burden mighty Atlas bears,

Whereat thou trembling hidd'st thee in the air,

Clothed with a pitchy cloud for being seen. 14

(Part II.IV.ii.52-
56)
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Arruntius uses the Marlovian image, but his Jove ‘has no need
' .

= "~
- - -~

to hide frem Sejanuys.
3/‘5\/

Wheh Arruntius meets Lepidus on the street, they
debate the choice between adtion and fortitude under an
unjust prince. Although Arruntius usually acts as Jonson's

spokesman, Lep}dus, a calm Senator who manages to work

‘\-

within the system, wins the arguments. He has no "arts" for

survival (Iv.293),

None gput the plain and passive fortitude

To suffer and be silent; never stretch

These arms against the torrent; live at hone,

With my own thoughts and ihnocence about me,
(IV.294-3%7)

Lepidus' phildsophy spurs Arruntius' outburst against .

Tiberius, which reveals the §e;mier activities of the
i 4
emperor; even so, he remains prominent in the minds of the

ience. Lepidus amends Arruntius' low estimate of
Tiberius' intelligence, but he says nothing about the por-

trdit of Sejanus: . -

[Tiberius] is, with all his craft become the ward
To his own vassal, a stale -catamite, .
Whom he, upon our low and suffering necks,
h raised from excrement to-side the gods,
have his proper sacrifice in Rome; "
Whikh Jove beholds, and vet will sooner rive
A senseless oak with thunder than his trunk.
. (IV.403-409)

Sejanus 1s only "excrement" masquerading as a god (IV.406);
he is endured not for any matchless talent or drive of his
own, but for the sake of Tiberius, "our monster" .but "our

prince" (IV.373 and 372).

<
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Off stage for the entire act, Sejanus loses ground

in other respects. In regard to the action, Macro's

success with Céligula and the seguence of confusing letters

from Tiberius indicate that he has
. t

not removed the emperor

from'"thought / And knowledge of his own most. dear affairs"

(IIT.613-14). For his character, Arruntius and Lepidus

have painted a damning but ‘convinc
catamite" (IV.404). Even with his

which opens aAct v, Sejanus can sca

ing portrait of "a stale
Marlovian soliloguy,

rcely regain whatever

standing he had. More probably, the speech will strike the

audience as ironical. Sejanus menaces the world with

Tamburlaine's "high astounding terms" (Part I. "Prologue,"

5), but he is no congueror. He is

making an "antic face" at the gods

only a "mongrel"™ (IV.366)

1 (IV.264): -

Swell, swell, my joys, and faint not to declare

Yourselves as ample as vour ca

uses are.

I did not live till now, this my first hour
Wherein I see my thoughts reached by my power.

But this, ané gripe my wishes.
The world knows only two, that
My roof receives me ndt; 'tis

Great and high,
'S Rome and I.
air I- tread;

And at each step, I feel my' advanced head
. ‘Knock out a star in heav'n’' Reared to this height,
All my desires seem modest, poor and slight,

That did before sound impudent
Not blood, discerns the noble

. 'Tis place,
and the base.

Is there not something more than to be Caesar?*?

From the viewpbint of the audience
to relax. The opinions expressed

but he never permits self-adulatio

-

to dull his constant readiness. §

-

(V.1-13)

» Sejanus has no reason
are those of Tamburlaine, -
n or the sense of security

ejanus does, and conse-

‘quently fails to react to several warning signs. "as the --
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act progresses, his position worsens and, simultaneously,-
his language becomes ﬁore strident. The less he resembles
Tamburlaine the more he sounds like him. Sejanﬁs puts
"place" above "blood" (V.11-12). Tamburlaine values
"virtue" before birth (Part I.I.ii.34-35; IV.iv.124-26),
but the sympol of "virtue" is the possession of a crown,
the equivalent of Sejanus' "plgce." r

In his elation Sejanus dismisses Caligula too
guickly (IV.15-16) and thinks of himself as Caesar already.
To be Caesar is not enough. Like "Winds" or "great fires"

{(V.17-18), Sejanus is concerned that he may run out of

material, namely people, to destroy. To nourish his

1
-

"strength" (V.17), he turns for new opponents to the gods:

It is our grief, and will be our loss, to know

Our power shall want opposites, unless

The gods, by mixing in the cause, would bless

Our fortune with their conquest. That were worth

Sejanus' strife, durst fates but bring it forth.

(v.20-24)

The desire to strive with the gods is worthy of Marlowe,
but the combination of insolence and nonchalance exceeds
even Tamburlaine's arrogance. Sejanus laﬁguidly taunts
the fates without a touch of Tamburlaine's energy and aggres-
sion. At a similar point in his career Tamburlaine refers

to defeating the gods, but he does so only after he has

soundly beaten the Scldan:
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The god of war resigns his room to me,

Meaning to make me general of the world.

Jove, viewing me in arms, looks pale and wan,

Fearing my power should pull him from his throne.

Where'er I come the Fatal Sisters sweat,

And grisly Death, by running to and fro

To ‘do tyir ceaseless homage to my sword. .
(Part I.v.1i.387-93)

Sejanus lacks the imagination to describe in lurid detail
what he intends to do. His swelling oratory is exactly what
he insists it is not, "impudent" (V.1l). The fates a;; only
too willing to answer his'dare, vet Sejanus casually laughs
off the bad omens (V.25-57).

Exclaiming "What excellent fools / Religion makes of

men.” (V.69-70), Sejanus rejects the idea fhat the gods can

<

éffect fate (v.72) and urges Terentius to think

Their power as cheap as I esteem it small.
Of all the throng that £fill th'Olympian hall,
And without pity lade poor Atlas' back,
I Xnow not that one deitv, but Fortune,
To whom I would throw up in begging smoke
One grain of incense, or whose ear I'd buy
With thus much oil -
(V.78-84)

Sejanus discounts religion in the manner of Tamburlaine and
the Guise. The Guise boasts that his "policy hath framed
religion” (ii.65). Tamburlaine treats the gods as it pleases
him at the time. He informs Theridamas that

I hold the Fates bound fast in iron chains,

And with my hand turn Fortune's wheel about,

And socner shall the sun fall from his sphere

Than Tamburlaine be slain or overcone.
(Part I.I1.ii.173-76)
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Sejanus sacrifices to Fortune as long as the interpretations
prove favourable. When the statue "averts her face'" (v.186),
Sejanus, conscious of his followers' superstitions, over-

turns the statue, calls religion a "juggling mystery"

(V.183), and claims to be Fortune's equal as a god:

N I, the slave

And mock of fools? Scorn on my worthy head!

That have been titled and adored a, god--

Yea, sacrificed unto myself in Rome,

No less than Jove--and I be brought to do

A peevish giglot rites? Perhaps the thought
And shame of that made Fortune turn her face,
Knowing herself the lesser deity, -
And but my servant. Bashful gueen, if so,

Sejanus thanks thy modesty.

(vV.201-10)

Sejanus‘fwists the meaning with the dexterity of Tamburlaine,
but he has lost the self-control which he had when faciﬁg
Drusus. Tamburlaine believes himself "No less than Jove"
(V.205) as well as the "emperor of the world, and earthly
god" (Part II.III.V.Z?). The difference between them is not
in their beliefs but in their reactions to unnerving cir-
cumstances. Faced with the escape of Callapine, the death
of Zenocrate, or the disobedience of Calyphas, Tamburlaine
never makes a fool of himself}G' At the worst,-he is
dangerqus, almost impossible to control, and possibly mad,
but never ridiculous. Sejanus is stupefied and so sounds
absurd, "Scorn on my worthy head!" (Vv.202).

Sejanus tries to recover from this set-back and the

news of Macro's arrival with a review of his past accom-

plishments. As he concedes that .these dangers are "worthy
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my fates" (V.235), his tone is not one of defiance but of

surrender, as if all were alreadv lost:

Fortune, I see thy worst. Let doubtful states
And things uncertain hang upon thy will,
Me surest death shall render certain still.
Yet, why is now my thought turn&d toward death,
Whom fates have let go on so far in breath,
Unchecked or unreproved?

(V.236-41)

Sejanus is beginning to feel twihges of anxiety and deoubt.
He lists the major figures whom he has killed or ruined,
but this fails to lift his spirits. Continuing, he sounds

defeated but satisfied with what he has done:

If you will, destinies, that after all,
faint now ere I touch myv period,

You are but cruel; and I already 'have done

Things great enough. All Rome hath been my slave.

The Senate sat an idle looker-on

And witness of my power, when I have blushed

More to command, than it to suffer. All

The fathers have sat ready and prepared

To give me empire, temples, or their throats,

When I would ask 'em. And what crowns the top,

Rome, Senate, people, all the world have seen

Jove but my equal, Caesar but my second.

'Tis then vour malice, fates, who, but vour own,

Envy and fear t'have anv power long known.
(V.253-66)

In contrast, Tamburlaine never gives up. He ignores
the first aches because "Sickness or death can never
conguer me" (Par£ IT.V.11.220). Even when he cannot stand,
he calls on his friends to "carry me to war against the
gods, / That thus envy the health of Tamburlaine" (Part II.

V.11i.51-53). His physician advises him that he has burned

himself out. 1In spite of death Tamburlaine defeats
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Callapine's armies merely by'appearing’on the field.
Forced to admit "my martial strength is spent" (Part II.V.
iii.1l19), he turns death to his advantage, saying the powers
"mean t'invest me in a higher throne" (Part IT.V.1ii1.121).
As he survevs his unbroken string of victories on the map,
he expresses regret 6nly when he says, "And shall I die,
and this unconquer&d?" (Part II.V.iii.140 and 158) . Having
passed the chariot on to his son and given him a lengthy
set of instructions, Tamburlaine states only with his last
words that "Tamburlaine, the scourge ¢f God, must die"
(Part II.V.iii.248). , g
Sejanus stages a small come-back by easily winning

the affections of the tribunes. He seems to recover com-
pletely after he is deceived by Macro about the
"rribunicial dignity" (V.363). For the audience, the long-
drawn-out ending has the effect of dramatic irony and anti-
climax. Sejanus is duped by his own underhanded methods
and looks only foolish when his overreaching rhetoric
reasserts itself at length:

How.vain and vile a passion is this fear!

What base, uncomely things it makes men do.

Suspect their noblest friends, as I did this,

Flatter poor enemies, entreat their servants,

Stoop, court, and catch at the benevolence

Of creatures, unto whom, within this hour,

I woulé not have vouchsafed a guarter-lock,

Or piece of face. By vyou that fools call gods,

Hang all the sky with your prodigious signs,

Fill earth with monsters, drop the scorpion down

Oout of the zodiac, or the fiercer lion.
Shake off the loosened globe from her leong hinge,
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Roll all the'ﬁorld in darkgess, and let loose
Th' enraged winds to turn up groves and towns!
When I do fear again, let me be struck
With forkéd fire, and unpitied die!:
Who fears, is worthy of calamity. -
(V.383-399)
Much of this thunderous challenge to the gods could be
uttered by Tamburlaine, but, in the context, it can do
nothing for Sejanus. He is shocked to silence when he
learns the tfuth in the Senate and can muster liét}e more
than "Why, Macro, / It hath been otherwise between vou and
I™ (V.669-70). | |

Jonson wrings every didactic sentiment possible out
of Sejanus' fate. Lepidus, Arruntius, and Terentius take
turns in drawing morals as theyv hear the new; of Sejanus
and his family. The future of Rome, with Tiberius still &
emperor and Caligula to come, is another matter.

Throughout the play, Jonson is determined to nullify
whatever appeal the aspiring overreacher might have.
Although Sejanus occasionally attains the soaring Marlovian
rhetoric, he never escapes immediate and valid critical
comment. By slanting everything againstihim, Jonson ensures
that Sejanus is taken for what he is, a scurrilous villain,

and thus exposes the ambition of a Sejanus, a Guise, or a

Tamburlaine, as dangerous and pretentious.
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1

Jonson seems "'to have drawn on every historical
source available to him. He made extensive use of the
accounts by Tacitus, Suetonius, and Dio Cassius. The much
shorter versions by Juvenal and Velleius Paterculus are
used in spots. Generally the passages and details selected
are those favourable to' the Germanicans and unfavourable
to Sejanus and Tiberius.

2

All gquotations from Sejanus are from Ben Jonson,
Sejanus, ed. Jonas A. Barish, The Yale Ben Jonson, vol. 3
(New Haven: Yale Univ. Press, 1965). All quotations from
Marlowe®s plays are from Christopher Marlowe, The Complete
Plays of Christopher Marlowe, ed. Irving Ribner (New York:
Odyssey Press, 1963). Act, scene, and line references will
be included within parentheses in the body of the text.

3 :

T. J. B. Spencer, "Shakespeare and the Elizabethan Romans,"
Shs 10 (1957): 28, 31, 3s.

4

Robert Ornstein, "The Moral Vision of Ben Jonson's Tragedy,
in Ralph J. Kaufmann, ed., Elizabethan Drama: Modern Essays in
Criticism, A Galaxy Book (New York: Oxford Univ. P., 1961), p. 205."

5
Jonas A. Barish, "Introduction" to his edition of Sejanus,
The Yale Ben Jonson (New Haven and London: Yale Univ. P., 1965}, p. 4

.- .SJOnson did not hesitate to alter his plav when he erred.in
depicting Roman customs. A case in point is Arruntius' aside when
Pomponius reacts to the rumour of the latest letters from

Tiberius. Pomponius says,"Bv Pollux, that's the worst"

(IV.438). Arruntius originally said, "By Castor,, hest!"

wWwhen Jonson learned that only women used Castor as an oath,

he changed Castor to Hercules, although Castor is a better

choice from the dramatic point of view. :
b
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7

Several critics have compared Sejanus to Tamburlaine
Or another or all of Marlowe's overreachers. Writing on Jonson,
Robert E. Knoll calls Sejanus a "Roman Tamburlaine," in Ben Jonson':s
Plays: An Introduction (Lincoln: Univ. of
Neb. Press, 1964), p. 73. Calling Sejanus a "pseudo-
Tamburlaine,"” K. W. Evans argues that "Both Sejanus and
Marlowe's base-born overreachers cppose the aristocracy of
birth, but Sejanus lacks the aristocracy of merit to put in
its place," in "Sejanus and the Ideal Prince Tradition,"
SEL 11 (1971): 280. Lionel Charles Knights finds a resemblance
to Tamburlaine in Sejanus' soliloquy on Drusus
(IX. 139-62):

In the sentiments, and in the vigorous development
of a single dominant impuise, there is an obvious resemblance
to Tamburlaine. But the attitude of sophisticated
detachment towards the words, present in those words, suggests
what Jonson had learnt from The Jew of Malta (a:irelationship
first stated in [T. S. Eliot's] The Sacred Wood); with hat
play in mind we are not likely to accept Coleridge's verdict
of 'absurd rant and ventriloguism'--or not as he intended
it. It is equally obvious that the speech is not by Marlowe,
that in its combination of weight and vigour it looks for-
ward to the finer poetry of Volpone and The Alchemist.

See "Tradition and Ben Jonson," in Elizabethan Drama:
Modern Essays in Criticism, ed. Ralph J. Kaufmann, A
Galaxg Bock (New York: Oxford Univ. Press, 1961), p. 156.
More generally, Geoffrey Hill argues that Sejanus "blends
/ .

-’-/
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some of the characteristics of 'Scourge'——bringing torment

to a corrupt world--with all the attributes of the

arriviste, the supposedly amoral disrupter of soclety's

settled decency," in "The World's Proportion: Jonson's
Dramatic Poetry in Sejanus a Catiline," in Jacobean

Theatre, ed. John Russell Brown and Bernard Harris, Stratford-
upon-Avon Studies I (New York: St. Martin's Press, 1960),

P- 120. The question of Jonson's rhetoric is discussed by

G. R. Hibbard, who maintains that Jonson gained from the
‘Marlovian hero but never fell under his spell:

Jonson learned how to write blank verse that was
hard and firm in texture, assured in its forward
march, resonant of sound, and Pregnant with
meaning. But, with his unremitting critical
judgment, Jonson always seems to have been aware
of Marlowe's tendency to self-indulgence, which

he puts to dramatic use. When soaring rhetoric
like that of Tamburlaine issues from the lips of :
Sejanus, Volpone, Sir Epicure Mammon, or Catiline,
it is a pointer to self-indulgence by the deluded
character who speaks it, not by the author. .
Jonson was never taken din by the Marlovian hero.

See "Geoodness and Greatness: An Essay on the Tragedies of
Ben Jonson and George Chapman," RMS 11 (1967): 13. None of
these critics undertakes a detailead study of the relation-
ship between Sejanus and the Marlovian overreacher.
. A
3

After Clympia tricks him into killing her, Theri-
damas exclaims

h Y

Now hell is fairer than Elvsium;
And now the:damndd souls are free from pain,
FOor every Fury gazeth on her looks.
Infernal Dis is courting of my love,
Inventing masks and stately shows for her,
(Part II.IV.iij.
87;91-94)

gin The Massacre at Paris, the Guise wishes for such

a look:

Give me a look that, when I bend the brows,
Pale death may walk in furrows of my face,

A hand that with a grasp may gripe the world,
An ear to hear what my detractors savy,

A royal seat, a Scepter, and a crown.

(11.102-106)
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10 .
In general, Herford and Simpson argue that the gap
between Jonsonian comedy and Jonsonian tragedy is not that
wide:

The temper of Jonson's comedy is, in truth, not so

remote from the temper of such tragedy as his that .
the transition from the one to the other is diffi-
cult or startling. . . . there ‘runs through both a

vein of cruelty, of scorn, vindictive and retribu-
tive, inflicting upon follies and upon crimes a
Nemesis which only differs in degree.

(IT.127)

In regard to Sejanus, Daniel C. Boughner believes that "The
play seems to take a course, in spite of the refractory
materials of history, radically transforming it from a
'tragedy' about the 'fall' of Sejanus into a vulpine comedy
of wits engaged in deadly opposition."” See The Devil's
Disciple: Ben Jonson's Debt to Machiavelli (New York:
Philosophical Library, 1968), p. 95. On the same plane,
Evans maintains that "Sejanus is a brilliant satire on the
struggle for power and the trends towards despotism in
Jacobean England, constantly shifting in tone from the macabre
comedy plaved out by Sejanus and Tiberius to the nisery of
Rome's civic tragedy" (p. 264). Alexander H. Sackton finds
& resemblance to comedy in the fifth act of Sejanus and a
similarity to The Jew of Malta:

The last act of Sejanus has the tone and effect of

Jonsonian comedy. Although Jonson had apparently

set out to create characters of dignity, most of

them become ridiculous in the last act. A parallel

with The Jew of Malta suggests itself . . .. The

situations which the.plots present seem to lead

both Marlowe and Jonson from an original tragic in-

tention to writing something like comedy.
See Rhetoric as a Dramatic Language in Ben Jonson {New York: .
Columbia Univ. Press, 1948), p. 136. 1In "Marlowe's Humor,"
Clifford Leech comments on The Jew of Malta and The Massacre
at Paris in terms that apply to Sejanus as well: "What is
presented is a wry picture of little .men, dreaming of great-
ness and playing out their atrocities but--whether in Barabas
Or the Guise--exposing their puniness even in the moments of
‘highest ambition." See Marlowe: A Collection of Critical
Essays, ed. Clifford Leech, A Spectrum Book, Twentieth-
Century Views (Englewood Cliffs, N.J.: Prentice-Hall, 1964),
o. 168. i

v

11 ‘ v
John J. Enck.-cites II. 96-101 and comments:

- * e .
The tone, a wonder of complexity beneath a surface
simplicity, superficially resembles -2 Marlovian
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hero's when he d f world conguest. What Jonﬁﬁn
christened Marlowe's mig line here inverts itsel
for a dictatorial absurdity. Whereas the conguering
mania of the Elizabethan paranoiac generally soars
outward, the narcissistic temperament, akin to the
courtiers' in Cynthia's Revels, sees its own image
encompassing the heavens, a sardonic adumbration of
an Emersonian concept of history and nature.

See Jonson and the comic truth (Madison: Univ. of Wisconsin
Press, 1957}, p. 93.

. -lﬁarlowe draws his information chiefly from Paul
Ive, The Practice of Fortification (1589). See T. M. Pearce, -
"Tamburlaine's .'Discipline to Rhis Three Sonnes': the
Interpretation of Tamburlaine, Part II," MLQ 15 (1954): 21.

13 _
Tamburlaine is egually disdainful of Crcanes and

his kings with their concubines: "Live continent, then, ve

slaves, and meet not me / With troops of harlots at vour
slothful heels" ({(Part IT.IV.iv.81-82).
14
At the end of Part I, when crowning Zenocrate, -
Tapburlaine assumes the role of Jove in this legend and in-
vents & role for Juno-Zenocrate: ‘

As Juno, when the giants were suppressed,
That darted mountains at her brother Jove,
So looks my love, .shadowing in her brows
‘Triumphs and trophies for my victories:
. (Part I.v.ii.447-50)
15 .
"Herford and Simpson document passages from Statius,
Seneca, and Lucan, which Jonson drew on to compose the
soliloguy (IX.625). The result is not a translation, but,
in Knights' words, "a complete transmutation of idiom, " p.
164,

16'TamJ::ur:J.aine may be the victim of Marlowe's subtle

irony, but his unchecked material and military success in
both parts and the lack of any objective criticism by a
virtuous character make =a definitive judgement in this res-
pect impossible. As Douglas Cole observes, "One finds in
Marlowlian tragedy a clearly defineable vision of evil, but
little vision of good." See Suffering and Evil in the Plays
of Christopher Marlowe (Princeton: Oniv. Press, 1962}, p.
264. Both Cole and Charles Masinton take the position that
Tamburlaine exploits magniloguent rhetoric to cover his
actual pedestrian goals. Cole offers several perceptive
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comments on Marlowe's "rhetoric of language":

Marlowe stresses above all the human ‘habit of
cloaking "ideals" &nd high-sounding language. . . .
For Marlowe, the tragedy lies, not in the inevi-
table falling off of human achievement from the
ideal, but in the txavesty of the ideal that the
deeds of man so often represent, and in the illu-
sory aura of nobility with which man persistently

-

invests his base desires. (p. 263)
Masinton's line of reasoning is much the same:

Marlowe's ironic handling of pastoral, romantic,
and heroic devices invites us to compare the ideal
world they are normally taken to represent with
the worlé of vioclence ang misery depicted on stage.
This technigue not onlv works to disengage our
sympathies from the protagonist, but reveals as
well Marlowe's own skeptical, sardonic attitude
toward what the Scythian stands for-~uncontrolled
ambition. . . . [Tamburlaine's] words serve as
weapons, as instruments bv which he communicates
the hypnotic illusion that the heavens have chosen
him to topple kings and rule supreme on earth.

See Christopher Marlowe's Tragic Vision: A Study in
Damnation (Athens: Ohio Univ. Press, 1972}, pp. 16 and 18.
Jonson may or may not have appreciated such subtle irony,
but in Sejanus he prefers to create an exaggerated version
of the overreacher as the villain and to rely on spokesmen
to guide the audience.
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"I 'must be herry, with a mischief to me:"
Volpone and Barabas

In Volpone Jonson created his first fully drawn
* overreacher in a‘coﬁedy. The Marlovian character Volpone
most closely resembles is Barabas, the protagonist of The

Jew of Malta.l He and Barabas share the ?desire'of_gold“

and a love of'dissembling for its own sake. On these two
v "

subjects neither can control his emotions or restrain him-
self from dcting impulsively. The obsession with deceit
leads to the.downfall bf both. Volpone and Barabas have.
man§ character traits in common.ahd-oftgp face similar situa-
tions. Each has the aspirations gnd’tﬂe command of rheteric
of the ovefreacher; each‘alsé hgs a taiént for sharﬁly'
satiric repartee. Further, both ﬁolponé?and éarabas rely
on an assistant, servant or slave, to help them perform their crimes,
Mosca proves indispensable to Volpone, Itham§re nearly so
to Barabas. The two méster—servant rélationships corres-—
pond in nature and, to a lesser extent, in development.
Each servant picks up 5 touch of his master's language as
well as his aspirétiqns. While Mosca and Ithamore are
alike, Voipone emerges as a blend of Barabas and Ithamore.

The differences between Volpone and Barabas can be

as revealing as the points of affinity. Barabas begins

<1 1-8
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with dignity and some justification in his desire for

;evénge. Volpone has no motive beyond the‘need to gratify
his wishes. He is the "true voluptuarv" (IV.ii.37). His
inclination to excess in thought and action is evident from
his opening hymn to goldﬁgb his closing revelation of himself
before the court. Unlike Barabas, Volpone has to.be
entertained either as audience or actor. ?

Jonson beafs out the reputation of Venice as a thriving
commercial trade centre with exotic tastes and behaviour. The
_details.ﬁf city life from the coinage to the location of :
lanémarks to the manner of a mountebank are, for the most part,
'meticuiously accurate. Volpone's Qéy of life as a Magnifico
complete with dwarf, eunuch, and hermaphrodite exemplifies
the bizarre sensuality which Elizabethans associated with
Venice. On a larger scale, thé. judiciary of the
republic and most of its citizens view monev and the l%w
as closely 1linked. During the interrogation in the
last scene, the fourth'member of the A@ocatori immediately
finds Mésca, as Volpone's heir, to be a "fit match"

: . ~
for his daughter (V.vii.5l). 1In the sub-ples, Sir Politic

Would-be's interest in spies, plots, and "ragion del stato"
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{(Iv.i.141) comiéally indicates the Elizabethan fascination

for Italian political intrigue. .
Following the prologue, both Plays open with a
speech in pfaisé'of wealth by the principal character.
Volpone'g lengthy meorning hymn to gald has much in common
with Barabas' ‘opening soliloquy, but parts of it also
resemb%e Barabas' later statements, notably the midnight
soliloguy (II.i.l-1@: 24-30). Volpone's excesses and
weaknesses are exposed as well és his appealing mirth,

energy and facilitv with language. He displays his love of

applause and amusement, which later result in an excessive

‘confidence in Mosca. Volpone sounds like a blasphemer

L &

#orshipping his riches, but he is just verforming for

himself and his parasite; he enjovs making the

speech as much as he relishes POssessing the gold.3

Volpdne begins at an emotional peak, absorbed in
his rhetoric and in the evidence of his success:
Good morning to the day; and next, ny gold!
Open the shrine, that I may see my saint.

(Mosca draws a curtain and reveals piles of gold, plate
Jewels, etc.. '
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Hail, the world's soul, and mine! More glad than is
The teeming earth to see the longed-for sun
Peep through the horns of the celestial Ram,
Am I, to view thy splendour, darkening his;
That, lying here amongst my other hoards,
Show'st like a2 flame by night, or like the day
Struck out of chaos, when all darkness fled
.Unto the centre. © thou son of Sol
(But brighter than thy father), let me kissg,
With adoration, thee, and every relic
Of sacred treasure in this blessed room.
. (I.1.1-13)

Volpone's "blessed room" (I.i.13) has its counterpart in
Bérabas' "little room" (I.i.37), but the development of
emotion in Barabas is a more gradual process.4 In his: first
soliloquy he is in control of his finances and himself; his
discerning mind wants onlv the best. The elevation of gold
to the equivalent of a god occurs after he is deprived of

his wealth and thus is most vulnerable. Barabas is not the
first to refer to "policy" (I.1.138), nor is he the one to
state the theme of avarice. Volpone loud;y proclaims the
world's devotion to gold in the first three lines. In The ™

Jew of Malta, late in Act III, Selim Calymath's Bashaw

unemotionally states what has been apparent from Act I:

Ferneze. Welcome, great Bashaw. How fares Calymath?
What wind drives you thus into Malta road?
Bashaw. The wind that bloweth all the world besides,

Desire of gold.-
(IIXI.v.1-4)
The statement is the same in each play, but Jonson uses it
to lessen the attraction of the overreacher for the audience.
From the start Volpone's fervent pitch in his wor-

ship of gold marks him as a man of excessive temperament
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instead of the hero which he is to himself. Barabas falls
prey to similar vehemence only after he has been unjuétly
stripped of his goods and his home. On his way to meet
Abigail to recover his hidden treasure, hé mingles his faith
and}h;s fortune as dexterously és.Volpone. "Vexed and
_toréﬁnted“ (II.1.5), Barabas prayS'fof Abigail's success:

O thou that with a fiery pillar led'st

The sons of Israel through the dismal shades,

Light Abraham's offspring, and direct the hand

Of Abigail this night or let the day

Turn to eternal darkness after this.

(IT.i.12-16)

Volpone's "flame by ﬁight" {I.1.8) and Barabas' "fierv
pillar . . . through the dismal shades” (II.i.12-13) refer
to the same biblical event (Exod.13.21). Volpone's "day
/ Struck out of chaos, aQen all- darkness fled" (I.i.8§-9)
is comparable to Barabas' wish that "the day / Tﬁrn to
eterna; darkness" if Abigail fails (II.i.15-16). Barabas
makes the transition from God to gold through 0l1d wives'
tales. Recalling these "winter's tales" (II.i.25), he
identifies with the ghosts who hover about hidden wealth:

And now methinks that I am one of those,

For whilst I live, here lives my soul's sole hope,
And when I die, here shall my spirit walk.

(I1.1.28-30)
Barabas' praver is answered, But as soon as he gets

his bags he forgets God and unites Abigail and gold in his

gratitude:
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0 my girl,
My gold, my fortune, my felicity,
Strength to my soul, death to mine enemy,
Welcome, the first beginner of my bliss.
O Abigail, Abigail, that I had thee here too,
Then my desires were fully satisfied.
But I will practice thy enlargement thence.
O girl! O gold! O beauty! O my bliss!
(IX.1.47-54)
Volpone and Barabas share a common "adoration" of gold
(.2.12). The difference is that Volpone's enthusiasm is
unrestrained from the outset. Barabas exemplifies Volpone's
description of his "Dear saint" (I.1.21) with his casual

and mocking allusions to thre Prime Mover of Afistotle and

| the host of the mass:

Riches, the dumb god that giv'st all men tongues;

. That canst do nought and vet mak'st men do all things;
The prite of souls; even hell, .with thee to boot,

‘Is made worth heaven. Thou art virtue, fame,

Honour, and all things else.

(I.1.22-26)
Volpone's "virtue, fame, / Honour, and all things else"
(I.1.25-26) are an expanded version of Barabas' "bliss"
(II.1ii.50 and 54). Volpone recognizes that riches do nothing
in.themselves. Gathering his gold, Barabas believes that
gold can do anything and proves the second part of Volpone's
definition. Although it is not even midnight_(II.i.SS),
he is inspired by the vellow gold to wish for the dawn and

calls on Phoebus Apollo, the blond sun-god:
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Now, Phoebus, ope the eyelids of the day,

And for the raven wake the morning lark,

That I may hover with her in the air,

Singing o'er these as she does o'er her young.
-Hermoso placer de los .dineros.

{II1.i.60-64)

Thanks to the restorative power of gold, Barabas has moved
from the "sad" raven foretelling death (II.i.l) to the lark,
from Morpheus (mentioned by Abigail, II.i.36) to Phoebus,
from the night to the dawn, the symbol of rebirth. Volpone
reduces the sun, the primaryv representative of nature and
a symbol of God, to an image.of his god, gold. He inverts
the order of things only to satisfy his sense of humdur.;
As Volpone raises a gold coin to match the sun and parody
the host, so Barabas fiﬂgers his coins in his counting-
housars When he evokes the memory of the poets' Golden Age,
Volpone declares that gold is the "bést of things"” (I.i.16)
and, again drawing on the relig%pus term, maintains £hat it
transcends "All style-of joy in children, parents, friends,
/ Or any other waking dream on earth" (I.i.17-18). Whether or
‘not Volpone has‘actual-experience of parenthood or friendship, the
actions of Corbaccio against Bonario and of Corvino against Celia
later in the play tend to substantiate his statement. Barabas
thoroughly confuses the gold and his daughter and indirectly
refers to the gold as his "voung" (II.i.63}. Abigail is
replaced by gold at the moment of her greatest assistance to Barabas

Interrupted by Mosca, Volpone turns to the subject

of himself. BAs they recite the catalogue of ways and means
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to wealth in which Volpone refuses to engage,'the_scene is
reminiscent both of Barabas' first soliloguy and of the
parade of crimes which Barabas and Ithamore blithelyv confess
to each other (II.iii.l64-214) - Volpone rejects trade, the
principal source of capital and commerce for the seaport of
Venice; his comments could serve as a portrait of Barabas,
a merchant on the grand scale. Claiming proudly that he
. gains his wealth in "No common way" (£.1.33), Volpone con-
tinues:
‘ "I use no trade, no venture;
I wound no earth with ploughshares:; fat no beasts
To feed the shambles; have no mills for iron,
0il, corn, or men, to grind them into powder;
I blow no subtle glass; expose no ships

To threatenings of the furrow-faced sea;
(I.1.33-38)

Volpone views industry as an activity which destroys the
earth, the beasté, and man. A source of Venetian pride, the
occupation of glass-blowing, follows the image of men being
ground to powder and, in this context, sounds absurd. Going
over his accounts, Barabas is a picture of the merchant
Volpone despises:

Sé that of thus much that return was made:

And of the third part of the Persian ship

There was the venture summed and satisfied.

{(1.1.1-3)

Barabas deals in "Spanish oils and wines of Greece" (I.i.5),
in "spice and silks" (I.i.45), and in Persian silks, gold,

and orient pearl (I.i1i.87). Having exposed his ships to the
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sea, he anxiously worries about the weather:

- ~

~

But now 'how stands the wind?

Into what corner peers my halcyon's bill?>

Ha. to the east? Yes; see how stands the wvanes!
' {(I.1i.38-40)

Finally reassured about his argosy, Barabas sets out the
creed of the merchant. The idea of destruction, noted

ironically by Volpone, becomes the theory of man's control

of nature:

What more may heaven do for earthly man
Than thus to pour out plenty in their laps,
Ripping the bowels of the earth for them,
Making the sea their servants, and the wingds
To drive their substance with successful blasts?
) (I.1.105-109)

Only moments before, Barabas' hopes were at the mercv of the
winds. Jews were associated with trade and usury.6 Volpone,

having dismissed trade, now turns to usury. Mosca again

interrupts him with a list of crimes by money-lenders that

E o~

resembles the usurer stage of Barabas' career which he
itemizes for Ithamore. Volpone talks abdut legal enter-
prises, about public banks and private usury (I.i.39-40),
but Mosca seizes 6n the more suspect side of usury. In his

words, Volpone does not devour

Soft prodigals. You shall have some will swallow
A melting heir as glibly as your Dutch

Will pills of butter, and ne'er purge for it:

Tear forth the fathers of poor families

Out of their beds, and coffin them alive

In some kind, clasping prison, where their bones
May be forth-coming when the flesh is rotten:
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But your sweet nature doth abhor these courses;
You loathe the widow's or the orphan's tears
Should wash your pavements, or their piteous cries
Ring in your roofs, and beat the air for vengeance.
. (I.1i.41-51})
Using the same imagery, Barabas depicts his success as a

usurer, the last and the most profitable of his many and

varied occupations:

Then after that I was an’ usurer,

And with extorting, cozening, forfeiting,
And tricks belonging unto .brokery,

I filled .the jails with bankrouts in a year,
And with young orphans planted hospitals,
And every moon made some or other mad;

And now and then cne hang himself for grief,
Pirning upon his breast a long great scroll,
How I with interest tormented him.

But mark how I am blessed for plaguing them:
I have as much coin as will buy the town.

(I1.11i1.187-97)

In both passages the usurer oppresses the weak and the de-
fenceless, whether the victims are "Soft prodigals,“ "the
fathers of poor families," the widow and thg orphan (I.41;
'44;49Ll"bankrouts“ 8T "young orphans" (II.i11.190;191).
The prison - is the usurer's weapon and driving
people” to the point of madness in grief ("piteous cries" in
Jonson) an expected occurrence in his profession. Mosca
compliments Volpone for abhorring and loathing "these
courses” (I.1.48-49); Barpbas admits that he plagues his
victims, but points out that he is "blessed" by wealth
(II.iii.146) ..

Volpone is first defined by contrast with what he

is not,instead of being revealed for what he is, a highly
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skilled confidence man. Although Mosca may be ironic in

his choice of "sweet natur-~" (I.i:48j, Volpone accepts his
observations in éompleté‘agreement. He does not see that
a diffefénce in technique is not necessarily a difference

in kind. He 'asserts-that he glories )
More in the cunning purchase of my wealth,
Than in the glad possession, since I gain
NO common way:
' (£.1.31-33)
N

In his first soliloguy, Barabas also draws the line between

cther merchants ang himself:

-

And thus methinks should men of judgment frame
Their means of traffic from the vulgar trade,
And as their wealth increaséeth, so enclose
Infinite riches in a little room

(I.i.-34-37)

Volpone's method is different but his attitude and the re-
sult are the same.7 Neither Volpone nor Barabas is a miser
in the sense of a grasping, tight-fisted skinflint. Each

considers himself a connoisseur pf wealth. When Mosca

-~

"broadly hints for ‘money, he praises Volpone for living in
style. 1In his words, Volpone is not like the hungry thresher

who will not taste his corn,

Nor like the merchant who hath filled his vaults
With Romagnia and rich Candian wines,

Yet drinks the lees of Lombard's vinegar.

You will not lie in straw whilst moths and worms
Feed on your sumptuous hangings and soft beds:
You know the use of riches, and dare give now,
From that bright heap, to me, your poor observer,

{I.1.57-63)
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Barabas scorns the silver "trash" (I.1.6-7) in favohr of

the rare and tgs exotic. In-gontfast to @he'ordinary miser,
hé is tired of.éounting his money. Frﬁm the goods mentioned
By Moéca, Barab5§5t0a1d~ﬁ6/1£e merchant whb_supﬁlied them.
Haviﬁg talked of his "Spanish oils ahd wines of Gfeece"

(I.i.5), he goes on Lo describe

-

Mine argosy from Alexandria,
., Loaden with spice and silks, now under sail,
-Are smoothly gliding down by .Candy shore -
To Malta, through our Mediterranean sea.
(I.1.44-47)

Much later, disguised as a."French musician" (IV.vi.28),

‘Barabas indignantly denies, in asides, Ithamore's comments

on his way of.life:

-

Ithamore. 'Tis a strange thing of that Jew: he lives
upon pickled grasshoppers and sauced mushrumbs.
Barabas. What a slave's this'! The governor feeds not as
I do. ’ . :
Aside.
Ithamore. He never put on clean shirt since he was
clrcumcised. :
Barabas, O rascal! I change myself twice a day.
Aside.
Ithamore. The hat he wears, Judas left under the elder
when he hanged himself.
Barabas. 'Twas sent me for a present from the great Cham.

' ‘ Aside.(IV.vi.SQ—GG)

"The history of the passage of Pythagoras' soul to the body
of a fool recalls Volpone's opening lines; if gold is the
world's soul, the world and Volpone are fools. As Volpdhe
expects his legacy-hunters, so Barabai\expects his

Messengers.

From the moment Voltore knocks, Volpone and Mosca

show their enthusiasm for deception. Excited but confident,
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they joke between themselves. By the end of the act it is
evident‘hhat fheir success depends upon teamwérk and paving
attention to detail. When Mosca describes Voltore's
engraved plate, Volpone exclaims:

Good! and not a fox
* Stretched on the earth, with fine delusive

sleights,

Mocking a gaping crow--ha, Mosca?
Mosca. & "~ Sharp, sir.
Volpone. Give me my furs. (Puts on his sick dress.) Why

dost thou laugh so, man? '
Mosca. I cannot -choose, sir, when I apprehend

What thoughts he has without now, as he walks:
That this might be the last gift he should give;
(I.1.184-90)

' Although Barabas and Ithamore are not united until the

second acit, Barabas socon decides, "we are villains Both"
(II.iii.211). They demonstrate the same capacity for co-
ordinated crime.as Volpone and Mosca de. In their first
scheme, the déaéhs of Don Lodowick and Don Mathias, Ithamoge'
quickly.catcheé on to his master's way of ﬁhinking. " When

Barabas gives him the letter, Ithamore asks eagerly:

Ithamore. 'Tis poisoned, is it not? )
Barabas. No, no, and vet it might be done that way.

It is a challenge feigned from Lodowick.
(IT1.iii.368-70)
Neither Mosca nor Ithamore is a novice in crime, but each
learns something of the craft of deceit from his master.
Mosca savs, "I but do as I am taught” when he is praised by
Volpone (I.i1i.438). ithamore leans close to see everythiné

as Barabas doctors the porridge. As Mosca tantalizes..
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Uolturé, Corbaccio, and Eorvino, so he describes Celia in
terms that would attract Volpone. His sensual and enticing
imagery smacks of Tamburlaine, Faustus, and, later, ‘Volpone
himself:

Whose skin ié whiter than 3 swan all aver,

Thap silver, snow, or lilies; a soft lip,

Would tempt you to eternity of- kissing!

And flesh that melteth in the touch to blogd-- -

right as your gold, and lovely as your-gold!
(1.1.571-75)

Through the use of the beast-fable Jonsan effects the
metamnrphosis of men intc beasts and caricatures as well. Jonson
thern proceeds to éxplcre the theme of metamorphoéis on several
levels. Greed praompts the abrupt reversals of Corving on honour
and chastity (II.iii.l-29: 180-92) and Ualtére on Volpone's
condition (V.v.16-19;V.vii.20-21). The thought of gaining Volpone's
wealth after his death rejuvenatss Corbaccig (I.i.354-55), 1In the
sub-plot Sir Politic proves as variable as a weather-vane in his
desire ta be "ignorant of nothing" (II1.i.99). Lady Would-~Be's
‘changes" startle Peregrine (IV.ii.234), ‘

While the changes in these characters are extreme, none of
them match the ease and eagerness with which Uolaoné and Mosca
alter their appearance andloutlook to suit their audience. Even
Mesca's smoothness pales befare the intensity of Volpone; for the fox
metamorphosis, both the thought and the pretense through disguise, is
a fixation and a contributor to his downfall. Starting with the comic
song on the metémorahosis of Pythagoras' soul (I1.1.91-152), Volpane

must have diversions, "music, dances, banquets, all delights"

(I.i.548). No single state of mind or suit of clothing satisfies

him for long. His last rash choice is the uniform of the- commandator,

By thefnd of the first act it is plain that Jonson's Venice

bears a strong resemblance to Marlowe's
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Malta. ‘§reed,‘hyp9crisy,‘corruption, and a‘love of the

‘exotic control the citizens of both societies. 1In Venice

lawyefs;'mérchants, aoétors, fathers and maénificoes have

been judged and found wanting. In Malta the Christian
(Roman Catholic) authorities, the Governor, and the Xnights

of Malta, are hypocrites and double-crossers who use their

religion to justify their actions (much as Eé:abas‘aoeS'with

his réligion).‘ Elizabethan and Jacobean audiences asso-

o . .
"ciated far off and foreign places such as Vénice and

Malta with the unusual, the bizarre, licentiousness -and

unheard Qf'crime. ~Murders by fofgery, by stranglihg and by

r.poisoning'ocbur regularly in Malta. In Volpone both

s

" Corbaccio and Corvino would like to be accomplices in mur-

dering Volpane.as long as‘they can aveoid being implicafed

— .

Corbaccio offers an opiate in a wvial (I.i.310-lé), ceftainly

.

poisgn ds Mosca says; Corvino would not object if Mosca

smothered Volpone, but he refuses to stay.

- Ip Act II, Volpone's masterful portrayal of Scoto

T

¢f-Mantua is balanced By his admission to Mosca that he has

- N e .
fallen in love. The. speech immediately follows Corvino's

_disperéal'of the crowd. Absurd and ludicrous as he appears,

Volpone for shadows'his.later wooing of Celia:

-

Volpone. G, I am wounded!
Mosca. : ) . ' Where, sir?
Volpone. ° B ; Not without;

‘ . Those blows were nothing: I could bear them ever.
| -But angry Cupid, bolting from her eyes,

Hath shot himself into me.like a flame,
Where now he flings' about his burning heat--

/'""_; N\

I
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As in a furnace an ambitious fire

Whose vent is stopped. The fight is all within

me. . :
(X1.44.1-7} .

Always the actor, Volpcne is }a%gely in love with love, but
he 1is beginning to sound somewhat like Faustus talking to
Helen or Ithamore praising Bellamira. Volpone will do any-
thing to satisfy his desires, a fact which néither the
audience nor Mosca can fail to observe:

. e 0, there spoke

My better angel. Mosca, take my keys:

Gold, plate, jewels, all's at thy devotion:
Employ them how thou wilt. Nay, coin me too,

S0 thou in this but crown my longings, Mosca.
N : ‘ (1I.1i.20-24)

/"_Vqlgone.

Mosca quickly grasps the opportunity offered to him in
Volpone's surrender to desire. In his first soliloguy,
which opens Act III, he praises the true parasite in terms

which foreshadow Volpone's praise of himself to Celia.

Y
P

Mosca senses the start of a process in himself which has

reached its maturity in Volpone:

I fear I shall begin to grow in love
With my dear self and my most prosperous parts, ¢
They do so spring and burgeon. I can feel
A whimsy in my blood. I know not how,
Success hath made me wanton.
- » ) (ITI.1.1-5)

\

Volpone's courting of Celia is preceded by two simi-

lar episqfes, a comic one with Lady Politic Would-be and
Vdigghé»ahd a serious one with Corvino and Celia. Many

parallels between them and the attembted seduction of Celia

VAl
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occur, but{ fo; the most part, they lessen the force of
Volpone's overreaching oratory. Volpone is the butt of
ridicule when Lady Would-be visits hinm, UWaiting for Mosca to
return is loo much for Volpone to endure without entertain-
ment. Calling on the dwarf, the hermaphrodite, and the
-eunuch to amuse him, he is suddenly interrup%ed by the
arrival of Lady Would-be. Not%ing stopslher endless babble
as she proclaims herself an authority on any subject which
arises. g?ér range includes dreams, medicine, poetry,
philosophy, and her past. To the discomfort of Volpone and
the merriment of the audience, she proves misinformed,
confused, and longwinded on them all. Her discourse. is a
preamble and parody of Volpone's attempt to seduce Celia.
Her topics Eurn‘eut to be his, @er habit of making allusions
and comparisons a ridiculous version of Volpone's.

The preparation continues in a more serious vein
with the early arrival of Corvino and Celia, the first up-
foreseen event and the first check to the plan. This bolt
from the blue happens not because Volpone and Mosca over-
reach themselves, but because they underestimate Corvino's
suspicion of all rivals. As an extremely fealous husband,
.Corvino behaves true to type. His threats, accusations,
and entreaties to Celia ("thou shalt have jewels, gowns,
attires," III.ii;309) are forerunners of the appeals which

Volpone will try as soon as Corvino leaves. Volpeone's

theatrical tour de force easily surpasses both Lady Would-

be's and Corvino's speeches, but her lack of success with

L]
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Volpone and Corvino's inability to move Celia are precursors
of Volpone's failure to persuvade Celia. i
After the false starts thanks to Lady Pol and
Corvino, Volpone finally has the opportunity for his coup de
thédtre, .Hé joyfully leaps from his couch in a surprising
-resurrection which is anything but the answer to Celia's
prayers. Volpone begins at the point where his last major
oration {the hymn to gold) left off. Expressingbhis con-—
tempt for "Corvino and such earth-fed minds" (III.ii.348),
he launches his aspirations of fire and air oﬁ a burst of
religious and classical allusions. For Volpone and for
Barabas, the boundless imagingtion of the overreacher,
characteristic of Tamburlaine and Doctor Faﬁstus, is res-
tricted to the gompass of a little room. Wikhin\that room
their imagination takes command. Volpone, like Barabas,
has no desire to rule or gain power.8
Starting with the "true heaven of love" (IIT.ii.349),
Volpone places Celia above "gain" or "ready money" and
indirectly compares her to Paradise (III.ii.340-43). He
continues in the same manner, using her astonishment at his
recovery by declaring that her beauty revived him, a
"miracle" (III.ii.344-45). Caught up in his own rhetoric,
Volpone is scarcely aware if Celia is listening or not. He

sweeps on, regardless. At this moment he reaches his first

mythological reference, which ironically recoils upon him:
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Ave, before

I would have left my practice for thy love,

In varying figures I would have contended

With the blue Proteus, or the horned flood.

(III.1ii.349-52)

Volpone's love for disguise and "shapes" makes his’ assertion
less than impressive. He may not even be thinking of a
physical struggle but of a contest of changirrg shapes. Both
Proteus and Achelous were water-~gods; each could assume

Yarious forms incfﬁding the snake and the bull. Ironically
both Achelous, who fought Hercules for Deianira and lost,
and "0ld Proteus" could take the figure of an appealing
young man, something old Volpone cannot éo. All he can do
is rhetgrically bring back the triumph of his vouth, when
he "acted yvoung Antinous" and won the attention of all the
ladies (ITI.ii.361-63). His presentation of a carpe diem
song from Catullus underlines the fact that his youth 1is
past. Apparently Volpone has spent time's gifts in vain in
the same aimless diversions that he describes in the song.
Mildly surprised that his performance is not applauded,
Volpone advises Celia to accept her "worthy lover" and use
her fortune with "secrecy and pleasure” (IIT.ii.385-86).
Secrecy and pleasure is the forﬁula which both Volpone and
Barabas employ in their little rooms. As a lover of wealth,
the overreacher is.more withdrawn from society and somewhat
restricted in.spatial scope, but his ambitions can be as
grandiose and extravagant as anything conceived by Tambur-

laine or Doctor Faustus.
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Volpone recites a catalogque of riéhes which would
dazzle the mind of either of them or,'as Celia says, "a
mind affected / With such delights" (IIX.ii.404-405).
Barabas, and Sir Epicgre Mammor. too,.would be attracted by
much or all of this life of luxury. Volpone's exclusiveness
in régard to gems meets Barabaé' refined and exacting
standards. After the love-song, Volpone tries a different

tack, instructing Celia on the proper way to use a fortune:

See, here, a rope of pearl; and each more orient
Than =hat the brave Egyptian gueen caroused:

Dissolve and drink them. See, a carbuncle

May put out both the eves of our St. Mark;

A diamond would have bought Lollia Paulina

When she came in like star-light, hid with jewels

That were the spoils of provinces. Take these

And wear, and lose them: vet remains an earring

To purchase them again, and this whole state.

A gem but worth a private patrimony,

Is nothing: we will eat such at a meal.

(III.11.389-99)

In his first soliloguy Barabas spurns the silver "trash"

(I.1.7) before him in favour of rare and exotic jewels:

Give me the merchants of the Indian mines

That trade in metal of the purest mold,

The wealthy Moor that in the eastern rocks

Without control can pick his riches up

And in his house heap pearl like pebble-stones,

Receive them free and sell them by the weight.

Bags of fieryv opals, sapphires, amethysts,

Jacinths, hard topaz, grass—green emeralds,

Beauteous rubies, sparkling diamonds,

And seld-seen cost® stones of so great price

As one of them, indifferently rated

And of a carat of this guantity,

May serve in peril of calamity

To ransom great kings from captivity--

This is the ware wherein consists my wealth.
(I.1.19-33)
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Both Rarabas and Volpone stress the spectacle of riches as
well as the possession. Volpone's "See. . . See. . . Take"
(III.ii.389;391;395) is designed to satiate the imagination
of a Barabas, who savs, "Gi&e me" (I.1i.19). Now in £full
stride, Volpone perseveres with a menu of delicacies which
would satisfy the discriminating taste of Mammon. When
Ceiia proves unresponsive to these "sensual baits” (III.ii.
409), Volpone can only continue with more pf the same. From
the ocutset Jonsog has taken.care to show that these fantasies
enchant Volpone more than anvone else. Volpone propels
himself to a crescendo that combines echoes of Tamburlaing,
Faustus, and Ithamore. Jonson gives his character the reins
and Volpone promptly exposes his dreams. The irony lies in
the fact tﬁat their scope is so limited. If Volpone's
wishes were granted, the world would remain the same. He
would rather act the part of an overreacher or a god than
actually be one. The riches and exotic dishes are only
props for his performance. Volpone has carried out his
plots, disguises and manipulations so that he can re-enact
the lives of the gods according to Ovid, as he once acted
Antinous. He thinks that he can recapture his youth through
gold and be as convincing as Mars as he was as "young
Antinous" (III.ii.361). Of course he does nothiné to make
himself like Mars.

Volpone's grandest desire is little more than the
life he already leads with his fool, euﬁuch, and dwarf to
entertain him and the oppqrtunity to put on disguises or

-
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"shapes" as frequently as possible. Tamburlaine, Faustus,
and Ithamore.all share the same idea; each thinks that he
can live the life of a god and none completely escapes the
conseguences of his éélusion. Tamburlaine and Faustus
accept the chéllenge on é more literal level than Ithamore
or Volpone. Tamburlaine's only military setbacks are his
inability to attack the gods on Zenocrate's death and his
reluctant admission that he is mortal and. can conguer no
more. He has made the claim to immortalitf so often that
in his grief he almost believes it. Faustus pays the
ultimate price for the chance to live like a god on earth;
while he fails utterly, and comically, he lives as close to
a god's life as he can imagine it. 1In both portrayals
Marlowe uses irony to undercut the potential tragedyv of the
hero. Ithamore is at a lower level still. He is quite
content to let his wine-inspired mind chatter on to
Bellamira about a god's life with the Jew's wealth. Volpone
is closest to Ithamore.

Like the slave, Volpone pictures an existence
tailored to his taste. He is not trying to appeal to Celia's
interests any more than Ithamore ever thinks of Bellamira's
opinion. His aliusions to Jove's rape of Europa and the
adultery of Mars and Venus obviously excite him, but few
women would find them attractive. A young wife known for
her chastity and seclusion from the world would likely con-

sider them repulsive.



-140

In addition to offending Celia, Volpone's choices
from the myths ironically undermine hi$ argument. Volpone
resembles the gods onlyuin that he wants to commit adultery
and is ready to resort to rape. The discrepancy between
Volpone and Celia as lovers and Mars and "Eryéine“ is made

all the more obvious and Volpone absurd by the possible

allusion to Hero and Leander. Volpone says:

Whilst we, in changed shapes, act Ovid's tales:

Thou like Europa now and I like Jove,

Then I like Mars and thou like Erycine;

So- of the rest, till we have quite run through \
And wearied all the fables of the gods.

(III.11.419-23)

As soon as Marlowe has described Hero's vielding to Leander,

he proceeds to her regret at the inevitable return of the

day:

And now she wished this night were never done,

And sighed to think upon th'approaching sun,

For much it grieved her that the bright daylight

Should know the pleasure of this blessed night,

And them like Mars and Erycine displaved,

Both in each other's arms chained as they laid.9
(III.301-306)

As well as the comparison with Hero and Leander,

Volpone's proposal to Celia strongly resembles Marlowe's

parody of his most famous poem, "The Passionate Shepherd to .

10

his Love." In The Jew of Malta, Marlowe makes fun of his

earlier work when Ithamore courts Bellamira. Drunk and

deluded, the Turk fabricates a rosy future for himself and

A\

the courtesan, which echoes "The Passionate Shepherd":
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Content but we will leave this paltry land.
And sail from hence to Greece{ to lovely Greece.
I'1l be thy Jason, thou my golden fleece.
Where painted carpets o'er the meads are hurled,
And Bacchus' vineyards overspread the world,
Where woods and forests go in goodly green,
I'll be Adonis;.thou shalt be Love's gueen.
The meads, the orchards, and the primrose lanes,
Instead of sedge and reed, bear sugar canes.
Thou in those groves, by Dis above,
Shalt live with me, and be my love.

(IV.iv.84-94)
The image of Volpone as Jove or Mars drinking gold and
amber and dining on parrots' heads and nightingales' tongues
is as overdrawn and ludicrous as the image of Ithamore as
Jason or Adonis in groves of sugar canes surrounded by vine-
vards. Volpone may be attracted by the idea of Jove
changing into a bull to carry off Eurcpa. Volpone's fancy
of Celia bathing in the juice of "July-flowers," roses and
violets, unicorns' milk, panthers' breath and Cretan wines
(ITI.1i.411-14) has a parallel in the sexual innuendo of
Ithamore's golden'fleece amid "painted carpets” of flowers
(Iv.iv.®™) . Both Volpone and Ithamore visualize their
ladies as Venus, the goddess of love, but their preposterous
choices for themselves rebound upon them with comical
results. At his best Volpone played Antinous, the chief
suitor to Penelope, a villain, neither the hero nor a god.
Now, much older, he aspires to pretend to be the ruler of
Olympus or the god of-war, two of the most infamous lovers
among the gods. He would be farcical as either; he is.

perfect as a decrepit old man or a mountebank or what he

really is, an aging voluptuary with time hanging heavy on
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his hands. Far from the youthful JaSOn;:ithamore, the
skinny Tﬁrk, is even more removed from Adonis, the'beaufi—
ful young hunter. Ithamore's "lovely Greece" (IV.iv.85) is
made complete by the addition of "Dis above"; "the elevation
of Pluto, the god of Hades, to heaven symbolizes the
inversion of Ithamore's interpretation ¢f classical anti-
guity. A similar inversion exists in Volpone's vision. Ee
sees himself and Celia drinking gold and amber until their
normal senses are overwhelmed to the point that the roof
séems to "whirl round" (IIT.ii.15-17). In that condition
they will perform all the fables of the gods, stimulated By
their own nectar and ambrosia. |
The historical and mvthological figures compared to
Celia decline in moral stature, though not in regard to
wealth, from Paradise (éve or an angel?) tolPenelope to
Clespatra, to Lollia Paulina to Europa (hestiality?) and
lastly to Venus, the promiscuous pagan goddess of love.
But even aping the gods 1is not enough for Velpone. He must
encompass the modern range of costumes; however, the con-
centration is now solelv on Celia in the form of exotic
dress. The references deéline in respect from the "spritely
dame of France" to the "Persian Sophy's wife" to the "Grand
Signor's mistress."” The allusions to the rulers of Persia
and Turkey carry the suggestion of a harem. The next step
is to tﬁe status of "one of_our most artful courtesans”

done only "for change" (III.ii.428-30). Venetian courtesans

were famous, but here the important fact is that Volpone
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would reduce Celia to copving a whore only "for change.'.'ll

The remark showé how fascinated he is with the idea of a
Protean life and change for change's sake. Volpone would
really be satisfied as Faustus apparently is by Mephosto-

philis' offer of compromise on a wife:

I'll cull thee out the fairest courtesans
And bring them every morning to thy bed.
She whom thine eye shall like, thy heart shall have,
Were she as chaste 3s was Penelope,
As wise as Saba, or as beautiful
As was bright Lucifer before his fall.
' (IT. 1.151-56)

Volpone would fiﬁd appealing both the varietvy of courtesans
and their delivery to his bed. His reference-to the "quick
Negro, or cold Russian” «(III.1ii.430) shows that his desire
for change is all that matters; passionate or friéid, black
or white, the personalityv or kin® of woman is irreleéant to
Volpone as long as she is different from the last. He
finishes the speech proper in words echoing Faustus as he

kXisses Helen:

Where we may, so, transfuse our wandering souls
Out at our lips, and score up sums of pleasures,

(IIT.i1.432-33)
Faustus addresses the silent devil in Helen's shape:

Sweet Helen, make me immortal with a kiss.

(She kisses him.)
Her lips suck forth my soul. See where it flies'
Come, Helen, come, give me my soul again.
Here will I dwell, for heaven is in these lips,
And all is dross that is not Helena.

(V.1i.101-109)
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Faustus follows with his fantasy of himself as Paris (V.i.

i06-lll), exchanging Troy for Wittenberg. The image is as

- dbsurd. as Volpone's comparison of himself ﬁo Jove, although
éhe\circumstancés are far more serious forlFaustus.

~

_Much of the dissatisfaction of the audience and the
reader with Celia may lie in her repeated standard response
in any prediéament.l2 "Her appeal to Volpone is much the

\ o
same as her appeal. to her husband, Corvino. She sounds as

if she-haé not heard a word he has said, nor does she
approach him differehtly when her method of virtue has
.already.failed with Corvino. .Her staunch negative attitude
and‘deéire for physical suffering in place of her loss of'
honour lead Corvino and Volpone to tﬁe same decision: _
"Yield" and "Yield, or I'll force thee" (III.ii.é99 and 462).
Celia’'s steadfast fidelity acts as a Nemeﬁﬁs to
Volpone's infidelity and love of change. She repeatedly
offers to endure excessive torture to preservé her chastity.
The wish for martyrdom, in place of an imposed and untested
virtue, may represent her dream-world. In that event, Celia
is just as extreme in her ambition as Volpone or her husband;
the onl;'difference is that she is heading in the opposite
direction. Thus the overreacher's craving for wealth,
sensqality, and pleasure is balanced by the would-be
martyr's need for a test of strength. Celia's resistance
defeats Volpone's verbal persistence. By the time he echoes

Faustus, Volpone has poured ocut his soul to her. He has no

more to offer or to say, which is why he tries to rape her.
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For the moment he has stopped thinking. His whole act is
based on hlS being cons;dered "ecold, / Frozen, and 1mpotent“
(ITX.11.458-59). = ‘

Bonario's rescue of Celia and the subseguent
collapse of Volpone border.oﬁ farce an@ melodrama. From the
moment Bonario cries, “Forbear, foul ravisher" (III.ii.465),
the tone is exaggerated to éhe point-of asininity. The

' mutual despair of\Mosca and Volpone stops abruptlv upon the
arrival of Corbaccio and then Voltore Mosca and Volpone
guickly recover their composure; however, each delivers a
sententious tag which contrasts'acutély with their previous
gleeful adages.l3 To himself Mosca savs of Volpone,

"Guilty men / Suspect what thev deserve Stlll" (III.:11.497-
98) . At the end of the scene and of the act Volpone savs to
Mosca, "Need makes devotion. Heaven vour labour bless!"
(IITI.i1i.561). This piety is coincidental with Voltore's
first suspicion of Mosca.

The more the fo# emerges from his hole, the more
reliant he is on the fly for his safety. Theshift. of econtrol
from Volpone to Mosca is simultaneous with the disappearance
of classical mythological images from Velpone's speeches
and their increasing frequency in Mosca's lines. The hint
of what is to come begins with the visit of Lady Would-be,
the one legacy-hunter from whom no financial gain can be
expected. Volpone is truly uncomfortable and welcomes

Mosca as his saviour. Following his successful court room

chérade, Volpone is actually shaken, as he says in soliloguy
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and admits to Mosca, when pressed. After Celia's rescye,
Ay .

"Mosca's remark that ‘they should die like Romans since they
have lived like Grecians is éhe_first of several references
(IT1.1i.491-92). ' -
Mosca's masterful handling of the;legacy-hunters
before Qbe avecetori hinges on Voltore, the lawver.  He
_bolsteré\pim in this fashion:

Worshipful sir,
Mercury sit upon vour thundering tongue,
- Or the French Hercules, and make your languageé .
As conguering as$ his clubs to beat along, ' N
+ As with a tempest; flat our adversaries—- )
(Aside) But much more yours, sir.
: ‘ (IV.1i.20-25)

The obseguiousness isythe same as before, but Mpsca fashions >
-his.allusions more eloquently than before. Once Volpone

has divulged his plan to make Mosca his heir, Mosca pictures

~

its effects ip laﬁguage as fawning and highflown as he used

before with Voltore: . ' 7 '~t:>

. - And sweat, sir. Wwhy, your gold

Is such another medicine: it dries up

All those offensive savours; it transforms

The most deformed, and restores them lovely,

As 'twere the strange poetical girdle. Jove

Could not invent to himself a shroud more subtle

To pass Acrisius' guards. It is the thing

Makes all the world her grace, her youth, her beauty.
{(v.1i. 115 -22)

-

I
The ‘indirect allusions to Venus (the ggrdle) and to Danae
(Acrisius) are more suited to Volpohe/;han to Mosca; des-
pite his elation and anticipation of his plan, Volpone makes

none of his characteristic references or comparisons.

- 5 ‘ -
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Diéguised as a éommandatof, thé fox féaches a peak of‘ -
ecstatic glee, possibly because he is finqlly able to taunt
Corbaccio, Corvino, and Voltore -to théir-faces. For some
reason he never draws on the myths to mock theﬁ. Instead,
saved by Mosca's suddgn apbearance, Volpone, in an aside,
praises the well-dressed parasite és a "basilisk".(V.iv.78)
fof'silencihg the raven and the crow. :

As-Volpone'extends himself first as a mountebank
before Celia's window, then as the invalid before the court,
and finally as a commandator before Voltére and Corvino,
he has less and less ability to diréct events. Corving
turns up early. Voltore recants his former testimony, and
Mosca ﬁakes his move éo have it ali. - E&fébés'experiences a
similar course of action.14 As in Volpone's case, the de-
fection of the servant is concurrent with a diminishing
capacity to govern the movements of his ﬁiﬁtims. With
Ithamore's assistance, Barabas adroitiy,guides Don Lodowick{
Don Mathias, Abigail (and the nuns), Friar Jacomo, and
Friar Barnardine to their doom. That Ithamore would fall .in
love is the one occurrence that n¥t even Barabas could be
' expected to foresee; however, it forces him to initiate a
new series of érimes. By sending the moﬁey, Barabas buys
the time he needs to plan his strategy. Ithamore serioﬁsly
threétens Barabas' freedom from suspicion, as Mosca doés
Volpone's. Like Volpone, Barabas uses a disguise in a

comical episode and succeeds in his main purpose. When the

poisoned flower is a little slow in taking effect, Barabas
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is caughﬁ off guard and is seized by Ferneze.‘ He recovers
magnificently, staging his own aeath and resurrection, put,
from this moment, he is reacting to events instead of |
directing.them.~ The betrayal of Malta and the planned de-
struction of Calyﬁgth,are'Barébas"éttempts to insure his
safety beyond guestion. )

In Volpone's opinion his best performance would be
as a motionless, nearly dead ¢ld man in court; there he has
to act before a crowd of former visitbfs, judges, and
strangers instead of one greedy person at a time. Following
his successful appearance, Volpone. undergoes a type of
resurrection, an occurrence which is emphasized both by the
prévious religious imagery and by his first fearful sense
of actual sickness and suffering. He tries'to revive his
spirits with'wine, & common practice which may have religious
implications in this context. Ironically Volpone feels
threatened at the thought 6f really being an invalid and at
the thought of it being discovered that he is not an invalid:

'Fore God, my left leg 'gan to have the cramp,
And I apprehended straight some power had struck me

With a dead palsy. Well, I must be merry
And shake 1t off.

fW.1.5-8)
Volpone has an inner compulsion to be merry. The wine makes
him bolder, confident that "I shall conquer” (V.i.13). He
casts about for ahy device "of rare, ingenious knavery"
- .
which would £ill him with "violent laughter" (Vv.i.l4-15).

- Adhering to his policy of change for its own sake has
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brought Volpone to the point where he lacks any definite
. goal. Barabas {s highly smused by his gun crimes,
After tantalizing the Friars with descriptions of his
wealth, he says in soliloguy:

But are not both these wise men to suppose

That I will leave my house, my goods, and all,

To fast and be well whipped? I'1l none of that.

) (IV.i1.124-26)
The‘passage-resembles Barabas' earlier speech to Ithamore
except that, for his revenge, Barabas will go to the
extreme of risking his goods and lands (V.1.64).

Alone, Volpone talks of his need for rare and in-
genious knavery; he must always be in the centre of activity.
To stop or rest is antithetical to his temperament. He
ignores Mosca's emphatic warning:
- ]
Why, now yvou speak, sir. We must be fixed:
Here we must rest; this is our masterpiece:
We cannot think to go bevond this.
) (V.1.29-31)
Forgetting that his greatest triumph was also a close shave,
Volpone has to go one better and decides to pretend that he
has died and that Mosca is his heir. Perhaps Volpone cannot
v
accept the thought that he gs at his peak, or possibly the
thought never occurs to him. By nature the overreacher
cannot stop whether his purpose is power, wealth, or further
scheming; the idea that he might actually get as far as he
can go never figures in his outlook. He takes up his new

plot with no thought for the consequences, in contrast to

i

)



15¢

the carefully staged act which has deceived the legacy-
hunters for three vears. |
Barabas faces a similar situation and reacts in
somewhat the same way. After Don Lodowick and Don Mathias
have killed each-'other, Ithamore, alone, stresses the
success of the intrigue as a éuperb achievement:
Why, was there ever seen such villainy,
So neatly plotted, and so well performed?
Both held in hand, ang flatly both beguil'd?
(ITII.1ii.1-3)
This crime stands out from the others because Barabas
cannot be charged directly for the &eaths. Although he is
unaware of Ithamore's disclosure of the faked challenge to
Abigail, Barabas senses that she mﬁst know about ;t when
she rejoins the nuns.. Like Volpone, Barabas, in an
»emotional moment, pretends to name Ithamore his heir. Both
Volpone and Barabas ignite flames of aspiration in their
"assistants that cannot be easily guenched. For a second
Barabas really does deny Abigail in favour of Ithamore,
but he quickiy regains his composure. A sign of his self-
control is that he retains his keys:
Barabas. O trusty Ithamore, no servant, but my friend,

I here adopt thee for mine only heir.
All that I have is thine wken I am dead,

And whilst I live use half. Spend as myself,

Here take my keys--I'll give'em thee anon.

Go buy thee garments, but thou shalt not want.

Only know this, that thus thou art to do.

But first go fetch me in the pot of rice

That for our supper stands, upon the fire.
Ithamore. I hold my head my master's hungry.

I go sir.
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Barabas. Thus every villain ambles after wealth,
Although he ne'er be richer than in hope.
(IIT.iv.39-51)

As Mosca parallels Barabas in his dark asides on
his gulls, so V&lpone resembles Ithamore in eagerness,
enthusiasm, and unpracticality. The new plan proves that
Volpone has no interest in power. He would be just as
unicomfortable as the Doge of Venice as Barabas is when he
becomes the Governor of Malta. Previously he offered his
keys to Mosca if he could get Celia (II.ii.21); he even
metaphorically switched places with the visitors by telling
Mosca to "coin me too"™ (II.ii.23), which recalls his own
words, "[I] am content to coin [the visitors] into profit”
(I.1.86). For his new trick to work Volpone has to
. surrender the Xevs to Mosca, a fact whose significance Mosca
quickly grasps:

So, now I have the keys, and am possessed.

Since he will needs be dead afore his time,

I'11 bury him, or gain by him. I'm his heir,

And so will keep me till he share at least.

To cozen him of all were but a cheat

Well placed: neo man would construe it a sin:

Let his sport pay for it. THis is called the Fox-trap.

(V.1iii.1l2-18)

Whether or not Volpone will go halves becomes the crux in
the court between Volpone and Mosca (V.vii.63-70). Barabas,
on the contrary, offers Ithamore half of all he has. Later,
egged on by Bellamira and by Pilia-Borza, Ithamore asserts

that he will demand half: "I'll make him send me . half he

. has and glad he 'scapes so too. Pen and ink. I'll write
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unto " him. We'll have money straight" (IV.iv.63-65).
Ithamore arrives at the same conclusion as Mosca deoes about
Volpone: "To undo a Jew is charity, and not sin" (IVv.vi.76).
The change in Mosca from devoted and flattering parasite to
overweening blackmailer has its precedent in Tthamore. Each
master underestimates his- servant, whether it is "My better
angel” (Volpone, II.ii.21) or "my trusty Turk" (Barabas in
soliloquy, IV.1ii.129).

Like Volpone, Barabas attempts one "device" too
many. He has adopf#ed his opponents' tool of "policy,” and
its application leads him to trust, temporarily, his
greatest enemy. Barabas may intend to poison Ferneze as
well as to destroy Selim Calymath because he cannot trust
anyone in Malta. His wording of his plan is ambiguous, but
this interpretation is possible:

And thus far roundly goes the business.

Thus, loving neither, will I live with both,

Making a profit of my policy,

And he from whom my most advantage comes

Shall be my friend.

This is the life we Jews are used to lead--

And reason too, for Christians do the like.

Well, now about effecting this device:

First to surprise great Selim's soldiers;

And then to make provision for the feast,

That at one instant all things may be done.

My policy detests prevention, ,

To what event my secret purpose drives

I know--and they shall witness with their lives.

(V.11.110-23)

Barabas' familiarity with poison lends suspicion to what

“provision” he will make fox his feast that will get all

things done at once. What is obvious is his fascination
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with "policy." Volpeone shares this preoccupation from
first to last; it is most obvious after his initial appear-

ance in court:

Mosca. You are not taken with it enough, methinks.
Volpone. O, more than if I had enjoved the wench:
The pleasure of all woman-kind's not like it.
(V.1.26-28)

As Volpone miscalculates in regard to Voltore, so
Barabas underestimates Ferneze. Each overreacher is too
caught up in his own brilliance to take account of the de-
sires of others. Barabas asks rhetorically:
N Why, is not this
A kingly kind of trade, to purchase towns
By treachery and sell'em by deceit?

Now tell me, worldlings, underneath the sun,
If greater falsehood ever has been done?

{(V.v.46-50)

The passage recalls Barabas' fondnesg for dealing on the
grand'scale, symbolized by the rare jewel that can "ransom
great kings from c;ptivity“ (I.1.32). Volpone also ap;re-
ciates the magnificent and wealthy gesture, boasting to
Celia that "A gem but worth a private‘patrimony, / Is
nothing: we will eat such at -a meal" (II1.i1i.398-99).

Both Volpone and Barabas face the inevitable with
"resolution" (Barabas, V.v.80). Neither repents nor fears
death. The "mortifying of a Fox" (V.vii.l25) is matched by

the actual death of the Jew. Volpone calls for judgment:
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I am Volpone and this (to Mosca) is my knave;

This (to Voltore), his own knave; this (to Corbac.),

avarice's fool: ,

This (to Corvino), a chimera of wittol, fool, and knave,

And, reverend fathers, since we all can hope

Nought but a sentence, let's not now despair it.

You hear me brief.
: (V.vii,89-94)

Volpone gains a certain satisfaction by proclaiming his
identity and exposing Mosca and the gulls. Like Volpone,
Barabas makes the rocunds of those he has deceived and dis-

plays his contempt for them all:

Then Barabas, breathe forth thy latest fate,

And in the fury of thy torments strive

To end thy life with resolution.

Know, governor, 'twas I that slew thy son.

I framed the challenge that did make them meet.

Know Calvmath, I aimed thy overthrow, -

And had I but escaped this stratagem,

I would have brought confusion on vyou all,

Damned Christians, dogs, and Turkish infidels!
(V.v.78-86)

The defeat of the overreacher does not mark a
victory for law and order in either work. In Venice the
first of the Avocatori delivers a pronouncement which,
because of its hypocritically pious and moralizing tone,
could be written by Malta's Ferneze. He neatly sums things
up from the judicial viewpoint:

. . . Now you begin,
When crimes are done and past and to be punished,
To think what your crimes are. Away with them.
Let all that see these vices thus rewarded
Take heart, and love to study them. Mischiefs feed

Like beasts till they be fat, and then they bleed.
: - (V.vii.l46-51)
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In like manner, after killing Barabas on stage and the
Turkish forces off stage, Ferneze resumes command as
Governor: N

"
Content thee, Calymath; here thou must stay
And live in Malta prisoner, for come all the world
To rescue thee, so will we guard us now, >
As sooner shall they drink the ocean dry
Than conguer Malta or endanger us.
So, march away, and let due praise be glven

Neither to fate nor fortune, but to heaven.
(V.v.118-24)

W

The law triumphs in both plavs by‘"miracle," whether it is

Volpone's wholly unexpected revelation of himself in court

or Barabas' equally uhforeseen alliance with Ferneze. 1In

each‘case the authorities are quick to take the credit and

align themselves with the supernatural but inconspicuous

powers that be. Jonson differs from Marlowe in that he does

not leave the last word to the authorities but gives it

instead to Volpone in the Epilogue. Through Volpone's

appeal for applause, Jonson places the decision sguarely in-ﬂ;\

the audience's hands. ' ~—
Volpone's field of vision is not as broad as

Tamburlaine's, but, like Barébas, he can focus intensely on

anything that interests him. The dizzying variety of his

propeosals to Celia, bupyed by his confident and grandiose

oratory, combine to create a picture of wealth, extravagance,

rare delights, and sensuality. Volpone can keep pace with

Tamburlaine and Dr. Faustus in this regard; however, the

context of his speech and its ironic results show that
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Gblpone is more comparable ;o Ithamore wooing Bellamira.
The partnership with Mosca is vital to Volpone's success.
The relationship parallels the informality and close working
harmony of Barabas and Ithamore. In both cases master and
servant or slave are equals in committing crime. The over-
reacher in Jonson or Marlowe rarely requirég this kind of
kindred spirit to assist him. Usually there is a marked
distanée between them, such as that between Tamburlaine and
Theridamas, or Sejanus and Eudemus. In presenting the
overreacher interested in wealth and scheming, both Jonson
and Marlowe saw fit to provide him with an assistant who
holds a similar outlook.

Volpone's background includes the fox, the devil,
and the figure of the Vice in the morality play. The Jew,
from the character of Herod on stage,'was also linked with
the fox, the devil, and the Vice. The audience would
immediately recognize Bérabas, with his hat, nose, and furs
as a comic villain; the oppoitunities for black comedy and
farce are present from Machiavel's prologue. Like Barabas,
Volpone begins strongly in the first act and then gradually
loses momentum: and stature as he falls in love and the game
gets away from him. Venice is no more attractive than
Malta, but Jonson does not condone Volpone's actlons, which
injure the 1nnocent as well as the guilty. The overreacher_
is satirized for his grandiose aspirations and his folly

exposed.
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Notes

lAll quotations from Volpone will be from Ben Jonson,

Volpone or: the Fox, ed. David Cook, A University Paperback
(London: Methven, 1967). Al quotations from The Jew of
Malta and Marlowe's other plaVys will be from Christopher
Marlowe, The Complete Plavs of Christopher Marlowe, ed.
Irving Ribner (New York: Odyssey Press, 1963). Act, scene,
and line references will be included within parentheses in
the body of the text. '

2T. S. Eliot may have been the first to note the

affinity between the two plays. As a critic of both Jonson
and Marlowe, he made the point twice in the same vear (1919)?
In his essay on Marlowe, Eliot wrote: 5

If one takes The Jew of Malta not as a tragedy,
Oor as a 'tragedy of blood', but as a farce, the
concluding act becomes intelligible; and if we
attend with a careful ear to the versification, we
find that Marlowe develops a tone to suit this -
farce, and even perhaps that this  tone is his most
powerful and mature tone. I say farce, but with
the enfeebled humour of our times the word is a
misnomer; it is the farce of the olad English humour,
the terribly serious, even savage, comic humour,
the humour which spent its last breath in - the deca-
dent genius of Dickens. It has nothing in coruon
with J. M. Barrie, Captain Bairnsfather, or Punch.
It is the humour of that verv serious (but very
different) play Volpone.

See "Christopher Marlowe (1919)," Elizabethan Dramatists
(London: Faber and Faber, 1963), Pp. 63-64. Writing on
Jonson, Eliot added: "If one reads Volpone, and after that
re-reads The Jew of Malta; then returns to Jonson and reads
Bartholomew Fair, The Alchemist, Epicoene and The Devil ig
an Ass, and finally Catiline, it 1is possible to arrive at a
fair opinion of the poet and the dramatist" ("Ben Jonson
(1919} ," Elizabethan Dramatists, pp. 73-74). Also in 1919
George Gregory Smith made several accurate observaticons on
Volpone, frequently taken up by later critics: "Everything
is drawn to exaggeration: the scene is laid in Venice, the
mother-city of splendid vice; there is one continuous -
uggestion of luxury, in Volpone's surroundings, in his
ooing of Celia in terms out~Marlowing Marlowe." See

A
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Ben Jonson, English Men of Letters (London: Macmillan,
1819; rpt. St. Clair Shores, Michigan: Scholarly Press,
1972), p. 110. Both Jonson and Marlowe scheolars have made
brief comments on the relationship between the two rplays.
The Jonson scholars include Alexander H. Sackton,
Rhetoric.as a Dramatic Language in Ben Jonson (New York: |
Columbia Univ. Press, 1948), pp. 139-40; Edward Partridge,
The Broken Compass: A Study of the Major Comedies of Ben
Jonson (London: Chatto and Windus, 1964}, pp. 77 and 235;
Douglas Duncan, "Audience--Manipulation in Volpone,"
Wascana Review 5 (1970): 24. Among Marlowe scholars there.
are F. P. Wilson, "III. The Jew of Malta: Doctor Faustus,"”
Marlowe 'and the Early Shakespeare (Oxford: Clarendon
Press, 1953), p. 62, and Harry .Levin, "Chapter III. More of
the Serpent," The Overreacher: A Study of Christopher
Marlowe (Cambridge: Earvard Univ. Press, 1952), p. 101.
Several Jonson critics have made somewhat more detailed
studies and observations. See Leslie A. Beaurline,
"Volpone and the Power of Gorgeous Speech,™ SLI 6 (April
1973): 61-75; -‘Philip Brockbank, "From Introduction to Volpone
(1968)," (from his ed. of Volpone, New Mermaid Series, 1968)
in Jornas A. Barish, ed., "Volpone": A Casebook (London:

- Macmillan, 1972), pp. 201-204; David Cook, "Introduction:

Volpone,” p. 36; Simone Dorangeon, "A Propos de Volpone:
Ben Jonson et le Motif de l'Invitation;” Etudes Anglaises
29, no 2 (1976): 144-31; Stephen J. Greenblatt, "The False
Ending in Volpone," JEGP 75 (January-april 1976): 92-93.
Marlowe scholars who have made lengthier comments are G. K.
Hunter, "The Theology of Marlowe's The Jéw of Malta," JWCI
27 (1964):-211-40: J. B. Steane, "5. 'The Jew of Malta',™
Marlowe: A Critical Study (Cambridge: Univ. Press, 1965),
Pp. 167-68; John P. Cutts, "V. The Jew of Malta: in a
little room," The Left Hand of God: A Critical Interpreta-
tion of the Plays of Christopher Marlowe (Haddonfield, N.J.:
Haddonfield House, 1973}, PP. 167 ang 169. Cutts' observa-
tions on Volpone are both WIONng in interpretation and
factually incorrect; however, other comments on The Jew of
Malta are perceptive and shed light on Volpone as well,
although Cutts does not develop them.

3Several critics have commented upen Volpone's. love
of acting, including Alvin B. Kernan, "Introduction to .
Volpone" in Volpone, ed. Alvin B. Kernan, The Yale Ben )
Jonson (New Haven and London: Yale Univ. Press, 1962), PD.
7-11; Alexander Leggatt, “The Suicide of Velpone," UTQ 39
(1969): 22 and 24; John Creaser, "Volpone: The Mortifving
of the Fox," EIC 25 (July 1975): 334. Both Kernan and
Creaser note the resemblance between Volpone and Marlowe's
heroces (Kerrnan 14; Creaser 338 and 342}. On the other hand
Charles Masinton argues that Barabas is "nearly always
acting a part" and in this regard resembles Mosca, in
"Chapter IV. Desire of Gold- Barabas and the Politics of
Greed," in Christopher Marlowe's Tragic Vision: A Study

!




/\

159;

in Damnation (Athens: Ohio_Univ Press, 1972}, p. 60. Eric
Rothstein sees Barabas as the "supreme poseur" as well as

an agent who exposes others, in "Structure as Meaning in The
Jew of Malta," JEGP 65 (April 1966): 266.

- -
-

4Steane comments on the similarity between. the
opening’ speeches and the rooms, pp. 1l67-68; 176. He argues
that VOlpone views gold "impersonallv" in contrast to Barabas,
who is "egotistically involved inm i1it" (p. 177).

5Kernan believes that Volpone holds up a coin to
replace the sun and the host (p. 1.}.

6See Brian Gibbons, "Chapter 2: A Fountain Stirr'd,"
Jacobean City Comedy: A Studv of Satiric Plays by Jonson,
Marston and Middleton (London: Rupert Hart-Davis, 1968), pp.
32-35; and Edgar Rosenberg, "II. The Rise of the Jew- .
Villain," From Shylock to Svengali: Jewish Stereotypes in
English Fiction (Stanford: Stanford Univ. Press, 1960), pp.
21-36.

7As Volpone scorns other seekers after wealth, so
Barabas is contemptuous of his fellow Jews. Thev are "base
slaves" who never knew real riches, but Barabas is no
"senseless lump of clay" (I.i11.215;217):

No, Barabas is born to better chance

And framed of finer mold than common men

That measure nought but by the present time.
(I.ii.219-21)

Volpone believes precisely the same about himself.

8Barabas admits that "we-come not to be kings"
(I.1.127), but he accepts it, sayving, "Give us a peaceful
rule; make Christians kings" (I.1.132). Although rule under
Christians proves anything but peaceful, Barabas has no
personal desire for power at the end of the play.

) 9Hero and Leander in The Complete Poems and Trans-
lations, ed. Stephen Orgel (Harmondswoxrth: Penguin, 1971),
p. 39. .

loRobert S. Forsythe traces the many writers who

followed Marlowe in this kind of invitation by recital. See
"The Passionate Shepherd and English Poetry,” PMLA 40 (1925):

“
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629-742. Both Beaurline and Dorangeon note the similarity =~
between Volpone and Ithamore (Beaurline 64-68; 73; Dorangeon -
144-46). Beaurline observes the similarity to Faustus (69).
Dorangeon mentions Barabas, but does not develop her
observation (144). Presenting Volpone as the antithesis of
the shepherd, she examines the history of the pastoral
invitation. She does not-seem to be aware of Beaurline's
article. . ‘

]

llCharles A. Hallett observes, "She would, with
Volpone, .move down the chain of being," in ‘"Jonson's Cédlia:
a Reinterpreta&ion of 'Volpone'," SP 68 (January 1971): 62.

: ¥2Although many critics dismiss Celia as dull and

one-dimensional, several others have offered better inter-
pretations of her role. Generally she is viewed in a reli-
gioud light. Hallett discusses her as "the Heavenly One"
in "Jonson's Celia," 50-69; Gerald H. Cox III aligns Celia
and Bonario with the quiet Jesus of the medieval cveles, in
"Celia, Bonario, ané Jonson's Indebtedness to the Medieval
Cyvcles,” Etudes Critiques 25 (1972): 506-11; Alan C)\ Dessen
prefers the late Elizabethan Morality tradition (Celi¥ and
Bonario are likesHeavenly Man or Just or Faithful Few), in
"Volpone and tMé.Late Morality Tradition,” MLQ 25 (1964) :
383-99; W. Speed Hill compares Celia to Griselda as a

, martyr in "Biography, Autobiography, and Volpone," SEL
(Spring 1972): 325. The best interpretation is likely
Douglas Duncan's. He says, " . . . Celia is a woman of
inflammatory sex-appeal.” In other words, she does not have
to do or say anything to be effective. As Duncan savs,

" . . . it is she who is the sensual bait." See Duncan,
pp. 30-31. Brian F. Tyson argues that Volpone contains
"parodic overtones" of Othello. 1If so, Celia becomes a
distant imitation of Desdemona— See "Ben Jonson's Black
Comedy: A Connection Between Othello and Volpone," SQ 29

(Winterrézzg): 61-64. In The.Jew of Malta Abigail plays a

role to ncan's interpretation. Barabas uses her as
."sensual bait" for Don Lodowick and Don” Mathias, and, like

Celia, e is obedient and dutiful, almost beyond belief.
Rosenberyg notes that "It became customary after Marlowe to
. inve e Jew with a daughter, a girl sufficiently good . and

beautiful to serve as foil to the wicked father.
~object of lust" (p. 34). {

13Ithamore and Barabas are also given to proverbs
"and wisé sayings. For example, Barabas tells Abigail,
"Things past recovery / Are hardly cured with exclamations”
(I.11.237-38). When Ithamore brings the ladle with the pot
of porridge, he says, "The proverb says he that eats with

- . . an
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the devil had / need of a long spoén" (III.iv.54-55).

14William Leigh Godschalk comments on Barabas'
increasing involvement in "VIII. The Jew of Malta," The
Marlovian World Picture (Paris: Mouton, 1974), pp. 209-10.
Godschalk considers Barabas "the ultimate Marlovian character,"
p. 202. )
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"A Perpetuity / Of ‘Life, and Lust:"Sir
Epicure Mammon and Doctor Faustus

From Jonson's own day to the present, critics have

rated The Alchemist as the perfect play. Theme, plot%_and
characters combine to create a fast-paced, hilarious, and
satirically didactic comedy which punctures the vanityv and

the hvpocrisvy of Jacobean society wherever they occur, in

" the Puritans, the charlatans, or the roaring boys. Perhaps

the most memorable character is Sir Epicure Mammon, whose
hyperbolical speeches have been praised, copied, and censored
for over three hundred years. Mammon's impressiveness derives
substantially from his major predecessor in reliance on
fantasy through magic, Marlowe's Doctor Faus_tus.l In Faustus
Marlowe portrays a complex and ambiguous figure who voices
Renaissance aspirations but who consistently misuses his
knowledge to choose fﬁzzg>over wisdom. By the last scenes
Faustus has become a tragic individual as well as a kind of
Everyman. In contrast, Jonson distrusted such aspiratiqns,
had no faith in magic, and held in contempt any Qho misused

knowledge. Ac¢cordingly, in The Alchemist, he satirizes

FPaustian dreams in Sir Epicure Mammon and Faustian magic in
- *®

™
the fake alchemist, Subtle.

162



163

While Subtle has his jargon pat, he likely believes none
of it. Mammon, however, genuinely bglieves-in the stone, as
Faustus believes in his books. Surly calls Mammon "a wiée sir
that has no need" of wealth or magic or anything in particular,

a phrase that applies also to Faustus, whose success is recognized
throughout many cities, who wins.debates with "Sic probo", and

-

who has just commenced.
. Lritics of each author have noted similarities between
the two works. Among the most percepﬁive interpretations is

Rober+ E.-Knoll's comment in "How to Read The Alchemist" that

"like Faustus [Mammon] is drunk with the idea of power and like
Faustus the power to which he aspires is directed to no service

but his appetite".2 In his later book Ben Jonspn's Plavs: An

A

Introduction, Knoll compares Faustusrand Subtle and finds The
Alchemist to be a Christian plav; he reéards Faustus as an
admirable magic hero and argues that "the ultimate difference
between Jonson and Marlowe is that Jonson sees ;uch high aspiration

as ludicrous, and Marlowe sees/ it as nearly noble“.3 John J. Enck

observes, in Jonson and the Comic Truth, that Mammon's ambition
"links with the Faustian one of soaring beyond the possible;"
further, he believes that “"the late medieval magician who pre-

figured twentieth~century man receives a contemptuocus rebuke”

in The Alchemist but adds that, even so, "once aémitted, Faustus

has a way of being unanswerable and ubiquitous.“4 In "Magic

and Poetry in Doctor Faustus (1964)," D. J. Palmer maintains

that "even Jonson's Alchemist pays homage to Marlowe's plav,
\\

\
i
1

\
|
T J
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reducing the theme to comic terms by presenting the illusion
of magic power as a series of delusions: S;r Epicure Mammon's
luxuriou® fantasies suggest a parody of the rhapsodic poetry

of Faustus."S .

Whether taking the position that Doctor Faustus is a
Satanic tragedy or'a.Chr;stian play, critics writing until the
early 1960s usually accept the\positive interpretation of Doctor
Faustus as a Renaissance challenger of mortal limitations who

surrenders even his soul in the quest for knowledge. Una Ellis

Fermor, in The Frontiers of Drama, Harry Levin, in The Cverreacher,

and Irving Ribner, in his “"Introduction" to The Plavs of Christopher

Marlowe, are among the supporters of the Satanic theory.6 Leo
Kirschbaum, in "Marlowe's Faustus: 2 Reconsideration, " Douglas

Cole, in Suffering and Evil in the Plavs of Christopher Marlowe,

Lily B. Campbell, in "Doctor Faustus: A Case of Conscience,"

and Paul H. Kocher, in Christopher Marlgowe, consider Doctor
Faustus to be a Christian play.7

Several critics'writing from the mid-1960s to the present
day question this approach and instead view Doétor Faustus as a
voluptuous and possibly poorly educated scholar. The debate on
Faustus' character continues with strong a&herents on both sides.
Writers sceptical about Faustus' erudition include H.W. Matalene
III (who prefers.the A-text), in "Marlowe's Faustus and the

Comforts of Academicism," John P. Cutts, in The Left Hand of God,

Sara Munson Deats, in "Doctor Faustus: From Chapbook to Tragedy, "

William Leigh Godschalk;’in The Marlovian World Picture, Michael
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Hattaway, in "The Theology ‘of Marlowe's Doctor Faustus"”, and

William Blackburn, in "'Heavenly Words': Marlowe's Faustus as
Renéissaﬁce Magician."8 In the eyes_ of the critics, Faustus
the gamut from Renaissance superman to Lucifer's fool. I am
more in dgreement with the latter view than the former, but
the genuine character of Faustus likely lies between.the
two extremes.

Before we examine the career of Faustus, we should
briefly consider the dramatic world of Wittenbefg, which
is the setting of the opening scenes and the final scenes,
the parts of the play usually ascribed to Marlowe. The home
of Luther's Ninety-fivé Theses emerges as a place of faith,
tolerance, and debate.9 The university permits-éhe presence
of Valdes and Cornelius although they have an "infamous"
reputétion (II.236). Wagner's jocular manner highlights
the serious concern of the scholars on
hearing that Faustus is with these conjurers.
Innocent compared to Faustus, the scholars are later
eﬁchanted with Helen and their reaction likelv arouses
Faustus' desire for her. Aappalled when
they learn of the bargain with the devil, they do not
abandon‘him. Instead, Ehey promise to pray for him,

-

and one even offers to stav with Faustus through the night.

a

runs
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To choose magic above all, including divinity,
Faustus has to abuse his knowledge, signified by his recent
graduatioﬁ or -commencement. He refuses to accept warning
signs, even miracles such as "Homo fugeJ, resists his own
feelings of repentance, and gives himself to horseplay and
Mephistophilis'. distractions. 1In the opening scenes
Mephistophilis' frank replies show that Faustus is
foolish to be resolute. During the middle scenes
Faustus wastes his time baiting the pope, entertaining
the emperor, and accomplishing none of his goals. The
\comic mood of these episodes is tempered by Faustus'
occasional twinges of remorse. Until the final s;enes
Faustus remains capable of salvation in spite of all his
previous sins. At this point the 0l& Man tries to save his
soul. Faustuskgfins his tragic stature through his
preference for Hé}en,‘the succuba,. anéd his illusion
about the 014 Ma% and repentance. His speech to the
shadow, which remaﬁns silent, is enchanting, but
Faustus is ﬁ;ying to reassure himself more than
he is trying to seduce “Heleﬁ." The ;peech is a
fitting preparation for his last solilogquy. As a
sinner convinced of being béyond salvation,

Faustus is a strikingly tragic figure. His "knowledge in the
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blacke Arte" (x.1041. A-1604) seems far less important than

his own despair.

- -
R

In my iﬁte;pretation the comic-irony directed against
Faustus does not lessen his tragedy, but it does imply greater
and more points of contact between Faustus gnd Sir Epicure Mammon.

Of all Marlowe's overreachers Faustus stands out as the
most memorable and the most impressive. Ee surpasses his pre-
decessors in every extreme. Unlike.Tamburlaine, Barabas, or the
Duc de Guise, however, Faustus emerges as the victim‘ofrhis desires
iﬁstead_of the congueror -of others. Although Mephig;ophilis
later claims to have turned the pages'of Faustus' books(B1616.198884),
Faustus actuaily mesmerizes himself with his persuasive language.
In his fantasy he sees no end to what he will achieve and he
pictures himself as a man of wealth who éould ocutweigh Barabas
and é champion who could outmanoeuvre Tamburlaine. Going bevond
Olvmpus, the mosgque, and the synagogue, Faustus challenges the
authority of the true Christian God. He must fail, and Marlowe
takes advantage of the audience's knowledge of the fatal outcome
in portraving Faustus' uneven career. The moments of fear,
reflection, and hesitation blgnd’égg; those of grimly comic
irony. Marlowe indicates‘that anyone whose ambitions are as
uncontrolled and extreme as Faustus' are will appear fodliéh
as well as tragic. . \

To strip the grandeur from these aspirations, Jonson
withdraws the tragic awareness of Faustus and creates an enormous

caricature of the already limitless desires. The seeds of Sir

™

- \
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Epicure Mammon are in Sejahus and Volpone. He towers over
them in_JOnson's plays as the culmination of the Jonsonian
overreacher. Like Faustus, he is,the gull of his own talents
in language, fantasy, and ambltlon, but, without Faustus'

senszt1v1tv to his situation, Mammon becomes a colossal cg\i?

caricature,

Faustus and Mammon share a preoccupation with metamorphqsis
through magic. Although not badiy off, neither is satisfied,
and each imagines himself as the supreme ruler of
a world remade to his liking. In regard ﬁo these visions,
available only in the words of each overreacher, Mammon surnasses
Volpone and Sejanus just a; Faustus leaves behind Barabas and
Tamburlaine. The colossal grandeur of each in his own mind is

only equalled by the intensity of his - final disillusionment.

For a precedent both will latch on to anything, including
- Mo

. hature, religion, or the classical gods. Only the latter come

¢lose to meeting their standards. .

Metamorphosis is a fundamental theme of both plafs. Iﬁ
a way, what Mepbistophilis and Lucifer 'seem to offer Faustus,
a magical change in himself and the power to change everything
else, Face and Subtle. seem to offer to every one of -their
clients. Act I of The Alchemist establishes Pacé and éubt
as accomplished “coz’ners" ("The Argument," 1.6). Although

they are on the verge of brawling in the first scene, neither

denies the portrait of himself as a recent down and out ne'er-
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do-well, but each claims that he transformed the other. 11
Subtle's art has gone to make Face a "translated suburb-captain"
(£. i. 19), and Face asserts that he made Subtle (I. i. 43-47).
Once Doll has forcefully reunited the "venture tripértite"
(I, i. 135), the "Soverdén" and the "General" (I. i. 5) demonstrate
/how well théy'work as a team.
Their easy manipulation of Dapper, the law c¢lerk, and
Drugger; the tobaécénist, displays their talent fof deceit
. and prompts the audience to anticipéte a greater challenge to
their craft. The "masters" (I. i. 100) are so flexible that
they-can choose their roles #t a moment's notice (I. i. 189-97).
From the start one of their "props” is the promise of the
phi&osopher‘é stone. Subtle drops the hint that Drugger
Will come, in time, to be a great distiller,

And give a say (I will not say directly, .
But very fair) at the philosopher's stone.

Face. ° Why, ‘-how now, Abel! I3 this true?

Drugger. Good Captain,
What must I give?

Face. Nay, I'll not counsel thee.

(L. iii. 78-82)
In the last speech in Act I, Subtle, the proven "cunning- -

man” (I. ii. 8), delivers a Jeering préfile of Mammon and- his

obsession with "the stohe" (I. iv. 14). Thié speech serves the
sameé purpose _.for Mammon as the Prologue does for Faustus. _Before
either overreacher gets startéd.on his lengthy hypefbolical
speeches,nthe author prefaces his initial appearance with a few
guiding c;ﬁmentsz Lines such 25 "swolne with cunning of a selfe
conceit" (Prol. 21. A-1604) and “falling to a diuelish exercise"

(Prol. 24. A-1604) prepare the audience for;Faustus' sophistical
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reqééning with himself. According to Subtle, Mammon "has,
this month, talk'd, as he were possess'd"of the stq&élalready
(I. iv. 186). As-"NoLhing'so sweete as magicke is to" Faustus
(Prol. 27. A-1604), so Mammon's mind is taken up with this
single concept to the egclusion of almost everyvthing else, and

"This is the day” (I. iv. 13).
Altﬁough Mammon rarely, if ever, rises above a comic

caricature, he shares Faustus' intense eagerness and excitement
Fs
on the threshold ©of magic. But where Marlowe permits Faustus

to speak for himself and describe his plans for ostentatious
and philanthropic deeds, Jonson torpedoes Mammon, before he
appears, thrbﬁgh Subtle's ridicule. Subtle derisively imagines

Mammon curing the ills of the world:

And now, he's dealing pieces on't away..
Methinks I see him, entering ordinaries,
Dispensing for the pox and plaguy houses,
Reaching his dose; walking Moorfields for lepers;
And off'ring citizens' wives pomander-bracelets,.
As his pPreservative, made of the elixir; -
Searching the spittle, to make old bawds young;
And the highways for beggars, to make rich-
I see no end of his labours.
(I. iv. 17-25)

Faustus' good intentions, being nationalistic and concerned
with the welfare of scholars, reflect the Renaissance spirit, but
his desire "to raigne sole king of all our prouinces" (A-1604. i.
126) casts a long and ironical shadow on all that he said before:

" Ile hawe [spirits] wall all Iermany with brasse,
And make swift Rhine cirecle faire Wertenberqge,
Ile hauve them fill the publike schooles with skill.
Wherewith the students shal be brauely clad:
Ile leuy souldiers with the coyne they bring,
And chase the Prince of Parma_ from our land,
And raigne sole king of all our prouinces:
’ (A-1604. i. 120-26)
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As a "studious Artizan" (A-1604. i. 85), Faustus believes

that he will control the forces of nature, an idea encouraged
by the Evil Aﬁgel:

Go forward Faustus in that famous. art,

Wherein all natures treasure is containd:

Be thou on earth as Ioue is .in the skie,

Lord and commaunder of these Elements. ’
(A-1604. i. 106-109)

Through "art," Mammon "will make / Nature asham'd of
her long sleep" (I. iv. 25-26) and will rival "her best love
to mankind" (I. iv. 28). Subtle adds the finishing touch to
his sketch of Mammon by sayving, "If his dream last, he'll turn
the age to gold” .(I. iv. 29). The intriguing mysfery of
metamorphosis and its symbolism- im classical legend are reduced
to a single change for what mav be the lowest motiye{%ﬁ'Jonson's
system o alues, greed. The reminder of the Goldén/%ge cdraws
attentipn to the difference.between its values and Mammon's,
and.its\values and those of Jacobean society. After Subtle's
speech the audience expects to see another unforgettable fool
like King Midas and is not dlsapp01ntedlo

"Slow of his feet, but earnest of his tongue” (I. iv. 8),

Mammon bubbles over in his enthusiasm:

Come on, sir. Now, you set your foot on shore
In novo orbe; here's the rich Peru: _
And there within, sir, are the golden mines,
Great Solomefi's Ophif! He was sailing to't
Three years, but we have reach'd it in ten months.
This is the day, wherein, to all my friends,
I will pronounce the happy word 'be rich'.
(Ir. i. 1-7)

. : . :
Faustus also believes that the preliminary preparations

are completed amd\that the moment of fulfilment is close at hand:-

~ 5
.
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Settle tﬁy stuaies Faustus: and beginne

To sound the deapth of that thou wilt professe:

Hauing commencde, be a Diuine in shew, .

Yet .leuell at the end of euery Art,

And liue and die in Aristotles workes:

' (A-1604. i. 31-35)

Aristotle is only‘the beginning. Faustus possesses a
grasp gufficient to find unanswerable paradoxes or congradictions
in each of the traditional professions, philosophy, medicine,
and law. What he demands from -them, however, is moré.suprising
than any problem.inherent in them. .Faustus expects a “ﬁyracle"
.(A-£604. i. 39) from philosophy, the power to raise the dead-
from medicine (A-1604. i. 55{,_and something far above the
"illiberal” "externall trash" (aA-1604..i. 65-66) offered by
the law. Having dismissed these three vocations, Faustus turns
to divinity. The "best" profession (A-1604. i. 67), divinity
poses the greatest challenge to Faustus' logic because it
represents a ﬁiracle, the power of salvation. The mention
SF divinity reminds the audience that God can raise the soul
from the dead far above earthly concerns. To reject divinity
Faustus must choose his quotations cérefully to manufacture 5
fatalistic doctring out of the New_Testamenﬁrj By deliberately
ignoring the hope offered by the second half of Romans 6.8 and
by I John 1.7 and 9, Faustué proves that "we must éie an euer-
lasting death" (A-1604. i. 76). 4

On a more comic plane, Mammon displays a similar talent
for analysis only after he has rhapsodized aboﬁl his "novo orbeh

(IT. i. 2). Where Faustus builds up to his "Metaphisickes of

Magicians” (A-1604. i. 79), Mammon starts with his full-fledged
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vision proving'Subtle correct in évery detail. He even sa}s,
"This is the day" (II. i. 6), and handily fuses the he% WO id)g
wealth with the 0ld Testament's; the newly discovered Peru and
Solomon's legendary‘Ophir. Such a juxtaposition is not unwofthy
of Faustus, and i§ is only the beginniqg for Mammon. But the
remnant of the "wise s;r" later recalleéfby Surly (II. iii. 280)
has'no difficulty in éiving an incisive ‘and devastating criticism

of Surly's life as a gambler. Mammon's accuracy is beorne out
c C

by Surly's silence on the subjects of Madam Augusta and the
"livery-punk" (II. i. 17 and 11). - ‘ a\\kh_,///

Both Mammon and Faustus soon assert their faith in %égic
and metamorpRosis. Faustus' e*pectations from magic far exceed
the inconsistencies he discovered in the professions. Having
Psg'divinity adieun (A-1604. i. 78), Faustus declares that the
magicians' metaphvsical works "aAnd Negromantike bookes are
heauéniy / Lineg, circies, sceanes, letters and characters"
(A-1604. 1. 80-81). The linking and balance of black magic
and heaven in the same line in "Negromantike" and "heauenly"
(A—%604. i. 80) subgests that Faustus blurs the truth to excﬁsé
sacrilege and study what "Faustus most desires" (A-1604. i. 82).

Equally confident, Mammon mocks Surly's doubt and pro- )
claims that he will begin "This night":

You are not faithful, sir. This night, I'll change

All that is metal in thy house, to geld.

And.early in the morning, will I send

To alll the plumbers, &nd the pewterers,

And/buy their tin, and lead up; and to Lothbury,'
or all the copper.

- (IT. i. 29-34)
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Although Mammon is sure.that Surly will be converted, "You

will believe me" (II. i. -42), sSurly's présence prevents Mammon

-

from soaring undinterrupted, as Faustus does, "Yes, when I see't,

I will® (II.’i. 42), The blunt scepticism has no effect on

Mammon, but he has to exaggerate more and more to defend his

dream. Surly's’éynical barbs repeatedly puncture his bursts

of oratory. Mammon usually begins from genuine alchemical terms

and theory, but he persistently draws the most extravagant con-

clusions:

-

Mammon. Do you think I fable with vou? I assure vou,

He that-has once the flower of the sun,

The perfect ruby, which we call elixir,

Not only can do that¥ but by its virtue,

Can confer honour, love, respect, long life,
Give safety, valour: vea, and victory,

To whom he will. In eight and twenty davs,
I'1l]l make an old man of fourscore, a child.

Surlv. No doubt, he's that already.

Faustus makes similar claims for magic:

v s
0 what a worid of profit and delight,

- . Of power, of-horor, of omnipotence
Is promised to the studious Artizan?

(II. i. 46-54) .

All things that sooue betweene the guiet poles
Shalbe at my commaund, Emperours and Kings,
Are but obevd@ in théir seuerall proginces:

Nor can they raise the winde, or re

d the cloudes: !

But his dominion that exceedes in this,
Stretche as farre as doth the minde of man.

A sound ¥Wagician is a mighty god:

)
Heere Faustus trie thy braines to gaine a deitie. .}

~

There is lr*tle to choose between Mammon'is honour, love, respect,

L] - Q *
long life, safety, valour, and victory (II. i.

(a-1604. i. 83493)

e
50-51) and Faustus'.

profit, delight, power, honour, and omnipotence. The difference
.

lies in the grandeur and vastness of Faustus' vision, which encom-

Uk

. Y

'o":‘.’ . " - @

“ passes "All things that thooue betweene trt_iquiet poles” (A-1604.
N

L
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i. 8s6), and Mammon's specific instructions for every small detail.
Far from overstating the case, Subtle may have underrated Mammon's
faith in the stone. One has only to copy the biblical Patriarchs
who have, as Mammon says,

But taking, once a week, on a knife's point,

The quantity of a grain of mustard, of it:

Become stout Marses and beget young Cupids.

Surlv, The decay'd Vestals of Pict~hatch would thank you,
» That keep the fire alive there.

(Ir. i.
~ Mammon would work miracles in icine too, driving the plague
ouE/9f the kingdom (II. i. 69-70), as Faustus claims to have
done for "whole Citties" (A-1604. i. 51) and maintaining London's
health with weekly treatments.lr
Surly's most telling hit, his "humour" that "Your stone /

Cénnot transmute me" (II. i. 77-79), goes unheard. To answer
such sarcasm, Mammon sim?ly resorts to antiquity and promptly
changes all the "Records” of riches (II. i. 80) into "abstract
riddles of our stone" (II. i. 104). Mammoﬁ's interest in learn-
ing extends only“so far as it will support the existence of the
stone. The wisdom of Solomon, even the Ten Commandments of Moses,
and Adam's fall lose their religious significance and are turned,

*

instead, into corroborgtive detail for the stone.

A pnomising potential churchman, Faustus too manipulates
his classical and religious knowledge at first to argue in favour
of sthying.magic and later to reject repentance. Like Mammon
he indiscriminately ﬁixes biblical and mythical references to

back up his choice of magic over faith and then boasts about it

to a devil: ~
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This word damnation terrifies not him, _ -
For he confounds hell in Elizium,
His ghost be with the olde Phllosophers;

(A-1604. iﬁi. 303-305)

The shades of "the olde Philosophers"ype as close as Faus%g§_\:r~
can come. The only relationship possible with the classical
world of history and myth is that of a spectator, as devils'ﬂ\\x\\
b

take the shapes of the ancients. Two scenes after he signs
the contract, Faustus struggles towards repentance. He de- _<;
bates with Mephistophilis about heaven and receives a visit
from the Good Angel and the Evil Angel. What finally strength-
ens his resolve against both repentance and suicide is the
recollection of his entertainment from the classical past:

Haue not I made blinde Homer sing to me,

Of Alexanders loue, and Enons death,

-And hath not he that built the walles of Thebes,

With rauishing sound of his melodious harp

Made musicke with my Mephastophilis, N

Why should I dye then, or basely dispaire? > )
(A-1604. vd. 655-60)

The audience will later realize that "blinde Homer" and pheus

are really disguised demons, like those of Alexander the Great

and Thais (A-1604. x. 1080-90). Mephdistophilis makes music w1t£ s
his own kind. As for the present, whether he is exploring hell |
or all the spheres under heaven,-Faustus remaing a tourist, a
sightseer, not the promised "Iove" on,earth (A-1604. 1i. 109).

The "secrets" which he was determined to discover -(A-1604. i. 115)
elude him. His reputation is built on feats performed by

Mephistophilis, a point which stresses the temporary and delu-

sive nature of his power. Even the visit to hell fails to open
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his eyes. Apparently 411 he gains is the knack to swear by
hell's rivers: . ) ‘
Now by th#y kingdomes of infernall-rule,

- Of Stvx, Acheron, and the fiery lake
of euer-burning Phlegiton I sweare,

(A-1604. vii. 862-64)
Faustus' internal torment is foreign to Mammon's shaliow
personality; however, his twisting éf the Bible and classical
mythology, in which he is likely schooled by Subtle, is a comical
exaggeration of‘Faustus' method of reasoning. Once more Surly
takes Mammon's assertions with a particle of salt:
Mammon. I'll shew you a book where Moses and his sister,
And Solomon have written, of the art;

Ay, and a treatise penn'd by Adam--
Surlvy. i How!

Hammon. O' the philosopher's stone, and in High Dutch. ’ﬂ“\}/,__
surlv. Did Adam write, sir, in High Dutch? |
Mammon. . o He did;
Which pro?ﬁs’fl was the primitive tongue.
. {(IT. i. 81-8s6)

Although (alchemists seriously claimed@ that all these
figures of the 0ld\Testament were early and skilled practitioners,
Jonson saw the potential for fraud in their obscure and preten-
tious jargon. Both the Bible and the andient myths lose their
significance for mankind when they are fmetamorphosed to little
more than stories of the "stone". Throug ammon's scaring hyper--
boles and Surly's sardonic responses, Jonso] satirizes both
Faustian aspirations and the extravagant claims of alcheny.

Mammon "confounds hell in Elizium" on a colossal and comic
scale. Having called on Moses and his gister, Solomon, and Adam

for support, he furns to classical mythology and boldly declares

that he has a piece of Jason's golden fleece,



™~

178: J

Which was no other, than a book of alchemy,
Writ in large sheepskin, a good fat ram-vellum.

Such was Pythagoras' thigh, Pandora's tub, . -
And all that fable of Medea's charms,

The manner of our work; the bulls, our furnace,

Still breathing fire; our argent-vive, the dragon;

The dragon's teeth, mercury sublimate, ) )

That keeps the whiteness, hardness, and the biting;
And they are gather'd intec Jason's helm,

(Th'alembic) and then sow'd in Mars his field,

And thence, sublim'd so often till they are fix'd.

' (II. i. 380-100)

The transformation of the golden fleece, a svmbol of the
quest, inte "a good fat ram-vellum" (TT. i.'91)i¥§s the basis
for placing every component of the legend into an alchemical
framework. But suph elaborate associations were not alwavs re-
quired. fhe alchemists would édapt almost any tale to suit the
stone, a fla& which Jenson takes 'pains %o empﬁasize. If the
myth deals with gold or the pursuit of someone or something, .
such as the stories of Pythagoras, the garden of the Hesperides,
ﬁanae, Midas, orlArgus, all the better; however, the standards
are flexible enough to drag in Caémus, Pandora, and Demogorgon.
Mammon can breezily sandwich the explanation of the fleece be-
tween Pythagoras and Pandora at one end, and the Hesperian gar-
den, Cadmus, and the rest at the other. That the Tegult seems
confused is igrelevant, because-the reason for every myth has
become the stEEMT\ Faustus turné all his education to the service
of magic and achieves the same outcome; the légic is contradictory
and cbnfusingh but he f}nds excuses and magic wins over divinity;
philosophy, and medicine. ' A

Through Subtle 'S mocking description, Surly's derisive 7

comments, and his own initial impact, Mammon is established as
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a comically preposterous gull. When Face as “Lungs“'réplacés
Surly, Mammon soars into his most hyperbolical oratory, a /
Marlovian extravaganza of sloth, sex, and gluttony.

Brdathless and excited,. Mammon fires off a series of
short questions as soon as Face appears: "How now? / Do we
succeed? 1Is our day come? And holds it?" (IX. i. 104; Ii.
1i. 1). Face quickly reassures him that "projection” is only
three hours away (II. ii. 4-5). Aas ﬁis confidence builds,
Mammon's speeches gradually get longer and his gquestions in-
frequent. ’He begins by repeating a favourite phrase to Surly,
"Again, I say to thee aloud, 'be rich'" ({II. ii.'G). Surly;s
silence and Face's helpful suggéstions sustain Mammon's buoyancy: *
Mammon. Excellent witty Lungs'/ My only care is,

Where to get stuff enqugh now, to project on,

This town will not habf serve me.

Face. / No, sir? Buy
' The coverings off.\o'_ thurches. '

AITI. 1i.411-14)

Mammon cannot concentrate on any gubject for ldng. Anything,
o

even sthe thought of "master"™ at his prayers (II. ii. 29), takes
him back to his fantasy:

Mammon. Where's masfér?
Face. At's prayers, sir; he,
Good man, he's doing his devotions,
For the success. .
Mammon. Lungs, I will set a
. period,
To all thy labours: thou shalt be the master
0f my seraglio. :
(IT. ii. 29-33)

Mammon has little time for thoughts of ahe pious alchemist;
¥+
instead, he launches upon a thorough descrjption of his fantasy

world. His speeches, unbroken save for "Lungs“' occa51onal con-

firmation of the success, reveal both the.slmllarltles and dlffer-
- ™\
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ences between Mammon's vision and that of Faustus. As Mammon
proceeds, he gradually focusses more and more upon himself.
Pictufing himself among his succubae, he then considers himself
surrounded by his flatterers, fools and eunuchs, and finally \
concentrates on what he will eat and wear.

The satisf;ction of his "appetite" (A-1604. v. 448),
Mammon's sole desire, is what Faustus has to settle for, but
his initial aspirations are marked by grandeur and phiianthropy.
To arrive at the point where Mammon begins, Faustus experiencgs
disenchantment and temptation. 1His curiosity and hunger for |

-knowlédge are diverted first by his convérsation with the "in-

famous" Valdes and Cornelius (A-1604. ii. 236). While their
experience in magic proves.of no .value in raising é demon,
Faustus absorbs their enticing descriptions into his own "fan-
tasie"” (A-1604. i. 136) and uses them to reinforce his resolu-
tion. He takes up Valdes' allusion to "women, or vnwedded maides"
(A-1604. i. '160) more beautiful than Venus when he asks
Mephistophilis for "a Qife,“the faireét maid"” in Germany (A-1604.
v. 587)." The lions, Almaihe rutters, and Lapland Giants (A-1604.
i. 157;59; B-1616. I. i. 146-48) find tﬁeir-counterpart in
reality when Faustus calls on the devils as soldiers'to defend
him from Benvolio's ambush (B-1616. IV. iii. 1454-85). Faustus
also welcomes the fame'§ictured‘by Cornelius and the reguests
from royalty which it brings (A-1604. i. 174-76).

As Faustus thinks more and more of his_resolution and

"manly fortitude" (A-1604. iii. 330), he thinks less and less

&
Z
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of others. When he outlines his conditions‘to Mephistophilis,
he sounds little like the beneficent magician who would dress

the students in silk and find out the "secrets of all forraine
/ N

kings" (A-1604. i. 119). 1Instead, his demands are those of the

N

man who would "Ransacke the Ocean" and "raigne sole king of all

our prouinces” (A-1604. i. 115 and 126):

Say, he surrenders vp to him his soule,

S0 he will spare him 24. veeres,

Letting him liue in all voluptuousnesse,
Hauing thee euer to attend on me,

“To gi®we me whatscever I shal aske,

To tel me whatsceuer I demaund, . .
To slay mine enemies, and avde my friends,
And alwayes be obedient to my wil:

(A-1604. iii. 335-342)

Mammon could scarcely state his exppctations of the stone more
!

succinctly. But Faustus' life of "voluptuousnesse" is punctu-
ated by his moments of anxiety and:possible repentance. His
disenchantment begins from the start with the discovéry that
magic is poWerless, and that he is not the "Coniurer laureate"

-

(a-1604. iii. 276) who can command Mephistophllls.

For both Mammon and Faustus sexual satisfaction has flrst

priority. To justify his "seraglio” (II. ii. 33), Mammon again

L]
uses Solomon as a precedent:

. For I do mean
To have a list of wives, and concubines,.

Equal with Solomon; who had-the stone

Alike, with me: and I will make me a back

With the elixir, that shall be as tough

As Hercules, to encounter fifty a night.

' ' (Ir. ii. 34-39)

'Ag he transforms every myth into the stone, so Mammon changes

any suitable historical ruler into a justification for his

i
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*
"own all-devouring intentIons. During the Renaissance opinions

-

abéut Solomon were mixed. He was.famous as "the wise man" who
.sought wisdom and knowledge at all costs. ‘As an offshoot of
his reputation, he was regarded as an AIChemist and a misteridﬁg
and fantastic magician; Renaissance alchemists considered The
Song of Solomon to be a treatise in code. On the other hand,
Solomon had allowed himself to be drawn from the worship of
the true God into idolatrf by the charm of women such as the
Queen of Sheba. Having sinned, he was supposed to have turned
from knowledge, power, and riches to repeét and preach, in the
' Book of Ecclesiastes, that ali is q?nity. Ignoring all but
the tenuous link with the stone enables Mammon to establish
his equality with Solomon. The lost Ophir provides the proof,
the alchemical "book" (II. i. 51-82) an irrefutable authority,
and Solomon's’th%usand wives and concubines an excuse for a

A, | .
harem of his own.

Although Faustus' first reguest is for a wife, his first
question to Mephistophilis ié about hell. Mephistophilis an-
swers honestly and directly, but Faustus does not £ind the
answers reassuring. When he drops the subject, Faustus may be
trying to distract himself from these discomforting thoughts
Qy satisfving his "wanton and iasciuious" nature (A-1604. v.
589). He is in no mood to bé denied; however, since mérriage

is a sacrament, Mephdstophilis can only "fetch" & "diuell drest

like a woman, with fier workes" (A-1604. v. 594-96).. Faustus

promptly condemns her, "A plague on her for a hote whore"”
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(A-1604. v. 598), but the "hote whore" probably embodies
what he has in mind. He faises no objeq&ion to Mephistophilis' -

solution: _
Tut Faustus, marriage is but a ceremoniall toy,
if/thou louest me, thinke no more of it. .
Ile cull thee out the fairest curtezans,
And bring them eu'ry morning to thy bed,
She whome thine eie 'shall like, thy heart shal haue,
& Be she as chaste as was Penelope,
As wise as Saba, or as beautiful .
As was bright Lucifer before his fall. . .
I (A-1604. v. 599-606)

Through the stone or through the sale of.his soul .
each overreacher Believes that he will have women who are
otherwise unattainable, but in each case the desire for
unlimiéed sex is expressed in hyperbole that\makes the wish
ridiculous. As Mammon'will enjoy "fifty } night" (II.ii.391;£;

Faustus, according to Mephistophilis, will have "the

fairest curtezans" brought to his bed "eu'ry morning" for

twenty-four years.lB Further, the examples cited for

support are not auspicious for either of them. In -
mentioning Penelope, a famous symbol of fidelity andﬁ\;
.
wifely chastity, Mephistophilis “is alluding to the Sbrrupt
'suitors, such as Antifious, who were slaughtered by
- . ' .

Ulysses on his return. Mammon too beguiles himself with
thebthought of encountering Chaste wives:

(Is it arriv'd at ruby?)--Where I sSpYy

A wealthy citizén, or rich lawver,

dfave a sublim'd pure wife, unto that fellow

I'1l send a thousand pound, to be my cuckold.

. (IT.ii.53-56) _
Next Mephistophilis, links Faustus indirectly to Solomon
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when he offers courtesans "As wise as Saba" (A-1604." v. éOS).

As noted above, Solomon, not Sheba, is reputéd for his wiséom,
but one of his greatest errors was his infatuation with Sheba.;
The dangers.of such dqiliance beco%e more ‘apparent when -
Mephistophilis finishes with an offer of courtesaﬁs as beautiful
as "bright Lucifer before his fali" (A-1604. v. 606i. The ¢
consequences for Solomon, Antinous, and Meprkistophilis range
from punishment to deéth to damnation; yet, in épiﬁe of his

learning, Faustus passés over these warnings when Mephistophilis

gives him the book of spells.

The fates of Mammon'F historical choices are no -more
encouraging.' The selected incidents from the lives of Solomon
and Hercules act as a spring-board to the most decadent emperoés

of Rome: Elagabalus, Tiberius, and Nero. 1In his imagination

»

Mammfon is insatiable. Thus no one degenerate emperor is suf-
ficient; he will perform all their intemperate acts to attain

a2 new height of dissipation. To flesh out his dream, MammonQ

draws on them all:

I will have all my beds, blown up; not,stuff'd:
Down -is too hard. And then, mine oval roomn,
Fill'd with such pictures, as Tiberius took
From Elephantis, and:dull Aretine
But coldly imitated. Then, my glasses.
Cut in more 'subtle angles, to disperse
And multiply the figures, as I walk
Naked between my, succubae. My mists _
- I'1ll have «of perfume, vapour'd 'bout the room,
s To lose ourselves in; and my baths, like pits
To fall into: from whence, we will come forth,
And roll us dry in gossamer and roses.
' (IT. ii. 41-52)

Faustus never sinks to this exotic and effeminate life of

*
-~

Y
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sloth, although he spends much of his time entertaining and

being entertained. But-a parallel te Mammon's effusion may

-

occur in Edward II when Gaveston considers what amusements
he will proviéijfor the "pliant king" (Ed.ITI. %. i. 53):

Music and pqetry is his delight;
Therefore I"ll have Italian masks by night,
Sweet speeches, comedies, and pleasing showes;
And in the day, when he shall walk abroad,
Like sylvan nymphs’ my pages shall be clad.
‘My men, like satyrs grazing on the lawne,
Shall.with their goat-feet dance an antic hav.
Sometime a lovely boy in Dian's shape,
© With hair that gilds the water as it glides,
Crownets of pearl about his naked arms,
And in his sportful hands an olive tree,
To hide those parts which men delight to see,
Shall bathe him in a spring; and th®re, hard by
One like:Actaeon peeping through the grove,
Shall by the angry goddess be transformed,
And running in the likeness of an hart, .
By yelping hounds pulled down, and seem to die--
Such things as these best please his majesty. 15
. (T. 1. 54-71)"

'MammoQ expands each of the components of this opulent
énd lethargic existence to an inc;edibié and, hilarious extreme.
But Gaveston's planned revision of Diana and Actaeon is well
thought out, with its specific alterations to suit Edw;::?:\
tastes, that it nearly eqguals the lengths to which Mammon goes.
Aall ;old, even Gaveston's combination of "Italian masks,” comedies,
pleasin% shows, and mythological .presentations cannot keep pace

’/’ﬂf with the mélange of blown-up beds,_pornbgraphic pictures, mir-

rors, perfumed mists, and pit-deep baths. Through the strength
\\\\\\75§_Hfg_belief in the stone, Mammon can be as familiar with the
unknown as the known. While the pictures in Aretine were a byword

in the Renaissance; the lost works of Elephantis lie beyond
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- Mammon's reach without the stone. 1In Jonson's view, man's

‘ b
curiosity, if unlimited, would lead him along these paths
rather than to the secrets of "forraine kings" which Faustus

vows to learn (i. 119).

~

- - A%
When Mammon describes his future retinue, Jonson may

]
.

be adding a touch of general social criticism. Where Gaveston

. will acquire "wanton poets, pieasant wits" (I. i. 51) and tal-

. N
ented musicians for Edward, Mammon seeks the best divines for

flatterers, burgesses for fools; and poets possibly more wan-
ton than Edward's. Since Mammon wants the'best of everyvthing,
his words imgly that fathers and mothers would make the finest
bawds, that the gravest and pures£ of divines can bé bought,
tha£ eloguent burgesses are mere foois, that poets concentrate
their subtlety on the least subtle subjects, and that so-called
"stallions™ (such as Jack Daw and Amorous La Foole in Epicoene)
deserve to be eunuchs for ruining ladies' reputations (II. i.
57-68).

Mammon imagines himself at the centre of it all; consuming
exguisite delicacies served with equally rare plates and spoons:

. . - /-\/
And [eunuchs] shall fan me with ten ostrich tails
Apiece, made in a plume, to gather wind.
We will be hrave, Puff, now we ha' the med'cine.
My meat shall all come in, in Indian shells,
Dishes of zgate, set in gold, and studded,
With eme:aids, sapphires, hyacinths and rubies.
The torgues of carps, dormice, and camels' heels,
Boil?’d L' the splrlt of Sol, and dissolv'd pearl,
(Apicius' diet, 'gainst the epilepsyv)
And I will eat these broths with spoons of amber,
Headed with diamond, and carbuncle. .
My foot-boy shall eat pheasants, calver'd salmons,
Knots, godwits, lampreys: I myself will have ¢
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The beards of barbels, serv'd instead of salads;

0il'd mushroons; and the swelling unctuous paps
Of a fat pregnanf sow, newly cut off,
Dress'd with an exguisite, and poignant sauce;
For which, I'll say unto my cook, 'There's gold, )
'Go forth, and be a knight'. (I} ;;\‘69;87)
Jonson glances again at his society. No doubt mone than one
wealthy cook-or his'seciai eqﬁivalent had bought a knighthood
fren Jaﬁes I, who apéarentl§‘dubbEd several, thirty-pound knights.l6
The fascination of Tamburlaine for a crown, of Barabas for
' wealth, or of Faﬁatué for magic is surpassed in parody once
ané for all by Mammon's dedication to gluttonv.
For hls par?:\Pa&stus intends to dispatch his spirits
T to search aL_HQOrners of the new found worlé / For pleasant
fruites. and princely delicates” (A—l§04. 1. 116-17}); howgsak,
while Faustus is-frequéntly eating, apart from the pope's *
fdaintie dish" (A-1604. vii; 885) he never\éeeks oui gourmet.
dishes. He 1is often metaphorically assoc;ated\qlth gluttony,
which fltS in with his curmos;tv and hunger for %ﬁfwiedge.
The two strands may merge when Faustus carouses‘WLth his friends
the scholars and feasts them with "belly-cheere" . (A-1604. xii.
1272)I For all his would-be gluttony, Mammon lacks Faustus'
curi ;ity about the universe and_knowledge in general, and he
dees ot possess Faustus' growing awargness of hie‘own condi-
tion. \ T ) . ? ‘,, . ;/::>
Finally describing himself instead of his surroundings
or his servants and_concubines; Mammon talks only oﬁ his clething.
He might as well be a mannequin:
Manmon . --1 My shirts

1'll have of taffeta-sarsnet, soft and light

>
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', ‘As cobwebs; ana for all my other raiment,
. --‘é; shall be sSuch,’as mlght provoke ‘the Persian, -~
. ere he to teach ‘the world riot, +anew. Lot R
xMY gloves of fishes' and birdsg' sklns, perfum a -
With gums of paradise, and eastern air-- S
Surlx And do you. think to- have the stone, with thlS"
e . C(TTlii. 88195)

o -

Sardanapalus.. In’ everv case, he convenlentlv overlooks the

- .
¢ . s - -

DT v1olent deaths of ‘his Dredecessors-an sensualltv. Jonson stops

v

w

. Mammon because he has run on long enough to expose . fuIlv his
gaudv .and. detalled fantasv, bmt also long enough to “show thaiy
hlS is not an lnvestlgatlve nature.‘ '. -

w Y

Mammon respohds Swlftlv to Surlv s doubt by sprlnglng to

Subtle s éefense, but the audlence is already aware of the dis-
‘crepancy betweentbe,supposed "very virgin" (II. ii: 99) and the
"cheater" with his "punk“ ("The Argument”, 4).. That the alchem-
ical principles which Face and Subtle spout‘are authentic ﬁould
mean nothing to the audience. ‘
While the team of Subtle and Face give a first-class
demonstration of fleecing Mammon, Surlv's "heresy" forestalls

them from completely dominating the stage. His terse cvnical

comments, such as "What a brave language here is, next to canting!"

(IT. iii. 42), help the audience to keep Subtle's long and
technical orations in perspective. Mammon's hasty if somewhat
late deceit about his ‘use of any power which he will receive
proves him to beé a hypocrite who thinks himself a very clever

fellow:
- -
I shall employ it all in pious uses,
Founding of colleges, and grammar schools,

Havlng run out of Roman emperors, Mammon resorts to the “Pers;an"'
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Marrying young virgins, building hospitals,
And now and then, a church.
' (II. iii. 49-52)

Mammon fades in prominence because of the presence of
the "father" (II. iii. 1). His fervent support is compressed

into brief statements, and he merely chimes in from time to
»

time as Surly and éubtle debate. His remarks reveal how little
Mammon understagas the theory behind the stone and do as much
as'Surly‘s denials to.ridicule it. Mammon's fantasy-wnrld is based
wholly on something bevond his - inﬁellectual comprehension:

Av, now it heats: stand
Father,
Pound him to dust--

------------------------------------------------------------

Well said, Father:
Nay, if he take vou in hand, sir, with an argument, '
He'll bray vou in a mortar. .
: (II. iii. 176-78)

-----------------------------------------------------------

_ Sir, so I told him,
Because the simple idiot should not learn it,
And make it wvulgar.
(IT. iii. 200-202)

-----------------------------------------------------------

: I urg'd that,

And clear'd to him that Sisyphus was damn'd

To roll the ceaseless stone, only because

He would have made ours common.

(IX. iii. 207-10)

Mammon's last word, “"common," is a witty cue for Doll's
appearance and one which the audience can appreciate; it also
makes sense for the deceivers. Subtle is making no more head-

way against Surly than Mammon &id. How long the act can with-

stand piercing accusations such as "alchemy is a pretty kind

AP
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of game, / Somewhat like tricks o' the cards® kII. iii. 180-81)
stated hy one familiar Qith the terms is an open queétion.
Jonsonr has done as much as possible with both:sides of the
issue; fuéther, the result will be a stalemate no matter how
long the debate continues. But, sooner or later, Subtle and
Face have to take Mammon's mind off the fact that today is the
day (II.. i. 6). )

Their solution is the mysterious and briefly éiimpsed
Doll, and it works perfectly. Mephistophilis faces the same
problem éf providing eﬂtertainment to keep Faustus from thinking
of repentance. His ultimate diversion is the fake Helen of

N

Troy. The -self-willed delus®n of Mammon and Faustus climbs
to its zenith in regard, to the apparently captivating and desir-
able woman. The appeal of Doll and "Helen" is that both are
presented as unavailable, a thought that each overreacher prev--
iously found intriguing. Mammon and Faustus share a fixation
about obtaining anything that is inaccessible £o everyone else,
but, in fact, each moves from tantalizing images of "curtezans"
(A-1604. v. 601l) or a "seraglio":(II. ii. 33)_to dalliance
with a disguised whore. This involVement marks a turning point
for both of them. Doll supplies Facé and Subtle with the excuse

for failure and the conseguent collapse of Mammon's dreams and

rhetoric. According to the 0ld Man, Faustus' affair with "Helen"

places him beyond the pale of salvation (A-1604. xiii. 1377-86).
Mammon and Faustus reject the sensible advice offered

by Surly and the 0ld Man. Mammor handles Surlv's objections

.
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in his usual fashion. He transforms Doll into a "Bradamante"

-

and Subtle into "an excellent faracelsiam" ‘although he knows
nothing about the lord's mad sister:

Mammon. 'Fore-God, a Bradamante, a brave piece.
Surly. Heart, this is a bawdy-house! 1I'll be burnt else.
"Mammon. O, by this light, no. Do not wrong him. He's
Too scrupulous, that way. It is his vice.
No, he's a rare physician, do*him right.
An excellent Paracelsian!
. (II. iii. 225-30)

Possibly the last brief moment of choice for Faustus,
its tragedy stressed by how little Mephidstophilis has to do
with it, becomes, in Jonson's hands, an extremely comic episode
with a flustered and impatient Mammon, his appetite whetted,
gorced to wait for another act. Another difference lies in
éhe discernment of Mammon compared to that of Faustus. Doll

would likely fool no one but Mammon, who is predisposed to be-

-

lieve. Surly is not taken in for an instant. On the other
hand, Helen's beauty silences and sobers the scholars who have

just come from a feast'

Face feeds Mammon enough detail to stir his interest
beyond recall. He begins with the mad and "most rare scholar”
(II. iii. 237) and complements Doll's character by playing

upon Mammon's sensual fantasies: .
Face. O, the most affablest Creature, ‘'sir! So merry!
- SO0 pleasant! She'll mount you up, like quicksilver,
Over the helm; and circulate like o0il,
A very vegetal: discourse of state,
Of mathematics, bawdry, anything--
Mammon. Is she no way accessible? No means,
" No frick, to give a man a taste of her--wit--
Or so? Ulen. T
(IXI. 1ii. 253-60)

-
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Previously assured and comfortably superior with "Lungs, "
Mammon is almost reduced to p@gaf}ng by his dominant desire.
To turn aside Surly's disbelief, Mammon simply transforms
him into a person of dis;inguished "breeding” (II. iii. 261),
a higa&y improbable origin for an impoverished gambler like
Surly.'l Stubbornly Mammon insists on the validity of the
story of the lord and his sister even though Surly catches
him out three times (II. i1ii. 269-70; 272; 274). Surly's
earnest plea for frankness and good sense saves Mammon from
appearing to be no more than an ordinary fool:
'Heart! Can it be,
That a grave sir, a rich, that has no need,
A wise 51r, too, at other times, should thus

With his own gaths and arguments make hard means
To gull himself? (11.1i1.276-82)

This speech ensures that Mammon remains a challenge to Face,
Subtle, and Doll and reminds the audience that Mammon is aF~
tually gulling himself with "his own oaths and arguments” ‘
(IT. iii. 281-82).

’ Far from Jonson's fast moving comic-aétion, Marlowe
creates.a subdued and~slow;paced-mobd of foregoding, starting
with wagqﬁy's soliloquy about Faustus making his will. Tron-
ically, for Faustus, not Mephistonhllls or ano;her devil, but
'hlS friends awaken his oa551on for "Helen After the SW1lling
and- "belly-cheere" (A-1604. xi. ;270 and 1271), the first
"Scholler" tells Faustus that they have "decided that "Helen of

Greece" was the "beutifulst in all the world," -the "admirablest

Lady that euwer liyed;" he asks Faustus to let them see "that

r
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peere-/lesse/Dame of Greece whome al the world édmires for

ma - / iesty™ (A-1604. xiii. 1278f82). The fepeated assertions
of Helen's béauty make an impression on Faustus. In granting
the reéuest, he.repeats some of.theistﬂnds:

vou shall behold that pearelesse / dame of Greede,
no otherwaies for pompe and maiestie,
then / when sir Paris crost the seas with her,
and brought the spoiles / to rich Dardania.
Be silent then, for danger is in words.
(A~-1604. xiii. 1286-90)
t

The warning is unnecessary. After a few short responses,
stressing again Helen's beauty, the "Schollers" are. rendered
speechless and leave:

3.5ch. No maruel tho the angrv Greekes pursude
With teénne veares warre the rape of such a gueene,
Whose heauenlv beauty passeth all compare,
I[Scholler] Since we haue seene the
pride
_ of natures workes,
And onely Paragon of excellence,
Let vs depart, and for this glorious deed
Happy and bleii be Faustus euermore.
(A-1604. xiii. 1293-99)

The limited percgption of the students serves to indicate
the vast difference between them and Faustus. Anything but
"Happv and blest," Faustus may be on the verge of placxng him-
self beyond redemption. Fascinated by the transient appearance
of a beautiful woman who seems to exist in reality, not onlf in
the mind, Mammon and Faustus must have her at any cost.

Whlle Surly fails to make much of a dént on Mammon, Faustus
can ‘be drawn to repentance by the 0lé Man, if‘éﬁly for a few
moments. .

-

The 0ld Man stresses .the "mercie Faustus of thy Sauiour
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sweete,./:thseAbloudalohe must wash_away thy guilt" (a-1604.
xiii. 1312-13), but Faustus still falls victim to despair.
Sensing failure, the 01d Man leaves at F;ustus' regquest, "fearing
the ruine of thy hopelesse soule" (A-1604. xiii. 1328). . at
the beginning, Faustus picks and chooses scraps of famous
scriptural quotations and fuses them to suit his needs. He
follows the same procedure now, ignoriﬁg the "precious grace"
which he can receive (A-1604. xiii. 1321). The 013 Man's
warning, "call for mercie and auoyd dispaire" (A—1604Z xiii.
1323)," goes for nothing, because Faustus views himself as’
being past salvation: )

Accursed Faustus, where is mercie now?

I do repent, and vet I do dispaire:

Hell striues with grace for conguest in myv breast,

What shal I do to shun the snares of death?

’ (A-1604. xiii. 1329-32)
The ce;taintg' of Fapstus that he cannot expect mercy renders
Mephostophilis' threat, short as it is (A-1604. xiii. 1333-35),
unnecessary. In a rejection of repentance, Faustus offers to'
renew his vow, asks that the 014 Man be tormented as much as
possible, and finishes with a regquest for Helen. .

'Between Mammon's first sight of Doll and his conversation
with her, Jonson brings in the Puritan brethren. The strict
life advocated by Tribulation Wholesome and Aranias is shown
to be‘és hypocritical and absurd as Mammon's mammoth plans.
The Puritans are a favourite target of Jonson, whg employs .

Subtle to censure them for a range cf crimes extending from

persuading jealous wives to rob their husbands to living on
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‘ Jal&ermen énd_railing‘against plays (III. 1i.969-90). What

- makes the satire more effective is that Tribulation denies -*
none of it. Face's catechism of alchemy (II. v. 18-45) bal-
ances Ananias' adherence to the rules. For the brethren Subtle
plays the heathen scieqéist, the obverse of his "holy father"
role for Mammon:; however, the results are the same-~-reverence
and cash.

As well as the Ruritan.. aspect, more ironic reflections
on Mammon's ¥visions occur when Face announces the coming of
the Spanish Don. The presentation of Doll to Mammon roughly
parallels the approach taken with the Don. That Mammon is
only a mark like all the others is comically stressed/by the
ribald bluntness of Face and Subtle (II. iv. 1-7). ‘Moreover,
when Face outlines his plan to deceive the Don, he even echoes
Mammon on a2 small scale:

Face. And thou [Doll] mavst make his ransom, what thou wilt,
* My dousabel: he shall be brought here, fetter'd
With thy fair looks, before he sees thee; and thrown
In a down-bed, as dark as any dungeon;
Where thou shalt keep him waking, with thy drum;
Thy drum, my Doll; thy drum; till he be tame
As the poor blackbirds werei' the great frost,
(III. iii. 40-46)

Whether the purpose is to "twitch” (II. iv. 3) Mammon or the
Don, the technique is the same.

While waiting for the Don, the tricksters become so
involved with Drugger, Kastril andﬂDapper that Mammon com-

pletely slips their minds:
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Subtle. What'news, Doll? _ |
Doll. ~ ’ Yonder's your knight,

Sir Mammon.
Face. God's 1lid, we never thought of him, till now.
Where is he?

Doll. ‘ Here, hard by. He's at
the door.-
(III. v. 50-52)

Mammon's return ind%cates that matters are gettiﬁg out of hanq
for Face, Subtre; and Doll, but being forgotten reduces Mammon
to just another gull. 1In fact, th; Preparations are necessarily
more elaboraée for Dapper's Queen of Fairy than £for Mammon's
"Bradamante" because Dapper lacks Mammon's imagination.18 By
analogy with‘these other less érand desires Jonsbn ridicules
Mammon's aspirations. In their.respective situations Mammon
and Dapper are placed on a par, though Dapper has no wishes
that do not originate with Face ané Subtle.

" Each overfeacher faces his greatest challenge to his
power of metamorphosis in language with Doll or Helen. In his
last-minute instructions, on addressing the "lady” (IV. i. 5),

Face supplies Mammon with his subject of conversation:

Face. And you must praise her house, remember that,
And her nobility.
Mammon. Let me, alone:

No herald, no nor antiguary, Lungs,
Shall do it better. Go.
(IV. i. 19-22)
While the audience frequently sees into Faustus through solilo-
quy and direct comment, glimpses inside Mammon are rare because
he has nothing to hide. But just before meeting Doll he de-

livers a soliloquy which proves that he really is as shallow

and oh_sessed with gold as he appears. Alone on stage for the
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only time in the play (of course, Dapper is in the privy),
Mammdn inspires himself for the rendezvous:
Now, Epicure;

Heighten thyself, talk to her, all in golgd;

Rain her as many showers, as Jove did drops

Unto his Danae: show the god a miser,

Compar'd with Mammon. What? The stone will do't,

She shall feel gold, taste gold, hear golg, sleep 'gold:

Nay, we will concumbere geld. I will be Puissant,

And mighty in my talk to her!

{(Iv. i._24-31)

For Faustus the speech to Helen is crucial. The figure
remains silent while, through his eloquent and unbroken rhe-
toric, Faustus pérsuades himself (she needs no inducement +o
be his mistress) to risk damnation. Mammon's soliloguy con-
firms that he is ready to expand effusively on his favourite
topics-- gold, the Sstone, and himself--to dazzle the lady.
© But, through Doll's ambiguous replies and Face's derisive a-
sides, Jonson nips in the bud the ornate compliments which
Mammen persistently tries to deliver. The constant interrup-
tions slow down his oratorical flow and prevent him from
reaching the heights and florishes prominent in his earlier
Scenes. Once Mammon warms to his subject, he might crowd
everyone else off the stage. Jonson ensures that it does not

happen. - =

e
TN

Even in this soliloguy, with no one to convince éxbept
himself, Mammon adjusts the legend of Jove and Danae to suit
his purpose. The shower.of gold was not a display of wealth
but an exotic means of reaching the beautiful maiden locked

in her father'sg tower. In spite of his determination, Mammon
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NEevVer manages to be "puissant / And mighty" with Doll (IV: i.
30-31). As soon as he finds a grand subject, the fifth kingdom
that he would establish (IV. v. 25-26), Mammon is immediately
cut off by Doll, who seizes the chance for her "f£it" (IT. iii.
240).

For both Mammon and Faustus, the woman renews the over-
reacher's faith in the errors of his ways, although she is
actually deceivipg him. Buoying himself to meet Doll, Mammon
repeats "gold" over and over to himself as a religious or magic
word. He will easily surpass Jove. Any doubt, expressed by

"What?", is dismisseg by the confident assertion, "The stone

will do't" (IV. i. 28). Accordingly Mammon transforms Dell

Common, whose name reveals her profession and her character,
into an amalgam of the best features of the princes of Europe.
After seeing her for the first time, Faustus believes that
"heauenly Helen" will restore his fidelity to Lucifer; her
"sweete imbracings" will extinguish "These thoughts that‘do
dlsswade me from my vow,/ And Keepe mine oath I made to Luc1fer"
(A-1604. xiii. 1351-54). Alchemy and Satanic POWEer can no more
metamorphose-a prostitute or a female devil than they can change
Mammon or Faustus. )

The vow of fidelity to a special woman, her elevation
to a goddess, and the assumption of roles from cla551cal myth-
ology, rebound ironically upon both Mammon and Faustus. Face

undercuts Mammon before he begins by forecasting that " (0, we

shall have most fierce idolatry!)" (IV. i. 39). Doll spurs him
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~on in her first remarks, and Mammon responds by éraising the
moment of birth (IV. i. 44-48), her breeding, blood, virtue,
and lack of money [IV. i. 42; 51-53). That Mammon refers to
money as a "drug"™ (IV. i. 53) is an additional touch of:irony'
by Jonson. Through the "Austriac" lip, thé Valois nose, and
the Medici forehead, Mammon transforms Doll into a princess
who combines "the verv choice of all their features" (IV. i.
55-60; 63). The transition from princess to goddess poses no
problem. Mammon discovers that Doli has an "air" that "sparkles
a divinity, bevond / an earfhly beauty!” (IV. i. 64-66)8 As
he smoothly moves to the phoenix, Mammon may be building to
a grand analogy based on the rebirth of the bird which "never
knew a nobler death" than to burn in Doll's "sweet flame" (IV.
i. 68-69). Doll quickly brings him to a.halt by questioning
“This art, sir, i'yvour words" (IV. ™ 71), and Mammon's mythical
allusion is left apparently incomplete. He does not regain
his composure until Doll deflects him from her to Subtle (IV. i.
84-92).

Faustus fares no better with Helen; He alsc tends to
talk himself out of repentance, and the speech to Helen is
the last and most effective of these monologue®. Like Mammon's
compliments, Faustus’ homage to Helen contains several ﬁnac—
curacies; however, Faustus gains momentum because Helen remains
silent and he is able to say it all in one piece. 1Initially,
the speech makes a strong and positive impact, but , on reflec-

. . . L .
tion, Faustus' false assumptionsand mistakes emerge. As Faustus
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in his youth out-argued all debaters with his "Sic éroboﬂ (A=
1604. ii. 202), he now dulls his fears by cohcentrating all
his talent in oratory on Helen. That Faustus takes the passive
role and assigns the active part to Helen indicates how far he
has fallen from his original ambitious goals:

Was this the fage that lancht a thousand shippes?
And burnt the toplesse Towres of Ilium?

Sweete Helen, make me immortall with & kisse:

Her lips suckes forth mysoule, see where it flies:
Come Helen, come giuwe mee my soule againe. :
"Here wil I dwel, for heauen be in these lips,

And all is drosse-that is not Helena: enter old man
‘I will be Pacis, and for loue of thee, )

Insteede of Trov shal Wertenberge be sa kt,

And T wil combate with weake Menelaus, .
- And weare thy colours on my plumed Crest:

Yea I wil wound Achillis in the heele,

And then returne to Helen for a kisse. )

O thou art fairer then the evening aire,

Clad in the beautyv of a thousand starres,

Brighter art thou than flaming Iupiter,

when he appeard to haplesse Semel '

More louely then the monarke of the skie

- In wanton Arethusaes azurde armes,

And none but thou shalt be my paramour.

(A-1604. xiii. 1357-76)

Helen fits into the same category as the "shapes" of
Alexander and his paramour, Thais, who "are but shadowes not
substantiall" (B-1616. IV. ii. 1282 and 1304); they are only
"such spirites as can lively resemble alexander"™ and his para-
mour (A-1604. x. 1086-87). Neithé£ the Emperor Carolus nof the stu~
dents cam talk‘ta or touch these spirits, but Faustus will ac-
cept one for his mistress. The "hote whore" (A-1604. v. 598)
which Mephistophilis originally offereé;pim and Helen are synon-

ymous in all save appearance, an ironic comment on how little

Faustus has achieved. The irony is heightened by his association

L]
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of Helen with imﬁort@lity and heaven (A-1604.,xiii. 1359 ana
1362) and with suckiﬁgthg soul through a kiss. She is }eading
him to hell, eternal torment, and the loss of his soul; as he
has in the past, Faustus manipulates'religious terms “to his
détriment. Helen is nothing but "drosse™".(a-~1604. Xiii. 1363).
| Through words rather than magic Faustus transforms him-
selg into Pari; for his Helen. As Paris, his first acf will

be to sacrifice "Wertenberqg" (A-1604. xiii. 1364-65). But

Faustus' choice of ‘roles could be better. Although Paris slew
Achilles (A-1604. xiii. 1368), he was considered to be an adult-
erer aﬂé coward. Faustus uninteﬁtionally suggests Helen's
lack of substance when he comp;res her to the "euening aire"
(A-1604. xiii. 1370). 'Going.from night to day, Faustus switches
to "flaming Iupiter"™ and Phoebus Apolle; the "monarke of the
skie” (A-1604. xiii. 1372 and 13747. Since both Jove and Apollo
can be synonvmous with God, Falstus again couples Helen with
heaven. These dllusions imply his own end, but they also in-
timate that, in téking Helen, Faustu; is seeking an easy revers-
al of the usual male and female roleé. No longeﬁ hoping to be
a "mighty god"'(%-1604.'i. 92) or even a "Demi-god" (B-1616.
I. 1. 88), he prefers %o appear "haplesse" and "wanton" in
order to set aside his acute awareness of his transgressions.
Mammon finds that evén disclosing his secret has little
effect on Doll. After he takes her hint and praises Subtie,
whose "physic" is "Aﬁove the art of Aesculapius" (IV. i. 91-92},

Mammon drops an obvious hint with "I know all this, and more"



202 R S

(IV. i. 94). When Doll falls shbr; of encouraging him, Mammon
retreats to praising her, giving her a diamond, and declaring,
"Here, by your szde, / Doth stand, this hour, the happiest man
in Europg" (IV. i. 111-12). Through the remarks of Doll and

.Face, Jonsomhas reminded‘the audience of Mammon's essential

foolishness; he w permit ‘his overreacher to soar and swell

for a brief time.

Mammon fuses his praise of Doll with his earlier visions
of luxury; he simply refashions his dream-world for his first
real succuba. 1Intent on béing "puissant / And mighty" (IV. i.
30-31) in conversation, Mammon starts to sound like a carica-
ture of Tamburléiné. His assurance in -his future and his god-

like decision to elevate Doll bear a comic résemblance to the
. b .
Scythian's confidence in his destiny and his courtship of

Zeriocrate. Mammon grandly proclaims that he is "The envy of
princes and the fear of states" (IV. i. 114) and is immediately
questioned by Doll:

Doll. Say you so, Sir Epicure? _ -
Mammon. - ) Yes, and thou shals
prove it,

) Daughter of honour. I have cast mine eve
Upon thy form, and I will rear this beautv
Above all styles.
Doll. You mean no treason, sir?
Mammon. No, I will take away that jealousv.

I am the lord of the rhilosopher's stone

© And thou the lady.

(Iv. i. 115-21) -
Doll's misgivings make it an uphill struggle for Mammon, but

he persists and even employs his image of Jove and Danae:

-
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I am the master of the mastery.

- 6 o o 0. M N R E N S

Think therefore, thy first wish, now; let me hear it:
And it shall rain into thy lap, no shower,

But floods of gold, whole cataracts, a deluge,

To get a nation on thee! .
(Iv. 1. 122; 125-28})

Such imperative tones originate with Tamburlaine, who
tells Zenocrate that she"Mﬁst grace his bed that conquerssAisia”
and who states as a fact rather than a promise that "A hundred
Tartars shall attend on thee" (I. ii. 37 and 93).19 poll's ob-
servation that Mammon is working on "the ambition of our sex"
(IV. i. 129) is a thought that does not occur to Zenocrate,

who is placed in a somewhat parallel situation. Jonson rarely

misses an opportunity to point out the rhetorical tricks of
the overreacher as well as the absurdity of his aspirations.
Now in stride, Mammon is talking as much for himself as

for Doll's beigfit. He refuses to be checked and requests"the

-

glory of her sex"{IV. i. 130) to come forth,

And taste the air of palaces; eat, drink
The toils of emp'rics, and their boasted practice;
Tincture of pearl, and coral, gold, and amber;
Be seen at feasts, and triumphs; have it ask'd,
What miracle she is? Set all the eyes
Of court a-fire, like a burning-glasg,
And work'em into cinders: when the jewels
0f twenty states adorn thee, and the light
Strikes out the stars; that, when thy name i1s mention'd,
Queens may look pale: and, we but showing our love,
- Nero's Poppaea may be lost in story! :
' ' (IV. i. 135-45)

As soon as Doll names ambition, the word alone prompts Mammon
to a2 staggering appeal to her own aspirations. He plays on the
senses, such as tasting and drinking exquisite delicacies, and

alsco on Doll's desire to surpass and be envied by all other
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women. Having begun with Solomon, Mammon reaches the bottom

204

with Nero. Infamous for his cruelty and destruction as well

as excess, Nero mnearly wrecked thg_Roman empire single-handed.

Although he had no apparent link with alchemy, .he put his fé%th
.

in a story df limitless gold as unlikély and ridiculous as the

philosopher's stone.20 Mammon would probably convert the tale .-

to a2 version of the stone in a flash of inspiration. The com-

parison to Poppaea is no more-complimentary to Doll. . Known

for her "immorality and cruelty," she was most famous for her

- .

funeral after Nero kicked her to death. As well as the con-
trast to the scene'which‘gammon paints up to that point, the
coméarison‘bf Dolflto Poppaea is ironically appropriate because
Poppaea, while not a pro;}itute, behaved like_one.21 Indirectly
jonson suggests that aspirations which begin with the desire
to surpass the achievements of a Solomon will lead ﬁo the mania
and atrocities of a Nero, even within the limits of the imagina-
tion. |

The easiness with which Doll derails his train of thought
exposes the emptiness of Mammon's rhetoric. Her cold reason
brings him back to earth tempo;arily- The "fear of states"
(IV. i. 114) has no appetite for military conflict. When Doll
mentions the.possibility fﬁat the Qrince may not approve, the
thought that he might end "The rémﬁ;ﬁt.of your davs in a loath'd
prison" (IV. i. 153) startles Mammon, and he has to ﬁalk him-

self ocut of his alarm:
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: 'Tis no idle fear!
We'll therefore go with all, mv girl, and live :
In a free state; where we will eat our mullets,

Scus'd in high-country wines, sup .pheasants'’ eggs,

And have our cockles, boil'd in silver shells,

Our shrimps to swim again, as when they liv'd,

In a rare butter, made of dolphin's milk,

Whose cream does look like opals: and, with these
Delicate meats, set ourselves high for pleasure,

And take us down again, and then renew

Our vouth, and strength, with drgnking the elixir,

-

And so enjoy a perpetuity
0f life, and Mst.’
' '(Ivi i. 154-66)
That Doll so suddenly becomes "my life" {(Iv. i. 151)
and the confidante éf his secret wishes indicétes how Marmmon
unquestioningly accepts evervthing and everyvone connected
with the "holy father" and "Lungs," in the séme way that Faustus
receives the di&ersions of the devils. The unnamed "free
state” (1v. i. 156) or republié is a &onvenient and unrealis-
tic solution typical of an idle mind.which has distanced it-
self from all uncongenial thoughts. But it answers Doll's
objecticn; furthermore, describing gourmet delights in detail
renews Mammon's credence in the stone and, consequently, gives
new validity to "a perpetuity / Of life, and lust"” (IV. i. 165-
66). By the end of the séeech, Mammon has made his way back
to the familiar territory of "Art" and "Nature" ({(IV. i. 167-69).
| After Mammon's grand exit with Doll, the pace gquickens
as Face and Subtle juggle Kastril and the Spanish Don and jostle
- each other for the widow. Disencumbering themselves of Mammon
begﬁmes part of this acceleration in the action. Everything

happens so fast that Mammon has no time to react or even think,

As soon as she can, Doll seizes the chance to go into her madness
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off stage. The audience meets Mammorn and Doll again only

when her "fit" is a fait accompli.

Her subject,ztaken out of the Puritan Hugh Broughton's

A Concent bf Scripture (1590), is the breakdown of Alexander's

empire, a topic ironically suited to Mammon. Doll's opening
line, "For after Alexander's death" (IV. v. 1), is the one
line of her rambling chatter which the audience is not likely
to miss. Of all the emperors Mammon draws on, he never men-
tions Alexander thé Great, even though, throughout the Middle
Ages and the Renaissance, Alexander was generally recognized
as the greatest emperor of all time. Empires are gained and
maintained by war, constant travel, and hardship, none of
which fits in with Mammon's imagined life of luxury, sex,
sloth, and gluttony. Alexander's early death on the march
does not suit a "perpetuityv / Of‘life, and lust" (IV. i. 165--
66). In general Mammon's favourite exotic potentates pre-
sided over the decline and fall of their kingdoms. Even
Alexander's empire was an ephemeral creation, collapsing at
his death.22? The gap between Alexander and Mammon emphasizes
the inanity of Mammon's aspirations.

Although Faﬁstus éhares these illusions, he never
thinks of Alexander either. In his mind's eve he pictures
military accomplishments on a vast scale; after meeting
Mephistophilis, he is confident that "By him Ile be great
Emprour of the world" (A-1604. iii. 349), and "The Emprour
[Carolus] shal not liue but by my leaue" (a-1604. iii. 353).
When Faustus does meet the German Emperor, he all but falls
to his Kknees in obeisance. Carolus, not Paustus, is inter-

_ested in Alexander. & willing and dutiful servant, Faustus
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summons the shapes of Alexandér and his paramour for Carolus’
pleasure, not hts own. Faustus compares himself, not to |
Alexander who created an empire, but to Paris Alexander,
who deétroyed one. ‘ - : \

Brought to ruin, Jonson's overreacher usually col-
lapses‘in silence. The principal exception is Volponé, who
calls at length for sentencing of all concerned. But Sejanus,
Catiline, and Mammon, and later Justice Overdo, find them-
selves speechless in the face of calamity. Marlowe's over-
reacher, however, greets misfortune with speeches sujited to
the occasion. Even Barabas, who is_boi;ing at the time,
manages a condensed .speech of hate and boasting. Tamburlaine
at his death still dominates the stage, eclipsing evervone
else. But Faustus delivers the most impressive of these
speeches.

Mammon goes through two stages of disappointment. The
first blow, the loss of the stoﬁe, is simply the next step

in the scheme of the "venture tripartite” (I. i. 135). The

"great crack and noise within" (s.d. IV. v. 55) happens exact-
ly on cue.‘ Face's annéuncement, "All struck in shivers!'" (IV.
v. 62), and Subtle's swoon combine to stun Mammon into stupe-
faction. as Face says, in assumed amazement, "You stand, / As
you were readier to depart, than (Subtle]l” (IV. v. 64-65).
After Mammon comes out of shock, he blames his sensuality, ex-
claiming, 'O my voluptuous mind!‘ I am justly punish'd" (Iv.

i. 74). Even so, he still clings to the hope that some "pro-
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jection" (IV. v. 89) remains. As Face wryly implies, Mammon's
wits have not been restored (IV. v. 87). Face is'actuallf
throwing Mammon's words back at him. In his first appearance
Mammon declares that he will use the stone to "Restore his
vears" (II. i. 55) to an eighty vear old man, and al§o that
he "will restore thee thy complexion, Puff" (II. ii. 197.
After living tﬁenty~four vears "in al voluptuousnesse" (A-
1604. iii. 337), Faustus sadly condemns "vaine pleasure"
(A-1604. xiv. 1426), an attitude which has its comic counter-
part in Mammon's remorse for "mine own base affections" (IV.
v. 76)}. | -

The jov expressed by Face and Subtle at ridding them-
selves of Mémmon, "Let us be light" (IV. v. 98), is soon
- neutralized by Surly's disclosure of his disgquise. The ex-
posure and the beating of Subtle hits its peak in Surly's
sarcastic allusion to Faustus:

Then swoons his worship. Or, he is the Faustus,

That casteth figures, and can conjure, cures

Plague, piles, and pox, by the ephemerides,

And holds intelligence with all the bawds

And midwives of three shires!

(IV. vi. 46-50)

Surly's description is‘a degraded version of part of Faustus'
opening soliloguy before he signé the contract. The resburce-
ful Face brings in Kastril, and the other gulls soon rally
to rout Surly. Even Lovewit's arrival does not daunt Face,
who guickly takes command and gives orders to' Doll and Subtle.

Although Lovewit appears only in the last act, he

supplies a contrast to all the gulls and, possibly, Jonson's
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\ . .
solution to grand but illusory ambitions. as Jeremy-Face's

master, and a gentleman of indepeﬁdent mean;, Lovewit is
closest to Mammon in social rank. 1In character he is cOﬁd%”s‘
pletely the opposite. Good-natured but realistic, Lovewit

is notat;o surprised at the strange goingson (V. i. 1-15).

In keeping with his name, he loves "a teeming wit, as I

love my nourishment" (v. i. 16). Even so, he saw fit to

leave behing nothing but "my hangings, and nv bedding" (V.

i. 18). Lovewit knéwé human nature and is wise enough to

cope with itArather than change it.

When Mammon re-appears, he is pafiently enduring
Surly's ;I told you so". They merge into the crowd who
roar at the door in series until Mammon enters and dis- ‘
covers that "The whble Dest are fled!" (V. v. 58). Hav-

ing unburdened Surly of the widow, Lovewit confronts Mammon

and_gains,hig_goods. Faced with pﬁblic_disgrace, Mammon
e

backs down angd squirms uncomfortably at Lovewit's sarcasm:

Lovewit. What should [the goods] ha' been, sir, turn'd
into gold, all»

Mammon. ~

No.
I cannot tell. 71Tt may be they should. What then?
Lovewit. What a great loss in hope have vou sustain'd?

(V. v. 73-75)
Lovewit strikes‘hOme, but Mammon manages a defence,
only to be shattered by Face:

Mammon. Not I, the commonwea&th has.
Face. ’ Aye, he would ha'
-~ built
The 'city new; and made a ditch about it
Of silver, should have run with ¢ream from Hogsden:
That, every sunday in Moorfields, +the vounkers,
And tits, and tom-boys should have fed on, gratis.
. (V. v. 76=80)
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Clifford Leech believes that Face's remark alludes to
Faustus' scheme to "wall all Iermany with brasse, / And

make swift Rhine circle fair Wertenberge" (A-1604. i. 120-

21).23 This reductio ad absurdum of his fantasy makes ¥

Mammon decide that " [He] will go mount a turnip-cart,
and ﬁreacﬁ / The end o' the world, within these‘two months”
(V. v. 81-82). His last words, aﬁdressed to Surly, sum-
marize his own condition until‘Ehis momeat: "What? In

a dream?" (V. v.. 83). - .

Lovewlt withstands %pani#s' rant, beats away Drugger,
and makes peace with Kastril by challenging®  him. His
flexibility ensures success, but Jonson's and Lovewit's
wofd for his attitude is "indulgent" (V. iii. 77 and v. 150).
At the end Face is directing his master as he did Mammon;
Lovewit says, "I will be rul'd by thee in anvthing,.Jeremyv"
(V. v. 143). Lovewit's apology for his conduct suggests
-that Jonson believed that even a wise man must always keep
an eye on a knave. Impudent to the last,'Face throws him-
self on the mercy of the audience, ‘

On you, that are my country: and this pelf,

Which I have got, if vou do quit me, rests

To feast you often, and invite new guests.
, (V. v. 163-65)

LA

While Mammon's disappointment temporarily deflates
him into silence, Faustus éttains tragic greatness iq his
final speech (A-1604. xiv. 1450-1508). The intense concen-
tration which Faustus previously focgssed on his aspirations
and on voluptuous living is brought to bear on the salvation

i
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that might have beer. The vividness of his first visions in

the study appears again, now ‘properly applied to the subject

of divinity but too late:

Ah Faustus,
Now hast thou but one bare hower to liue,
And then thou must be damnd perpetually:
Stand stil you euer moouing spheres of heayen,
That time may cease, angd. midnight neuer come:
Faire Natures elie, rise, rise againe, and make
Perpetuall day, or let this houre be but a veere,
A moneth, a weeke, a naturall day,
That Faustus may repent, and saue his soule,
O lente lente currite neoctis egui:

(A~1604.xiv.1450~59)

The limitations of his POWers now are strikingly evident to
Faustus. He has no control over time: he cannot stop the
planeﬁs nor command the sun. The irony of the Latin line
féom Ovid's lover drives home the actual weakness of magic;
“time runs," and "Faustus must bé damnﬂ?(A-l604.xiv,l460—61).

In the most famous lines from this speech,. Faustus
has a vision of Christ, but Lucifer immediately replaces
Chfist in Faustus' mind: |

0O Ile leape vp to my God: who pulles me downe>

o

See see where Christs blood streames in the firmament,

One drop would saue my soule, halfe a drop, ah my Christ,

Ah rend not my heart for naming of my Christ,

Yet wil I call on him, oh spare me Lucifer!

Where is it now? tis gone:
- : (3-1604.xiv.1462-67)

As soon as the spectacle of a wrathful God follows that of

Christ, Faustus finds that he can no more give orders to the

earth than he can the sun (A—l§04.xiv.l470-73)- Desperately

he resorts to the slim hope of metamorphosis, and simultan-

eously tries to blame his stars for his fate:

- 4
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You starres that raignd at my natiuitie,

Whose influence hath allotted death and hel,

Now draw vp Faustus like a foggy mist,

Into the intrailes of yorn labring cloude,

That when you vomite foorth into the avre,

My limbes may issue from your smoaky mouthes,

So that my soule may but ascend to heauen:
(A-1604.xiv.1474-80)

The thought of the eternity of damnation prompts Faustus to
desire a reverse form of metamorphosis. Instead of becoming
a god, he seeks‘to become a beast without an immortél soul
(A-1604.x1iv.1490-94).

Marlowe maintains the tension to the last moment by
keeping Faustus in a confused state of conflicting emotions
and thoughts. In cursing himseilf and Lucifer Faustus accepts
the truth, but he still hangs on to the idea of metamo;phosis:

No Faustusy.curse thyvselfe, curse Lucifer,

That hath depriude thee of the ioves of heauen:
The clocke striketh twelye.

O it strikes, it strikes, now body turne to avre,
Or Lucifer wil beare thee quicke to hel:
Thunder and lightning.

Oh soule, be changde into little water drops,
And fal into the Ocean, nere be found:

: (A-1604.xiv.1497-1504)
Faustus' belief in his unavoidable damnation turns out to be
as inflexible (and wrong) as his previous faith in magic.
His determination to confuse hell in BElysium rebqunds upon
him when he cannot separate an appeal to God from an appeal
O tﬁe adders and serpents, ugly hell, énd Lucifer (A-1604.
xiv.lSOS—lSd?). Finally, Faustus vainly strives to make one

more deal with his "familiar": "Ile burne my bookes, ah

Mephastophilis” (A-1604.xiv.1508).
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The différence between the tragic herélwhich Faustus
becsmes‘and the comic caricature which Mammon remains is
clearest in their final .moments on stage. Mammon's proposal
for the future, in preaching the end of thé world from 2
turnip-cart, could bé a grotesque parallel to the end of
Faustus. But the érandeur and elqguende of Faustus, made

to bear responsibility for his deeds, finds no echo in the

downcast Mammon.
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lAll Guotations from The Alckemist are from The
Alchemist, ed. F. H. Mares, The Revels Plays (London:
Methuen, 1967). Act, scene, and line references will
be 'included within parentheses in the body of the chap-
ter. The yvear that Marlowe wrote Doctor Faustus is
Still uncertain; it falls between 1589 and 1593. Al-
- though Sir Walter Wilson Greg prefers the B-1616 text
to the A-1604 text, the dite of the changes and adai-
tions found in the B-1616 is also a matter of critical
conjécture. As Jonson wrote The Alchemist in 1610, it
seems wiser to usg .an edition he was likely to know at
.the time, the 2-1604 text; in those instances in which
the B-1616 text contains additional material or signifi-
cant differences in ‘the passage uncder consideration,
the departures from the A-1604 text are taken into ac-
count. Quotations from both the A-1604 and B-1616 texts
"are from Greg, ed., Marlowe's 'Doctor raustus': 1604-
- 1616 (Oxford: Clarendon Press, 1950). all guotations
from the rest of Marlowe's plays are from The Complete
Plays of Christopher Marlowe, ed. and intro. Irving
Ribner (New York: Odvssey Press, 1963). Act; scene,
and line references. will be included within parentheses
" in the bodyv of the chapter.

2Knoll,‘"How-to Read The Alchemist," CE 21 (1960): 459.

3Knoll, Ben Jonson's Plavs (Lincoln: Univ. of Neb.
Press, 1964), p. 132.

4Enck, "Chapter VIII. The Faustus,” Jonson and the
Comic_ Truth (Madison: Univ. of Wisconsin Press, 1957), pp.
164-63, :

3Palmer,,"Magic and Poetry in Doctor Faustus (1964} ,"
in John D. Jump, ed., Marlowe: "Dr. Faustus", Casebook Series
(London: Macmillan, 1969), Pp. 202-203,
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8

Matalene, "Marlowe's Faustus," ELY 39, no 4 (Dec.
1972): '459-519; Cutts, The Left Hand (Haddonfield, N.J.:
Jaddonfield House, 19737; Deats, "Doctor Faustus," EIL 3,
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Hague, Paris: Mouton, 1974); Hattaway, "The Theology ," RenD,
N.S., 3(1970): 52-78: Blackburn, "'Heavenly Words'", English
Studies in Canada 4, no 1 (Spring 1978): 1-14. i

9

John Dover Wilson mentions the Protestantism of
Wittenberg in his edition of Hamlet. See The Tragedv of EHamlet,
Prince of Denmark, The New Shakespeare (Cambridge: Univ. P., 1968,
11 and the Iootnote for 1.2. 113 an p. 151,

10

Jonson likely intended the name "Epicure" to suggest one
who is devoted to pleasure, althqugh this meaning twists Epicurus'
philosophy, which stressed virtue. One might compare this passage
from the "English Faust Book" by P. F.: "Doctor Faustus continued
thus in his Epicurian life dav and night and beléeved not that
" there was a God, hell, or devil: he thought that bodie and soule
died together, and had quite forgotten Divinitie or the immortalitis
of his soule, but stoode in his damnable heresie day and night"
("The historie of the damnable life, and deserued death of
Doctor John Faustus," tr. P. F., in'Philip Mason Palmer
and Robert Pattison More, The Sources of the Faust Tradition: From
Simon Maqus to Lessing {1936; rpt. New York: Haskell House,
1965 .]Jp. 146).

11

While religious blasphemy in The Alchemist is often
stressed, Richard Levin warns against going to extremes in
interpretation and against being too serious. See "'No
Laughing Matter': Some New Reading of The Alchemist," SLI
6 (1973): 85-89. A detailed- study of Mammon and blasphemy
is made by Myrrdin Jones in "Sir Epicure Mammon: A Study
in 'Spiritual Fornication'," Ren Q 22 (1969): 233-42.
Whether Mammon is seen as AnFTi-Christ or the ultimate gull,
JonSon's target remains the foolishness of his aspirations.
Mammon tempts no one but himself, for all his oratorvy.

12 :
This faith in magic's written word is shared by
Faustus. He seems nonplussed when one book proves sufficient
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to answer all his requests of Mephostophilis
(A-1604.v.607-27). After the parade of the Sins,
Lucifer gives Faustus a book which enables him to
change his ‘shape {(A-1604.vi.802-803). Hattaway be-
lieves that Faustus asks for Solomon's "lost books"
of natural philosophy (p. 53).

3Doctor Faustus enjovs the harem of the Great
Turk one woman after another for six days, in the
"English Faust Book" (p. 187).

l4Hattaway argues that Faustus reverses the ex-
rerience of Solomon in leaving skepticism and the possi-
bility of repentance to pursue knowledge, power, and
riches. In addition to Hattaway's article on Faustus
and Solomon, see his "Paradoxes of Solomon: Learning in
the English Renaissance," JHI 29 (1968): 499-530.

15
See Ribner, ed. Marlowe, p. 285,

i6
\
Noted by Gifford and cited by Mares, p. 57.

-

17
Surly admits to Dame Pliant that "I am a bachelor,
/ Worth nought" (IV.vi.12-13).

181n turn, Dapper is completely forgotten in the
privy for an act and a half, until he cries out, "Master
Captain, master Doctor™ (V.iii.63). -

~

Tamburlaine, Ribner, ed., Marlowe,wpp. 58 and 59.

20 . .
According to Tacitus,

"Addressing Nero, [a lunatic Carthaginian]

alleged the discovery on his estate of an immensely deep

cave containing masses of gold, not in coin but in anci-—

ent, umworked bullion. There were ponderous ingots lying
about and standing like columns, he said--all hidden centur-
ies ago. His explanation of this windfall from antiqui-

ty was this: after her flight from ¥roy and foundation



of Carthage, Phoenician Dido had hidden the
treasure in case too much wealth might corrupt
her voung nation, or the already hostile Numidian
kings, coveting the gold, might go to war."

See Tacitus, "Chapter 16," Annals ©f Imperial Rome, tr, and
intro. Michael Grant (Harmondsworth: Penguin, 1973), p. 382.
Nero accepts the Story at face value; in fact, "his imagina-
tion exaggerated the report,"” and he spent money as if he
already had the treasure.
21 :

Tacitus .and Suetonius mention Poppaea, but Tacitus

gives a2 more detailed and harshér account. He records:

There was at Rome a woman called Poppaea. Friend-
ship with Sejanus haé ruined her father....

Poppaea had everyv asset except goodness. From her
mother, the loveliest woman of her day, she inherited
distinction and beautyv. Her wealth, too, was equal
to her birth. She was clever and pleasant to talk
to. She seemed respectable. But her life was de~
praved....To her, marrieéd or bachelor bedfellows were
alike. She was indifferent to her reputation--

yet insensible to men's love, and herself unloving.
Advantage dictated the bestowal of her favours.

See The Annals of Imperial Rome, tr. and intro. Michael Grant
(Harmondsworth: Penguin, 1973), p. 306. Besides her funeral
"in the manner of foreign potentates," Tacitus notes that
"those who remembered her immorality and cruelty welcomed"
her death (p. 384). Tacitus includes the search for Dido's
gold (pp. 382-83).

22A e

Rlexander died in 323 B.C. The assassination of Seleucus,
his last marshal, in 280.B.C., ended all hope of a reunion of the empire
- under gne man, T - :

23
. Mares mentions Leech's comment in his note for V.
v.76-78, using John D. Jump's edition of Faustus in the Revels
series (i1.87-88). =
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"I'11l look thee dead":
Catiline and Tamburlaine

Why Jonson returned to tragedy in 1611, following his

Success with Volpone, Epicoene, and The Alchemist, is imposs-

ible to establish As he had in Sejanus, he chose a well-
known subject. Cicero's orations against Catlllne formed
part of the education of.eyery schoolboy. Further, at leagt
two dramatic treatments of the conspiracy preceded Jonson's,
namely, one by Stephen Gosson (¢. 1578) ang anthqr by Henrv
Chettle and Robert ﬁiISOn (1598) .- That either of these works[
now lost, had any bearing on Jonson's interpretation is un-
likely. 1In addition to Cicero, Jonson drew his material from
Sallust, Plutarch, and Dic Cassius.

Parallels between ﬁhe conflicts in Catiline and the
rapidly changing social angd political situation in Jacobean
England do occur; it is more probable, however, that the
parallels are of a broad and general nature, rather than a

/“"
one on one 51tuatlon, as in the SBEB‘x&sonnto Guy Fawkes and
the Gunpowder qut. Catiline is a member of the impoverished
nobility; Cicero is an up-and-coming middle-class mew man.
Both kinds of men were cﬁmmon in Jonson's England. Nor can we
forget that Jonson felt bound by the history of ancient Rome;
while he chose his material selectively, he usually stuck to

the facts more than his contemporaries such as Shakespeare dig.

218
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Following the failure of the first performance, Catiline

has received both censure and praise from the critics. Although

h}
' most of the Restoration authors adsired the work, T.S.

Eliot-prévided the most freguently quoted description when
he called Catiline "that dreary Pyrrhic viétory of tragéﬁy."l
Later critics examine various aspects of the play at length
agreeing or disagreeing with Eliot, but rarely concurring with
each other. 1In “Therﬂfrla's Proportion: Jonson's Dramatic
Poeﬁry in 'Sejanus'}and 'Catiline, '™ Géoffrey Hill maintains

that Jonson is "a ﬁrilliant satirist of the contémporary

political situation."2 Attacking the construction of the

work, Clarence Valentine Bover raises several issues still -

being discussed: these topics inclide the use of two protagon-

ists in Catiline and Cicero, and the lengthy orations by Cicero.

Bover also brings up the inverse proportion in the roleé of

Cicero and Catiline.3 Catiline is a majof figure until Act III,
.

after which he shrinks to nothing. From his first appearance

ip Act III Cicero becomes more and more érqminent and reaches

his peak only in Act V as the saviour of Rome. But his long

speeches, drawn from the First Catilinarian, destroy the tension

of the scenes in the ‘Senate, principally because all that Cicero

says goes unchallenged. A major subject of contention is the

balance of virtue, ' gonins1i+3k . and opportunism in Cicero. Most
t r g

critics agree that his virtue is complemented by a firm grasp of
H
4 B
the situation and an unguestioning readiness to use any means
necessary to preserve the republic. The gquestion is whether his

methods make a travesty of his ideals.4 Catiline's worth as a
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conspirator is open-to debaﬁe too. Some critics view hlm

as a coward who collapses and flees at the first 51gn of dlS-
covery; others see him as a Machiavellian combina;ion of the
lion and the fox who loses only through Providence or Fortune,
or tthggh their agents, Fulvia and Curius. As is the case
with SeJanus, the city of Rome, or the body politic, is often
consmdered as a character in its own right, and,someplmes

is taken tg be the principal character. But differences
arise about the innocence or responsibility of the Roman
eople who permit such a creature as Catiline to thrive.
T@rough their apathy they may be partly to blame for the

/ . 5
conspiracy.

4

" One approach to these problems is through Jonson's use
of the Marlovian overreacher in Catiline. Critics who refer
to Catiline as a "Tamburlaine" or "pseudo-Tamburlaine" rare-
ly pursue the comparison. From Sylla's Ghost's Prologue to
Cicero's first words, Jonson develops Catiliggjs cunning, con-
ceit, and command of language to convince the audience that
Catiline is an aspiring monster who is more than capable of
destroying Rome. Catiline can persuade, declaim, and swagger
in a manner superficially akin to Tamburlaine's. B3But a major
difference lies in their societies. Tamburlaine captures and
wins a pure princeéss in Zenocrate; he talks a brave and noble
captain, Theridamas, into joining him; finally, Tamburlaine
is always attacking conceited rulers of corrupt kingdoms. In

contrast, Catiline is a part of the decadence of Rome; in
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fact, ‘according to Syila‘s Ghoét, he is largely responsible
for the current state of degersration . in Jonscn's eyves, the
overreacher could throw order into chaos and succeed in his
desires only in an.irresponsible and dissolute society.. Cicero,
Cato, and Catulus stand alone against the onslaught of Catiline.
Tamburlaine has Theridamas as his seéond-in—command. Catil%ne's
equivalent is Cethegus, whose fiery uncontrolled nature can
think of nothing but blcod anéd destruction. But Cethegus has
moments when he is a pale imitation of Tamburlaine, sounding
like him but persuading no one. -
Jonson opposes the empty rhetoric of Catiliﬁe and his foil,
Cethegus, through the example of Cicero, who emerges as the
¥emesis of both men. An outsider with no aristocfatic back-
ground,lCicefa rises to a position of authority.by the legal
process and uses his gift for oratorv for the benefit of the
stafe rather than himsélf.. Jonson juxtaposes Catiline and
Cethequs, Cicero and Catiline, and Cicero and Cethegus. While
Cicero wins all against Catiline, Jonson tempers his admiration
through the figure of Caesar, the one conspirétor spared by
Cicero and the man who will eventually destroy the republic:
Catiline bears the closest resemblance to Tamburlaine
among Marlowe's overreachers, but legitimate comparisons may

also be made to the Duc de Guise in The Massacre at Paris.

Both Catiline and the Guise are aristocrats possessed with
tremendous pride in their births and the consequent conviction
of being born to rule. Neither has a right to power. Each

~ boasts of a past marked by spectacular crimes and infamy,

A
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and these claims are supported by other characters. Jonson's
Rome is on the verge of becoming thé chaotic police state
which Marlowe's Paris already is, thanks mainly to the
protagonist in each case. To creaﬁe“ Catiline, Jonson fused
the material from his classical sources with the worst char-
acteristics of Tamburlaine and the major traiEs of the Guise.6
In the Prologue, Sylla's Ghost convincingly pertrays
Catiline as a monstrous villain. The only crime left for -
Catiline to commit is the demolition ©f Rome. Jonéon is mak-
ing good use of the standard Senecan device cf the gﬁbst.
But his ghost has only one function, to introduce Catiline

and his first soliloguy. In The Jew of Malta Machiavel serves

the same purpose for Barabas. As Machiavel érovides cred-
ibility for Barabas, Sylla's Ghost performs the same function

for Catiline and then is never seen again. While the ghost's

. ]

catélogue of evil seems beyond.the power of any person to
perform, Jonson fashions a plausible cold-blooded and prag-
matic criminal.

Catiline begins by proclaiming his belief in his destiny

and his ability to overcome any obstacle:
I

It is decreed. Nor shall thy fate, O Rome,

Resist my vow. Though hills were set on hills

and seas met seas to guard thee, I would through;

aAv, plow up rocks steep as the Alps, in dust,

And lave the Tyrrhene waters into clouds, .

But I would reach thy head, thy head, proud city.
(. 73-78)

Both Tamburlaine and the Guise hold a similar conviction,

shaken in their cases only in death. Also in soliloguy early

in The Massacre at Paris, the Guise expresses his faith in
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his destiny and his determination te gain the crown:

For this hath heaven engendered me of earth;
For this, this earth sustains my body's weight,
And with this weight I'll counterpoise a crown,
Or with seditions weary all the world:?

Seizing on a shaky excuse, Catiline renounces his "mother,"

Rome, irpnically, because of his immense conceit about his
birth and upbringing there:

Was I a man bred great as Rome herself, %j
One form'd for all her honors, 4ll her glories,
Equal to ‘all her titles, that cduld stand

Close up with Atlas, and sustdin her name

AS strong as he doth heaven? {And was I

Of all her brood mark'd out fbr the repulse

By her no-voice when I stood {candidate

To be commander in the Pontic War?

I will hereafter call her step-dame ever,.

(. 83-91)
The Guise is similarly driven by the thought of his noble
birth in much the same way that Catiline fs:

What glory is there in a common good
That hangs for every peasant to achieve?
That like I best that flies beyond ny reach.
Set me to scale the high pyramidés
And thereon set the diadem of France;
I'11l either rend it with mv nails to naught
Or mount the top with my aspiring wings,
Although my downfall be the deepest hell.
: (ii. 40-47)
TNeither Catiline nor the Guise believes that the potential

annihilation of his country is too great a risk to take.
Catiline swears that he wiil be reborn in Rome's womb as

a8 worse prodigy or monster than any since Mars or the beginning
of war. If carried out, the Guise's vow will make France
"naught" (ii. 45) as well as the diadem. Although Svlla's
Ghost has said that éatiline will cause the "ruin of thy

country" (I. 45), Catiline, paradoxically, considers himself

L4
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the ideal man to run the country. The Guise too says that he
must repair what the "gentle" and pleasure-loving Charles
"ruinates" . (ii. 70 and 72), but his.describtion of himself
as king is that of a merciless tyrant.

The first "ill" attempted by Catiline immediately follows
his opening solilogquy; it is not in the category of
“incesgs, murders, 'rapes" or of "lusts, hatreds, slaughters,
funerals” (I. 30 and 64). He is‘ﬁot called upon to scale
mountains or swim seas; ironicaily, he must persuade his own
wife to support him in his conspiracy. The pricg she must
pay is her honour. ° Early in his career Tamburlaine faces
a similar situation when Zenocrate tries to maintain her
honou; and her lovalty to her abéent betrothed whom she has
never seen, the King of Arabia. Both Catiline and Tamburlaine
employ rhetoric and excessive language to overcome the Tady's
.objéctions.

The principal difference between the two courting
maneuvers lies in Tamburlaine's ungualified success and
Catiline's rather flat victory. Tamburlaine begins by prom-
ising to make Zenocrate "empress of the East" (I.ii.46).
Soon, stopping at nothing in flattery and exotie images, he
elevates her to the status 6;’a goddess:

Zenocrate, lovelier than the love of Jove,

Brighter than is the silver Rhodope, . &
Fairer than whitest snow on Scythian nrills,

Thy person is more worth to Tamburlaine

Than the possession of the Persian crown,

Which gracious stars have promised at my birth.

A hundred Tartars shall attend on thee,
Mounted on steeds swifter than Pegasus.

_//

/
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Thy garments shall be made of Median silk,

Enchased with precious jewels of mine own,

More rich and valurous than Zenocrate's.

With milk-white harts upon an ivory sled,

Thou shalt be drawn amidst the frozen pools,
And scale the icy mountains' lofty tops,

Which with thy beauty will be soon resolved.

. (Part I. - I.ii. 87-101)

Tamburlaine carefullv selects his words to suit his listener.
While servants (Tartars), horses faster than Pegasus, and
Median silks have their place, the majority of the images
creates a striging (and for Zenocrate, reassuring) impressiqn
of virginity and purity..9 Not that Tamburlaine neglects him—
self: if Zenocraﬁe is going to sﬁrpass.Juno, then it stands
Jto reason that Tamburlaine will .surpass Jove. Although Zeno-
crate finishes the scéne cryving "Wretched Zenpcrate!" (I.-ii.
258), in her next appearance (Part I. III. ii) she is completely.
won over and from that moment usually serves as a foil for
Tamburlaine like Theridamas, Techelles, and Usumcasane. A
For his part, Catiline tells Aurelia that she will be gueen
of "all the world, in place of humbled Rome" (I. 110), but
her ears are deaf to such igres. Having neglected her until
he needslher, Catiline resorts to flattery. His first
compliment compares Aurelia to Aurora, the goddess of the
dawn, but the emphasis falls on himself as Apollo, the sun

. god:

Appear,
And break like day, my beauty, to this circle;
Upbraid thy Phoebus that he is so long
In mounting to that point which should give thee
Thy proper splendor.
{ I. 98-102)
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Blunter and coarser than Tamburlalne, Catlllne is lncapable
of conveylng 31ncer1ty or lntenSLty Aurelia's tersg and
cynical replies indicate that she sees through him.

The comparison of the lady to a goddess parallels

-

Petrarch, Spenser, and a host of sonneteers, but neither

.

Tamburlaine nor Catlllne resembles the humble and petltlonlng
lover.lo Each desperately needs the cooperatlon of the woman
for his plans to work, and each tries to conceal that fact
with inflated and almost éondescending language. Where
Tamburlaine succeed§,.Catilin¢ does not. The greatest gift
Taﬁburlainé can offer to Zenocrate is himself, and it is the
only gift he has at the time: "And then myself to fair
Zenocrate" (Part I. I. ii. 105). ‘"Women must'be flattered,"
Tamburlaine admits; then he attempts to set Zenocrate apart
as "she with whom I am in love" (Part I. I. ii. 107-108).
Whatever he may call his technique of persuasion, flattefy
i1s an important weapon in Tambuflaine's arsenal, and he uses
it with devastating effect on both women and men. Catiline
can imitate the stvle but he does not get the results.
Ironically, he can only offer promises to his wife, who does
not greet his words with enthusiasm. Aurelia will obey but
she is not seduced. The contradictions and weaknesses in his
speech alert the audience to the errors in Catiline's calcula-
tions.

Even the structure of his major speech to Aurelia

(. 111-85) is a sign. It begins and ends with her; however,
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. , ’
the middle section is a catalogue of his supporters (L. 132-

169). As he proceeds througﬁ this list, Catiline cynically

“describes how he uses various methods of flatterv on them all,

just as he is now flattering Aurelia by comparing her to a
goddess and tellihg héf "these privacies" (I. 189). Catiline
first matcﬁes the deed to the word:
Aurelia. You court me now.
Catiline. As I would always, love,
By this ambrosiac kiss, and this of nectar,

Wouldst thou but hear as gladly as I speak.
(I: 111-13)

Tamburlaine's images merge with one another to form a .cohesive
picture of order and stability. The Scyvthian shepherd-turned-
raider describes Zenocrate in luxurious surroundings in the
mountains. In contrast, the only characteristic that Catiline's
images have in common is that each is shaky and ephemeral,-:
built on sand. The Olympian kisses are quickl; forgotten as
soon as Catiline mentions the crimes that he has already com-
mitted for Aurelia in removing his first wife and his son.
According to Sylla's Ghost, he murdered them (I. 32-34).
Leaving the past, Catiline explains how he will.remake'the
world and place Aurelia at the top.

J@nson mixes the metaphors to emphasize the instability
of Catiline's schemes. Catiline begins with the thought of
a "building" beyond one fléor (I. 119-20); he then switches
to the "main" or high sea (I. 126).ll The bridge between

the two is "'Twas how to raise thee, I was meditating"

(I. 121).  The image of Aurelia's love (and wealth) as a
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life-buoy for Catiline when his state was "sunk" (I. 123) is
appropriate in itéelf, but it grates against the previous
image of building. Further, it suggests that, as Catiline
used Aurela's fortune for himself in the past, he is now
trying to use her social position. Put together, the images
suggest that "Catiline 1s erecting his castle of dreams on the
sea. He next says that his fortune shall "hit the stars"

And stick my Orestilla there amongst ‘em,’

If any tempest can but make the billow,

And any billow can but lift her greatness.

(I. 126-29)-

Catiline will raise Aurelia on the "tempest" of conspiracy
and civil war (I. 128). Once again the lofty image is sharp-
ly brought back to earth and connected with a most risky
enterprise.

The purpose of Catiline's speech is to persuadé Aurelia
to "put on/Like habits with myself" (I. 130-31). After list-
ing his supporters, he gets to the point. He wants her to
. "hazard honors/A little,"” to "entertain, and feast, sit up
and‘revel," and to "begin a fashion/0Of freedom and community"
(I. 170-71; 174;.176-77). Catiline disposes of the certain
. danger to her reputation by saying:

. - We must not spare
Or cost or modesty. It can but show:
Like one of Juno's or of Jove's disguises
In either thee or me, and will as soon
When things succeed be thrown by or let fall
As a veil put off, a visor chang'd,

Or the scene shifted in our theaters—-
” (I. 179-85)

Gl
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| Catilinejtrieg to rationalize Aurelia's possible objections
with a thoﬁght that likely appeals to him, namely,“that of
metamorphosis. Volpqne apd‘Mammon'tfy the same technique
and get the same'negatiﬁe‘resulté. But the example of
Tamburlaine is-.also worth' examining. Tamburlaine is a master
of verbal‘and physi;al‘mgtamorphosis. Before the eves of the
audience and Zenécrate; hé changes from a shepherd into a
"lord™ (I. ii. 34). Later he uses the s&mbolism of the
‘three coiours, white, red, and black, to indicate irreversible
changes in his disposition. But‘Tamburlaine's depiction of
Zenocréte andihimself as emperor and- -empress, or Jove aﬁd
Juno, recalls the relationship of Jove and-Juno as brother
and sister insteéd'éf husband and wife. In his solilogquy
Catiline seeks to metamorphogé himself into a monstef‘against
Rome. His allusion téuthe disguiseé of Jove and. Juno brings
to mind the disguises Jove.used, to accomplish his.amours on
earth. ,Indiréctly it suggests that.Caﬁiline may bg decelving
Aurglia; it.does not convey'any sense of mdtqal Lonfidence.
In mentioning'disguisé Cgtiline has dﬁawn on‘the principal
sﬁbject for argument between Jove and Juno. Catiline appar—
ently beiieves that, once successful, his past will be for-
gotten as guickly as a_"visor".is changed. Despite Jer and
Juno, Catiline is demanding that his wife furnish whores for
the conspirators as he does boys.

After dismissing Aurelia, Catiline is ready to meet his

followers. Owing to the contempt he has already expressed for
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them, the gathering is‘;ittle more than a show-case for
Catiline's talents at manipulation. But, in damning his

followers to Aurelia, Catiline is a};ﬁ

ndemning himself:
they are the best-he can attract. O might remember Tambur-
laine whqQ staunchly defends his s herd swains to Zenocrate:
And these, that seem but
May have the leadingof s
As with their weight s
Even as when windy e» ations,
Fighting for passag 11t within the earth.
- (Part I.I.1i. 47-51)

ly country swains,
reat an host '
make the mountains guake,

~

Tamburlaine uses his followers, and Zénocrape,'as reflectors
for his'éwn greatnegss. Jonsoﬁ manages tﬁings so that occasion-
ally Catiline is the foil for his supporters"weaknesseS'rather,
than EiEEiEEEEE' and they are just as base a érew as Catiling
séys they are.

Apart from Curius, Jonson concentrates on the first pair
to arrive and ignores the rest. A disgraced Senator, Lentulus
is led along by "a vain dream out of the sibyl's bocks™ (I..135);
he believes in his destiny to rule Réme, as Catiiine bglieves
in his. Catiline's first words, "It is decreed. ©Nor shall thy
.faﬁe, O Rome" (I. 73), are distantly_echoed by Lentulus' first
line, "It is, methinks, a morning full of fate!" (I. 191).
Lentulus is deceived by Cati]ine but Catiline is deceiving him—
self. A follower who has a destiny (or ever’a will) of his own
has no place with Tambuflaine.

Lentﬁigg:gﬁffers,from Catiline in being lazy. . Over-
reaching asQirations push oﬁ Catiline; as the thoughts of

slaughter and ‘destruction drive Cethegus, the feollower most

-

C v
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/f
eh—EEEQ/g;;. When Catiline portrays him for Aurelia, he does

SO in a parody of Cethegus' own style:

. - - - then bold Cethegus,
Whose valor I have turn'd into his poison':
And prais'd so into daring as he would

Go on upon the gods, kiss lightning, wrest

The engine from the Cyclops, and give fire

At face of a full cloud, and stand his ire

When I would .bid him move; i

~F

(I. 140-46) )

At the very lezét Cethegus listens to Catiline, echoing this

passage later in the play (IV. v. 44-51). But Catiliné;s

boast of his control of Cethegus later rebounds on him with

disastrous_consequences.when, for a’second, he allows Cethegus

to advise him. When he first enters, characteristically early,
. Cethegus exhibiﬁé &1l the blood and thunder of Tamburlaine.

The two share a gift for Senecan-rant; a trait ﬁhich Catiline

can claim too. Coleridge commented, "What a strange-notion

Ben must have . formed of a determined, remorseless, all-daring,

Fool-hardiness, to have represented it in such a mouthing

Tamburla%nef’qnd bombastic tongue~bully as this Cetﬁegus of

histnle ' ; -

Spurred on by Catiline, Cethegus fondly recalls the davs

—

of Sylla, the dictator, whose ghost has named Catiline his
heir:

Slaughter bestrid the streets and stretch'd himself

To seem more huge, .whilst to- his stained thighs

The gore he drew flow'd up and carried down

Whole heaps of limbs, and bodies through his arch.

No age was spar'd, no sex. :
: (I. 235-39)

Cethegus' description of Charon equals many of Tamburlaine's

grim assertions:
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: The rugged Charon fainted
And ask'd a navy, rather than a boat,
To ferry over the sad world that came;
The maws and dens of beasts could not receive
. The bodies that those souls were frighted from,
T And e'en the graves were fill'd with men yet living
Whose flight and fear had mixed them with the dead.
. (I. 247-53)
At the peak of his success Tamburlaine boasts to the
Soldan, Zenocrate's father:
Millions of souls sit on the banks of Styx,
Waiting the back-return of Charon's boat;
Hell and Elysium swarm with ghosts of men
That I have sent from sundry foughten fields

To spread my fame through hell and up to heaven.
(Part I. V. ii. 400-404)

Cethegus sounds -like Tamburlaine with his "navy" of souls to
match Tamburlaine's "Millions of souls" waiting fer Charon's
boat in hell.13 But Cethegus, for all his haste and weapons,
talks ‘hd moves noe one. Tambuglaine describes his own deeds
and takes advantage of ‘circumstances. Undoubtedly surprised
by the corpses of “the Turk and his great empress," he ins-
tantly makes them part of his legend (Part I. V. ii. 405~411).
Cethegus can only look to the pdst.‘ As Coleridge indicated,‘
in Jonson's hands the overreaching rhetoric of Tamburlaine
becames mere borbast in Cethegus.

After the "ominous" signs (I. 322) of the uhderground
groan (I. s.d. 314) and the bloody arm holding the torch above
the Capitol (I. 320%2i), Catiline addresses his supporters
with few,;ﬁterruptions for 165 lines. He,mixes flattery and

false logic with a gusto worthy of Volpone, Mammon, and

Tamburlaine.l4 To arouse envy of Epe "giants of the state,"
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(I. 348), Catiline depicts their excesses in terms tempting
to0 his discontented listeners: )
They ha' their change of houses, manors, lordships,
We scarce a fire or a poor household Lar.
They buy rare Attic statues, Tyrian hangings,
Ephesian pictures and Corinthian plate,
Attalic garments, and now new-found gems
Since Pompey went for Asia, which they purchase
At price of provinces. The river Phasis
Cannot afford 'em fowl, nor Lucrine lake
Oysters enow; Circel too is search'd
To please the witty gluttony of a meal.
/ (I. 382-91)
Catiline sandwiches this passage between two descriptions of
the chaotic, reckless extravagance of thdse currently in
power. The impges in his criticism create a mood of
instability which looks back to his own plans which he
described to Aurelia. Pacing his appeal with provocative
rhetorical questions (I. 364; 365-67; 375-76; 408-409),
Catiline complains that the rulers are building "i' the sea;
planing of the hills with valleys, / And raising valleys
above hills" (I. 379-80). He pursues the image of absurd
and self-defeafing construction:
Their ancient habitations they neglect
And set up new; then, if the echo like not .
In such a room, they pluck down those, build newer,
Alter them too,
(I. 392-95).
Between the depictions of senseless excess in construction,
’ {
Catiline recites his list of rare items from exotic lands which
resembles a Marlovian catalogue of place-names. Jonson tours

the Roman Empire in his allusions, making every detail accurate

and occasionally inserting a politically appropriate reference.
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Catiline tries to mention the best of each Roman domain, _
including Attic (Greece), Tyr_ian (Carthage, Afri;a), Ephesian
(Ephesus, Asia Minor), Corinthian (Corinth, Greece), and
Attalic (Attalid empire, Pergamum, Asia Minor) goods and
treasures. Catiline fihishes this half of the catalogue
with "and now new-found gems / Since PShﬁey went for Asi§f
{(I. 386-87). Cicero was a principal supporter of Pom§;§i who
woﬁlq therefore be Catiline's enemy, one of the "giants" in
power.

The second part of éhe list enumerates the delicacies
of the empire. Catiline cites the Asian pheasantI(Phasians)
from the river Phasis flowing into the Black Sea; He finally
reaches Italy through food, in the ovsters from Lucrine lake

(in Campania) and Circei.

A comparable catalogue from Marlowe appears in Tamburlaine

Part II. When Callapine finds himself in a situation like
Catiline's, desperate for help but able to give nothing but
promises, he resorts to sensual and luxurious descriptions to
tempt Almeda, his keeper, to betray Tamburlaine. The riches
he offers could well be dfawn from Tamburlaine's empire (all
Asia and all Africa are "in arms with Tamburlaine” [Part II.

I. ii. 72 and 761): =
. & thousand galleys, manned with Christian slaves,
. I freely give thee, which shall cut the Straits,
And bring armadoes from the coast of Spain,
Fraughted with gold of rich America.
The Grecian virgins shall attend on thee,
Skillful in music and .in amorous lays,
As fair as yas Pygmalion's ivory girl
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Or lovely I8 metamorphoséd.
With naked negroes shall thy coach be drawn,
And as thou rid'st in triumph through the streets,
The pavement underneath thy chariot wheels
With Turkey carpets shall be coveréd,
And cloth of Arras hung about the walls,
Fit objects for thy princely eye to pierce.
A hundred bassoes, clothed in crimson silk,
Shall ride before thee on Barbarian steeds;
(Part II. I. iii. 32-47)

A scene of exceptional opulence composed of the riches of
Spain, America, Turkey, France, and Barbary is reinforced with
the sensual lure of "Grecian virgins" and the thought of count-
less Christian (white) slaves and black (pagan) slaves. As
Almeda is dazzled into treachery, so Catiline's listeners are
easily persuaded to betray Rome. Catiline itemizes the
possessions and practices of Rome's rulers not to arouse
righteous indignation but to stir up envy in his followers
and the desire L0 copy their crimes. The irony of the situa-
tion has its humourous side, but the prevailing grim mood
returns when Catiline histrionically binds his supporters
to the cause with a "solemn sacrament" (I. 423), the wine
mixed with slave's blood. This sacrilegious rite is an
extension of Catiline's use -of religious terms in comparing
Aurelia to a goddess. Catiline is more concerned with his
role as host than with the act of unholy communion, as the
remonstrance and threat of death to the boy who does not
respond to an advance by Bestia indicates.

Act II functions as a comic bufferlD between the instiga-
tion of the conspiracy in Act I and the arrival of Cicero in

Act III.16 Jonson satiricfg Catiline indirectly through his
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comic portrayval of Fulvia and Sémpronia, the kind of women
that Catiline can attract to his cause: vain and envious
social climbers who are as ignorant as Catiline of true vif-
tue and liberty.

The first comparison on stage between Catiline and
Cicero ocgurs in the opening scene oﬁ Act III. Cicero's
appearance has been heralded by the gbssip of Fulvia and
Sghpronia and by the praver of the Chorus immediately before
his entrance. This prayer serves the same purpose for Cicero
that Sylla's Ghost's address serves for Catiline: his

character is outlined for the audience. In Cicero's case

the Chorus prays to Jove and Mars for.a man who will have

the sterling qualities of "wisdom, foresight, fortitude,"

"faith" more than "face," and "w(rtue, modesty, desert" (II.
376-78 and 382). They hope for a man devoted to "justice"
-and unaffected by "envy, hatred, gifts or fear" (I. 383 and
386); a true Successor to the heroes of the Republic: the
Bruti, the Decii, the Curtii, the Camilli, the Fabii, and the
Scipios. In the balance of the play Cicero proves that he is
equal to Catiline in intelligence and talent, but he emerges
as a maﬁ whose soul is one with the "public good, " a man Qho
is "truly" a magistrate (II. 401 and 403). Cicero takes his
place as the next saviour of Rome, an equal of Romulus and the
Scipios.

Catiline's defeat in the elections marks the first set-

back for the conspiracy, and the falliﬁg away of his supporters
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shows just how spineless they are. Cicero's victory is the
one event which'coulé be called the interveﬁiion of Fortune
for the sake of Rome. For Catiline the actual loss is not

as important as his decision, "I will no more dissemble" (III.
i. 202). On his eptrance,_Catiline proves that he is a master
ét dissembling by completely gulling Catulus:

Catiline. It did not-please the gods Who instruct
the people, .
And their unguestion'd pleasures must be
serv'd. '
They know what's fitter for us than ourselves,
And 'twere impiety to think against them.
Catulus. You bear it rightly, Lucius, and it glads me
To find your thoughts so even.
(III. 1. 120-253)

Catiline's arrogant vanity is pricked as soon as Catulus
plously exalts virtue above recégnition:
Catulus. He wants no state or honors, that hath virtue.
(Exeunt Catulus, Antonius, Caesar, Crassus]_
" Catiline. '
laside’, Did I appear so tame, as this man thinks me?
- Look'd I so poor, so dead, so like that nothing
Which he calls virtuous?
(ITII. i. 148-51)
Being placed on a par with Catulus is more than Catiline can
stand, and the gloomy comments by his two disheartened followers
only serve to fan the flames:
Catiline.
(asidel. I am :
The scorn of bondmen, who are next to beasts.
What can I worse pronounce myself, that's fitter?
(III. i. 155-57)
Inverting the desire to match the gods, Catiline degrades
himself to the status of the "wooden god” of the gardens who

cannot stop "the least bird from muting on my head” (IIX. i. 159-61).
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Rapidly losing his poise and self-control, Catiline exclaims,
"I grow mad at my patience" (III. i.-170). He then breaks
out with the urge to drag the world into chaos with himself:

That I could reach the axle where the pins are
Which bolt this frame, that I might pull 'em out
And pluck all into chaos with myself.

(IIX. 1. 175-77)

The wish for gigantic, earth-shattering power is something
Tamburlaine would recognize, but he would never +turn the
image against himself:

For I, the chiefest lamp of all the earth,
First rising in the east with mild aspect,
But fixéd now in the meridian line,
Will send up fires to [his stars'] turning spheres
And cause the sun td borrow -light of you.
(Part I. IV. ii. 36-40)

Somewhat late for once, Cethegus overhears Catiline's
last remark and promptly supplies the last straw. Exnorting
his leader to "Do, and not wish" (III. i. 184), Cethegus would
surprise even the gods. He proceeds to goad Catiline with a
sensational speech of "carcasses" and "blood":

It likes me better that you are not Consul.
I would not go through open doors, but break 'em;
Swim to my ends through blood; or build a bridge
Of carcasses; make on upon the heads
Of men struck down like piles, tq reach the lives
Of those remain, and stand; then is't a prey
When danger stops and ruin makes the way.

(ITI. i. 187-93)

In similar language Tamburlaine admonishes his sons to gain
a throne:

Tamburlaine. For in a field whose superficies
Is covered with a liguid purple veil
And sprinkled with the brains of

- slaughtered men,
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g My royal chair of state shall be advanced;

And he that means to place himself therein,

Must arméd wade up to the chin in blood.
Amyras. S And I wo
’ blood

Or make a bridge of murdered carcasses,

Whose arches should be framed with bones

of Turks,

Ere I would lose the title of a king.

(Part II. I. iv. 79-84; 92-95)

. - . - - - - - - - -

uld strive to swim through pools of

Aroused by Cethegus' bluster, Catiline denounces the necessity

which makes him "bend / Unto occasion" (IITXA95-96) and:
bursts into an effusion of his own, likening Cethegus to
Prometheus:

Lentulus, this man
If all our fire were out would fetch down new
Out of the hand of Jove, and rivet him
To Caucasus, should he but frown, and let
His own gaunt eagle flv at:him, to tire.
(III. i. 196-200)
Cethegus would rewrite the.tale and upset Jove. A speech like
one of Tamburlaine's draws praise in the same vein. Since
Prometheus is a prototype of the Ooverreacher, the comparison
also implies the passing of command out of the hands of
Catiline into those of his followers. Catiline should be
making these remarks about himself. Cethegus is not Prometheus,
but neither is Catiline now.
When Cato returns, Catiline and Cethegus, barely restrained
by Lentulus and Longinus, confront Cato and almost attack him.
Calm and unafraid, Cato displavs a self-control which stands

in sharp contrast to Catiline's rashness. Catiline prefers

action to thought and in fact decides to act without thinking.
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Lentulus advises consultation; Cethegus calls for taking up
arms (III. i. 251-33). Each remains true to- character, but
Catiline shows his . new recklessness in the scene's last line,
"Our objects must be sought with wounds, not words" (III. i. 234).
In effect, Catiline loses the initiative before Cicero reacts
against him. To an extent Cicero wins by default, although
he needs all his knowledge and dipleomacy to do so. //_
Catiline's fall runs parallel to Cicero's ascendancy.
From the start Cicero has to react quickly to a difficult
- Situation. Inwardly in turmoil after Fulvia's disclosure of
' o
the conspiracy and contemptupus of her to boot, he restrains
his emotions to flatter both Fulvia and the traitor Curius
in a fashion equal to Catiline's at nhis best. "Lost" in
Fulvia's "fable" (III. ii. 22-23), Cicero opens with a series
of rhetorical questions which shows the intensity of his
feelings as well as his rhetorical skill:
Is there a heaven, and gods, and can it be
They should so slowly hear, so slowly see?
Hath Jove no thunder, or is Jove become
Stupid as thou -art, 0 near-wretched Rome,
When both thy Senate and thy gods do sleep
And neither thine nor their own states do keep?
What will awake thee, heaven, what can excite
Thine anger if this practice be too light?
(ITI. ii. 1=8)
Taken by surprise, Cicero keeps his self-control as the smooth- -
ness of his speech proves. The opening twelve lines are in
rhyming couplets. The balance and repetition in "so slowly

hear, so slowly see?" and "Hath Jove no thunder, or 15 .Jove

become / Stupid?" are rhetorical devices which are second
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nature to Cicero. He proceeds from the particular, Catiline,
to the general, ambition. Cicero's definition could stand
as a criticism of nearly all of Jonson's and Marlowe's
overreachers:

Ambitién, like a torrent, ne'er looks back,

JAnd 1s a swelling and the last affection

A high mind can put off, being both a rebel

Unto the soul and reason, and enforceth

All laws, all conscience, treads upon religion

And offereth violence to nature's self.

But here is that transcends it; a black purpose

To confound nature and te ruin that

Which never age nor mankind can repair.

(III. 1ii. 13-21)

Mere ambition is dangerous enough, és'the comparison to a
flood indicates. This swelling pride and passion threatens
the foundations of the individual and of society. In contrast,
Sallust, a supporter .of Caesar, describes ambition as "a
fault which after all comes nearer to being a virtue,"l7'a
comment later echoed, although not approvingly, by the qhorus.
But in Cicero's eves Catiline's "black purpose" (III. ii. 19)
surpasses ambition and menaces civilization itself. Both
Sylla's Ghost and Catiline himself have already stated this
idea, but Cicéro, as a geood man rather than the ghost of a
murderous dictator or the would-be perpetrator of the deed,
sees and portrays these intentions in their true horror (III.
il. 26-43). Total destruction is as much a part of Tamburlaihe's
purpose as Catiline's, and Tamburlaine carries it out. Cicero
pointedly summarizes the danger posed by the insatiable
Catiline: “for unto whom / Rome is too little, what can be

enough?" (III. ii. 46-47L18 The example of Tamburlaine, who
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sadly lamented that he left any part of the world unconguered,
gives the answer that nothing is enough.

In managing Fulvia and Curius, Cicero adopts the power
of persuasion abandoned by Catiline and employs it ably and

-_deviously. , In places he lies and borders on hypocrisy.

-

Cicero's flattery of his informers easily matches Catiline's
ingratiating treatment of Lentulus and Cethegus:

Would vou [Curius] of whom the Senate had that hope
As on my knowledge it was in their uurpose

Next sitting to restore vyou, as they ha' done =
The stupid and ungrateful Lentulus

(Excuse me that I name vou thus together,

For vet vou are not such), would vou, I sayv,

A person both of blood and honor, stock'd

In a long race of Mirtuous ancestors,

Embark yveourself for such a hellish action

With parricides and traitors, men turn'd Furies

Qut of the waste and ruin of their fortunes

(For 'tis despair that is the mother of madness),
Such as want that which all conspirators, -

But they, have first, mere color for their mischief?

- - - - - - - . - - - - - - . . .

Here is a lady that hath got the start,
~ In piety, of us all, and for whose virtue
"I could almost turn lover again, but that
Terentia would be jealous. What an honor
Hath she achieved to herself;
(III. ii. 89-102; 107-11)

Catiline guides his followers with no greater skill:

Why, what can [men] do less? Cinna and Sylla
Are set and gone, and we must turn our eyes .
On [Lentulus] that is and shines. Noble Cethegus,
But view him with me here: he looks already
As 1f he shook a scepter o'er the Senate
And the aw'd purple drop'd thelr rods and axes.
The statues melt again, and household gods
In groans confess the travail of the city;
The very walls sweat blood before the change,
And stones .start out to ruin ere it comes.

(I. 272-81)

Catiline wins Lentulus by picturing him on the throne and
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keeps Cethegus glowing by- including his favourite topic,
destruction. 1In the same fashiog Cicero adroitly turn$ from
praising one ponly to praise. the other,'andﬂthen back again
'(Curips, III. Ei. 81-106; Fulvia, 107-35; Curiys, 165-71).

The surprise of the discovery and the depth of his own
emotlon do\not prevent Cicero from actlng swiftly. Knowing
the klnd of man that Curius is, Cicero socn promises him
bribes, suﬁh as "titles" and “"rewards" froﬁ the Senate (III.
ii. 166—68)} Once "Good Curius" is his, Cicero gives him in-
structions on espionage which equal any plan of Catiline's (III.
ii. 178- 93) Cicero is quick to see the potential of Fulvia,
irconically %ermed Curius' "virtuous friendg " EIII. ii. 195), as

a go-between'.

As soon%as Curidg\and Fulvia have left, Cicero shows his
. true feelingsE(III. ii. 204-30). Fulvia is now a base and
" common struméet, worthless to be nam'd / A hair or part of [Rome]"
(ITI. ii. %}‘ 18) . But the message that Antonius is coming
interrupts his\lamentation to Rome, and he immediately stops his
harangue to pl%n his next steps in buying Antonius and guarding
his own safetyj

Jonson is true to tﬁe historical Cicero's Latin prose style
in reproducing its characteristics of circumlocuﬁion, complexity .
. 0f clauses in the period, and parentheses; however, the encourag-
~ing, cajoling, temptihg, and promising approach is that of
Catiline and of the overreacher in general.19 Possibly Cicero
represents Jonson's positive solution to the problem of the

overreacher; intelligent, adept in 1ntrlgue and oratory,

Cicero retains his 1ntegr1ty and his faith in powers
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beyond mankind in the face of corruptmmmandadvgrsity.

Unlike the unstable Catiline, who-segks to change him-
self into the scourge of Rome, Cicero is a monument of stability
who seéks no magical metamorphosis. BHe is from‘the.same mould

as [LCrites in Cynthia's Revels and Harace in The Poetaster;

however, righteousness alone is insufficient to withstand the
threat of a Catiline or a Sejanus. Accofdingly, the basic
tools and techniques of the overrgacher as oppeortunist and
orator are Cicero's also. Like the overreachers from
Tamburlaine to Ca;{line, he knows *the value of suspense and
surprise as Qﬁli as spectacle. He thinks beforg he acts but
he can act decisively and quickly. Although longwinded and
conceited, Cicero does ﬁot delude himself with dreams of
personal wealth and power. Unlike the one apparently suc-
cussful overreacher, Tamburlaine, he has no desire to "hold
the Fates bound fast in iron chains" (Tamb. Part I. I. ii. 173).
In fact, Cato praises Cicero as the consul who "Rescu'd us
all out of the jaws of fate™ (V. iv. 206¥. Where Tamburlaiﬁe;
Catiline, and Sejanus, try to make Ehe gods suit theirxbwn
designs, Cicero is a true believer in the "gods and maje§ty
of Rome" (ITII. ii. 43).

The decline in Catiline’'s stature continues in hishinter—
view with Caesar (III. iii}. Catiline says little in response
to Caesar's lecture on Machiavellian tactics. The dominance

of Cicero in the previous scene is evident by his lengthy
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speeches; in contrast, Catiline's speeches shrihk in size, -
Caesar's grasp of the situation is illustrated not only by
what he st S but by wpat he does: he has no intentioq of
staying fif\Ehe "meeting"  of the conspirato;s and would
prefer to. depart under cover of darkness (III. iii. 37).
Catiline had no need of these exhortations in Act I: instead,
he made such speeches to his supporters. Caesar even c;ps
Catiline's single response:

Caesar. Come, there was never any great thing yet

Aspired, but by vidlence or fraud,

And he that sticks for folly of a conscience
To reach it--.

Catiline. Is a good religious fool.
Caesar. A superstitious slave, and will die beast.

(III. iii. 26-30)

Caesar's words show him to be an embryonic overreacher, wait-
;ing for his chance.

™~ Caesar is succeeded by Aurelia, but her attitude has
not changed since her last appearance. Her two brief answers,
"ves" énd "[Seméronia] is [here]" (III. iii. 41-42), suggest
no enthusiasm for her part in the conspiracy. 1In mentioning
Sempronia's "sulphurous spirit" (III. iii. 43), cCatiline
indirectly exposes Aurelia's indifference which will not
“take / Light at a spark" (III. iii. 43-44). He has ceded
defeat in trying to convince her; Catiline is content that
his wife simpiy-follow orders. His last guestion, "You'll

form [the women into supporters]?" (IIT. iii. 57), goes

unanswered. Aurelia just turns and leaves.
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conspirators befofe it begins. The pfesence of Curius, now
Cicerols SPY. strengthens the impression of inevitable defeat.
Bad news, the death of Piso, gets the conference off to 2 bad
Start. Catiline attempts to stir UP his followers with the
"silver eagle™ (IIT. jiij. 74) introduced by Marjus, Syllia's
oPponent in the civil war. He calls on them to

Pledge then a1l ¥Your hands

To follow it with vows of death and ruin
Struck silentlv and home. So waters speak v

-

When theyv run deepest.

hands, but none or them éxuberanfly voices a pledge; their
ardour has died out, POssibly because "Oraculous; Catiline

is not the godlike orator he‘was (I. 530). Although the eagle
has been "Fatal to Rome™ (Irr. iii. 76) as a reminder of the
Civil'War, its dramatic effect falls short of the episode

with the slave's blood in Act I.

Catiline ig quick to sensge the difference; but his
attempts to rekindle enthusiasm,‘while Superficially Success~
ful, are undermined by the vigorous Support of Curius, who
mimics Cethegus._ Only Cethegus notices the change in Catiline:

Catiline. Noblest Romans,

Methinks our looks are not S50 guick and high
As they were wont.

Curius. NO? Whose ig not?
Catiline. We have
=£--line

No anger in our €¥eS, no storm, no lightning;
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Our hate is spent and fum'd away in vapor
Before our hands be at work. I can accuse
Not any one, but all of slackness.

Cethegus. Yes,
. And be yourself such, while vou do it.
* Catiline. Ha?
'Tis sharplv answered, Caius.
Cethegus. Truly, truly.

(IXI. iii. 94-102)
That Catiline has\no ready reply for Cethegus shows his gradual
loss of leadership. As in Act I, the conspirators try to
arouse themselves with thoughts of success and slaughter.
Their minds return again to the days of Sylla, but now Curius,
not Catiline or Cethegus, refers to the multitudes killed and
sent to hell:
Curius. When husbands, wives,
Grandsxres and nephews, servants and their lords,
Virgins and priests, the infant and the nurse
Go all to hell together in a fleet.
(IIT. iii. 137-40)
Although Curius has the right idea, his speech is noticeably
bare of classical or mythological allusions and stands for
what 1t is, a pale imitation of Cethegus or Catiline.

After listening to the broken thoughts and arguments of
his followers (III. iii. 118-26; 132-37), Catiline at last
seems on the verge of regaining his former rhetorical power.
He briskly dispenses orders about the “firing" of Rome (III.
iii. 141-49) and controls the conversation to the extent that
he can build up to a few classical references:

All else cut off
As Tarquin did the poppy heads, or mowers
A field of thistles, or else up, as plows
Do barren lands; and strike together flints

And clods, th' ungrateful Senate and the people,
(III. iii. 155-59)
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The allusion to Targuin is double-edged for Catiline. As
Targuin usurped the throne,20 so Catiline would likely re-
store the monarchy with himself as King. The crown he dangles
before Lentulus he probably intends to set on his own head.
Catiline uses the episode with the poppies to advocate ruth-
less massacre; however, the incident also exemplifies Tarquin's
caution. Unlike Catiline, Tarqguin kept silent and forced

his son, Sextus, to make the decision and take the responsi-
bility for the massacre.

_What is routine for Tamburlaine, the sustained thunderous
speech studded with mythological alliusions, has become in-
creasingly difficult for Catiline, even among friends. Push-
ing himself, Catiline attempts to instil rage in his followers
by describing it:

Till no rage gone before or coming after

May weigh with vours, though horror leap'dsRerself

Into the scale, but in vour violent acts

The fall of torrents and the noise of tempests,

The boiling of Charybdis, the sea's wildness,

The eating force of flames and wings of winds,

Be all outwrought by your transcendent furies.

(III. iii. 180-66)

During Catiline's temporary recovery of his energy and com~
mand of language, theiprophecy of Sylla's Ghost, for a
moment, appears to have a chance of fulfilment. In balanced
pairs (one palr per line), the images of destruction proceed
from water (torrents) to wind-storms associated with rain and
the sea (tempests) to the sea (the whirfpool Char}%c{is and the

av

sea) to fire (flames) and wind. The “franscendent furies" of



249

the conspirators (III. iii. 166) must surpass all these
threatening elements. The oratorical effect of the passage
is assisted by alliteration such as torrents and tempests
and "force of flames", and alliteration and assonance to-
gethe& as in "wings of winds."

Such exhortations are standard for Tamburlaine, who
continuvally buoys up the spirits of his close followers and,
in Part II, his sons and his soldiers. Almost every word
from Tamburlaine, except in soliloquy, is intended to have
a-definite impact on Zenocrate, his followers, or his enemies.
At Zenocrate's funeral, Tamburlaine's'grief is genuine, but
his speech, spoken before the burniqytown of Larissa, creates
a striking spectacle. He will never forget this moment, but
neither will anv of his supporters. Tamburlaine calls on the
ominous and deadly agents of nature to fashion a new Hades
to equal the island of the Furies:

S0, burn the turrets of this cursad town,

Flame to the highest region of the air,

And kindle heaps of exhalations

That, being fiery meteors, may presage

Death and destruction to th' inhabitants!

Over my zenith hang a blazing star,

That may endure till heaven be dissolved,

Fed with the fresh supply of earthly dregs,

Threatening a dearth and famine to this land'

Flying dragons, lightning, fearful thunder-claps,

Singe these fair plains, and make them seem as black

As is the island where the Furies mask,

Compassed with Lethe, Styx, and Phlegethon,

Because my dear Zenocrate is dead. ‘

{Tamh. Part IX. III. ii. 1-14)

The death and destruction urged by Tamburlaine are not carried

out by nature but by his own men in burning the town, and his
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speech helps to maintain their determination to perform the
deed. %
‘ Still in the planning stages of his conflagration, .
Catiline is incapable of sustaining the mood. He is brought
back to earth by Lehtulus‘ guestion about Antonius and must
admit that Cicero has won him (III. iii. 168-71). 1In Jonson's
version, the plan to assassinate Cicero is initiated by
Curius; by implication it is doomed.from the start. Catiline.
has remarkably little say or even involvement in the plot.
Ill-conceived on the spur of the moment, it is later deserted
by Cethegus, the most dangerous conspirator of all, when he

cannot do it in his way.zl

Immediately before Catiline's
last soliloguy, Fulvia departs to reveal all to Cicero.
Although he is unaware of it, Catiline no longer has any
control over events; his own methods are about ts be used
against him., His last soliloquy is constructed to destroy
any potential sympathy for his fate. It is a declaration to
overreach all in cruelty and to spare none. Moreover, this
reaffirmation of Catiline's purp&ée bears out every one of
Cicero's fears. Catiline's low estimate of his supporters,
"the dregs of mankind" (III. iii.‘227), now echoes Cicerd's
"wretches of lost minds" (III. ii. 32). Catiline's personal
rage proves as intense and uncontrollable as the rage he tried
to inspi;e in his supporters. After attacking the men who
follow him, Catiline turns to the man who refused, Cgesar,

and vows that he will make Caesar
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Repent his vent'ring counsels to a spirit \
So much his lord in mischief, when all these
Shall like the brethren sprung of dragons' teeth
Ruin each other and he fall amongst 'em
(III. iii. 245-48)

Catiline fails to see anything exceptional in Caesar, and
dismisses him with the greater rivals, Pompey and Crassus.
In destroying Rome Catiline seeks to surpass, in one
night, the efforts of the city's original ernemies through
the ages, the Gauls, the Moors, and the Carthaginians. Such
resolve smacks of Tamburlaine. Catiline's wish that he be
reduced to nothing if he does not make all surviving Romans
slaves is expressed in vivid and bloody terms:
May my brain
Resolve to water and my blood turn phlegm,
My hands drop off unworthy of my sword,
And that be inspired of itself to rip
My breast for my lost entrails, when I leave
A soul that will not serve;
- {(III. iii. 250-55)
Tamburlaine voices similar determination and employs the same
kind of imagery, but he never thinks of his own destruction.
Facing the traitor and deserter Almeda, Tamburlaine frightens
him from accepting a crown from Callapine with a single
speech:
Go, villain, cast thee headlong from a rock,
Or rip thy bowels and rend out thy heart
T'appease my wrath; or else I'll torture thee,
Searing thy hateful flesh with burning irons
And drops of scalding lead, while all thy joints
Be racked and beat asunder with the wheel;
For if thou liv'st, not any element

Shall shroud thee from the wrath of Tamburlaine.
(Tamb. Part IYX. III. v. 120-27)
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Following Cicero's defeat of the assassination attempt,
the Chorus provides a commentary on Catiline's last soliloguy
and on ambiéion. Jonson draws on Sallust, but the result
applies more to his and Marlowe's overreachers than to
Sallust's Catiline:

But, meost, ambition, that near vice
To virtue, hath the fate of Rome provoked,
And made that now Rome's self's no price :
To free her from the death wherewith she's voked,
That restless ill that still doth build
Upon success, and ends not in aspiring,
.But there begins, and ne'er is fill'ad
While aught remains that seems but worth desiring,
Wherein the thought, unlike the eye
To which things far seem smaller than they are,
Deems all contentment plac'd on high,
And thinks there's nothing great but what is far.
(III. v. 65-76)

That "restless ill" pursues Tamburlaine through all
his conquests until his death. As he nears death, he il-
lustrates Jonson's Chorus' statement:
Lo, here, my sons, are all the golden mines,
Inestimable drugs and precious stones,
More worth than Asia and the wdrld beside:
And from th' Antarctic Pole eastward behold
As much more land, which never was descried,
Wherein are rocks of pearl that shine as bright
As all the lamps that beautify the sky;
And shall I die, and this unconguer&gd?
(Part II. V. 1iii. 151-58)
Catiline reaches his rhetorical-nadir when he meets
Cicero in the Senate. Jonson abandons the balance between
the two which he has maintained for several scenes in order
to reduce Catiline to the condition of a mute while Cicero
waxes eloguent in his denunciation.

Catiline's ignorance of the fact that the Senate is

meeting shows that he lacks spies in the important places.’
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Céesar‘sends for him (IV. ii. 39), but his late arrival enables
Cicero to set the Senate against him. Cicero tactfully con-
cedes Catiline's goed points and admits his own reluctance:

I profess
It grieves me, Fathers, that I am compell'q

- - - - - - - - - - - -

A man, I must confess, of no mean house
Nor no small virtue,
(IV. ii. 54-55; 59-60)

Cicero then proceeds to a savage attack:

» Brought up in's sister's prositution,
Confirm'd in civil slaughter, ent'ring first
The Commonwealth with murder of the gentry;

. Since, both by study and custom, conversant
With all licentiousness:

(IV. ii. 64-68)

When Catiline comes in, Catulus follows Cato in
refusing to sit beside him. At first Catiline feigns
surprise, but he soon loses self-control in favour of his
aristocratic arrogance: ) -

Remember who I am, and of what place,
What petty fellow this is that opposes:
One that hath exercis'd his eloquence
Still to the bane of the nobility, -
A boasting, insolent tongue-man.
(IV. ii. 98-102)

Catiline's rough attempt to dominate the Senate stands in
contrast to Cicero's smooth and gradual approach. The
occasional asides of Caesar and Crassus mark the stages of

Catiline's reversal before Cicero's oratory:

Caesar.
[@side], Will he sit down?

. - - - - - - - - -

Caesar. He's lost and gone. His spirits have forsook him.
Crassus. ([aside to Caesar]., H'is lost, there is no hope of

him.,
(IV. ii. 109; 241; 453)
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The worst experience for an overreacher in Jonson is to
be ocut-talked and to find himself with nothing to say. No
situgtion silences Tamburlaine, but Catiline collapses totally
before the forces of good. The asides of Crassus and Caesar
indicate how he forfeits the floor to Cicero, who enjoys an
. unflawed victory. From the moment of his entrance Caéiline
is at a disadvantage. |

Having allowed Cicerc full play, Catiline trie§ to gain
lost ground:

. . 8
If an oration or high language, Fathers, -

» Could make me guilty, here is one hath done it;

H'as strove to emulate this morning's thunder

With his prodigious rhetoric.

(IV. 1i. 403-406)

Cato does not allow him to speak without ;oﬁstant and
derogatory interruptions. Catiline cannot maintain his
coméosure before Cato's comments énd soon finds that no
one, including Caesar, supports him. Cicero's "high lan-
guage" has condemned him in the eyes of the Senate (IV. ii. 403).

Q Cato's remark that Catiline deserves pity "No more than
unto Téntalus or Tityus" (XV. ii. 294) strikes home. Both
giants, Tantalus, a son of Zeus, and Tityus, a son of Ge,
suffer everlasting punishment in Hades for challenging the
authority of the gods. Tityus assaulted Latona, the mother
of Apolleo and Artemis. Tantalug'® most famous qrime is the

murder of his son Pelops, whom he served as food to the gods.

Classical accounts usually pair them. 1In The Metamoiphoses

and The Odyssey the two are treated together, while, in
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The Aeneid, they are in close proximity, within a few lines
of each other.22 Further, each bears a distinct if distant
resemblance to Prometheus, but neither has his redeeming
quality of interest in mankind. Like Prometheus on the
Caucasus, Tityus is stretched out on nine acres of Hades,

»
where two vultures tear away at his ‘liver, which continually
graws again. As Prometheus stole fire from Olympus for man,
Tantalus stole nectar and ambrosia and gave them to mortals.. .
In Jonson's éyest the overreacher, such as Catlline, acts
according to the same lawless and. unrestrained desires of
Tantalus and Tityus, and has nothing in common with the
better points of Prometheus.

In defending himself, Catiline drops all pretense and
shows his true colours. Like Tamburlaine, he arrogantly
assumes that the gods reflect his own views:

Catiline. The gods would rather twenty Romes should perish
Than have that contumely stuck upon 'em
That he should share with them in the preserving
. A shed or sign post.
cato. Peace, thou prodigy.
Catiline. They would be forc'd themselves again, and lost
In the first rude and indigested heap
Ere such a wretched name as Cicero
Should sound with theirs.
(IV. 1i. 422-29) '

Cato’'s reply turns Catiline's vocabulary back on him;
his "Peace, thou prodigy" (IV. ii. 425) echoes Catiline's
ironic criticism of Cicero's "prodigious rhetoric" (IV. ii. 406).
The overreacher's Gharacteristic talent for verbal exchange

deserts Catiline at this moment. He may or may not lose all

control and almost attack Cicero (the stage direction is
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"He turns suddenly on Cicero" [IV. ii. 432]};but his best line,

"I'll look thee dead" (IV. ii. §42), falls flat. Tamburlaine
deals with his enemies through iooks as well, bué tﬁere is a
major difference in effect.. If a look cdﬁtd\kill, Tamburlaine's
would. As it is, a single glance sends the chill fear of

death to Agvdas, Zenocrate's last reminder of her previous

-

betrothal: -

I stand aghast; but most astoniadd .

To see his choler shut in secret thoughts,

And wrapt in silence of his angry soul.

Upon his brows was portrayed ugly death,

And in his eves the fury of his heart, ) .
(Tamb. Part I. III. ii. 69-73)

In Part II, Tamburlaine, near death, diéperses Callapine’s
entire army just by looking at them:

- My looks shall make them fly; and might I follow,
There should not one of all the villain's power
Live to give offer of another fight. '

- - - - » - - . -

In spite of death, I will go show my face,

Alarm. Tamburlaine goes in, and comes out

again with all the rest.
Thus are ‘the villains, cowards fled for fear,
Like summer's vapors vanished by the sun;
And could I but a while pursue the field,
That Callapine should be my slave again.
' (Tamb. Part II. V. iii. 107-109;
114-118)

-

In contrast, Catiline's look is greeted by the taunts |
and jeers of Cicero's supporters, Caté, Catylus, énd Quintus, -
who -see through him. Cato's contemptuous response, "Will _
none }estfain the monster?" (Iv. ii. 442), is one of Se&eral‘

in this vein, including "Stop that pértentous_mouth" and

"Still dost tﬁou murmur, monster," (IV. ii. 441; 445} .-
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"The frowning looks of fiery Tamburlaine” (Part I. IV. i. 13)

remind his enemies of the Gorgon, whose glance could turn

men to stone (Part I. IV. i. 17-19); but Cétiline, who strives
for the same reaction, is ridiculed as a fake.

Even the impact of Catiline's depérting';ouplet is
diminished by the gloomy asides of Crassus and Céesar:

Catiline., The common fire rather .than mine own,

( For fall I will with all ere fall alone. Exit.]
Crassuéu/f faside to Caesarj, H'is lost, there is

» n© hope of him.
Caesar.’ : Unless
He presently take arms and give a blow
Before the Consul's. forces can be levied.
(IV. ii. 451-55)

~

Jonson contrasts the rashness|of Catiline,:who fails to
"carry the lie copéﬁantiy"'(lvf iil! 38), with Cicero's calm
diplomacy in handling Caesar aﬁdiCrassus. In the face of
Cato's strident and ﬁkthinking:hohesty; Cicero again shows
‘his capacity for upemoﬁional.Médhiaveilian reasoning:

Not an unprofitable, dangerous act, .
To stir too many serpents up at onee.

Caesar and Crassus, if they be ill men,

Are mighty ones, and we must so provide

That while we take one head from this foul Hydra
There spring not twenty more.

‘ ‘a “I'11l make
Myself no enemies, nor the state no traitors.
) : -(IV. ii. 469-745 477-78)
Cicero thinks of the state as well as himsekf. Jonson
portrays his plan to gain letters as evidence through the.
Allobroges as an act of swift thinking when opportuﬁity

knocks. Catiline's departing speech is lacklustre by

comparison. Catiline appears downcast by the discovery

_ AN
- : . . .
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of traitors within.his own group (IV. iii. 1), and unable to
recover his confidence as the leader. Instead of weighing
his options, he seems to be pursuing the path of least ,
resistance.~ Ineffective in the Senate, Catiline is unin-
spiring to his followers. His last line, "I am all your
creeture" (IV. iii. 379, suggests the shift of control from
himself to Lentulus, the laziest of the consplrators. t \
*As Catlllne $ voice fades out, Jonson actuallv shxfts
the focuk to Cethegus, the loudest of the consplrators
For the cause Cethegus apes Tamburallne as well as he ever
has, but his call to arms mMoves no one:
A thousand such as [Sempronia and the Allobroges] are
could not make '
One atom of our souls. They should be men
Worth heaven's fear, that looking up but thus
Would make Jove stand upon his guard and draw
Himself wlthin his thunder which amaz' d,

He should discharge in vain, and they unhurt;
(IV. v. 43-48)

Jonson emplovs dramatic irony to deflate Cethegﬁs' bubble of
extremism. Still chafing at the'weste of time, Cethegus ﬁéels
that the conspirators could have scattered the stars bv now
and made the world dependent on their light instead (IV. v.
.52-55). The lukewarm reaction of his audience is enly part

-

of the humour. No praise from Lentulus is worth much (iV. V.
56-58). Sempronia's statement is somewhat eguivocal; an

ageing Venus who pays for young lovers, she compliments Cethegus
as one of "the right Martian.breed" (IV. v. 60). The

Allobrogian ambassador, secretly in league with Cicero, caps

this remark with "He is a Mars' /Would we had time to live
I
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here and admiré him"™ (IV. v. 60-61). One after another,

thef praise Cethegﬁsf spirit; however, the audience knows
~ that the Allobroges have already been won over'by Cicero.
Therefore, the climax of the series is actually a satirié
anticlimax which foreshadows the ultimate failure of the

conspiracy. The ambassador's comment is even more ironic
because it may accurately describe Cethegus' view of him-
self as a human Mars.

Cethegus' scorn for the others mirrors Cétiline's
own'(III. iii. 225-41), with the differénce that Catiline's
disdain includes Cethegué: He who would stymie Jove in
Tamburlaine's style is closer to his oﬁn mythological
choice, Capaneus (IV. v. 49-51), who challenged Jove.
and was d¢ashed by a thunderbolt. In Tamburlaine the
assumption of equality with Jove is a mark of his confidence
in himself and his followers. 1In Cethegus it indicates his
dissatisfaction and.impatience with - the tepid nature of his
fellows. Catiline and Cethegus can no more transform their
associates from unworthy malcontents into valiant rebels
than they can change themselves from.rebels into goas. On
the other hand, Tamburlaine uses language to turn a shepherd

into a warrior and a king, and his words make a strong impres-

sion on people such as Zenocrate and Theridamas as well as on
. his "countfy swains” (Part I. I. ii. 47). They all come to
respond in language that echoes his.,

& Jonson derides Cethegus for the last time when Cicero

remains silent during his final tirade:
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A beast or what is worse,
A slave, Cethegus. Let that be the name
For all that's' base hereafter, that would let
This worm pronounce on him and not have trampled
His body into~-ha, art thou not mov'gsz
(V.o viii. 3-7)
Cicero calmly replies, "Justice is never angry," a remark
which infuriates Cethegus all sthe more (V. viii. 8).

Throughout the last act Jonson displays the adroitness
of Cicero. " Even though Catiline has departed, Clcero is in
the difficul: pOSlthn of condemnlngCEthegus, Lentulus,
and the others to death while shielding Cra.s;us and Caesar
from all harm and 2Ny suggestion of 1nvolvemen+ To do so
Cicera has to manipulate his Own ‘supporters, such as Cato and
batulus, & verbal feat which Jonson (to Say nothing of the
historicail Cicero) may have consmdered equal to the disposal
of Catlllne on the battlefield. Catiline's last speech, his
address to his troops, is a frank declaration of their
hdpeless Situation. It has nothing of the overreacher's
fire, although his “bfave bad death" (Cato V. ix. g84), -
reported.by Petreius, is well-suited to the overreacher.

In Catiline Jonson éreated a credible overreacher and
villain who possesses Tamburlaine's worst characterlstlcs
but few of his best. Catiline has Tamburlaine's shocklng
ambition that accepts no boundaries, his rhetorical flair,
and his ruthlessness. The différence lies in Jonson's deter-
mination to denounce Catiline's "black purpose" at every

opportunity. What is ambiguous in Tamburlaine, who usually

Seems no more wicked then the noble potentates he attacks,
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is undoubtedly evil in Catiline, who aims to ruin the
Republic. Further, Cicero overshado all, Catiline included,
from the middle of the pPlay. As the memesis of the overfeacher,
Cicero surpasses Catiline in any department, from oratory to
bravery to duplicity. He is so much larger than life that he
never faces significant oppéﬁition. Confronted by this
virtuous mén's rhetoric, Catiline shrivels up. When he
leaves Rome, Cicero lacks even a dummy to fight; Jonson fills
in with minor resistance from Caesar, Cethegus, and Lentulus,
but none of them is near Cicero in language or authority.
Cicero's argument with his own Supperters, Cato and Catulus,
could have been made much more drxamatic. As it stands,

their reservations are overcome by their desire to reward

the consul properly..
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"All is but hinnying sophistry:"
'n. Adem Owsrde - and Tamburlaine
In the years between Catiline (1611) and Bartholomew
Eair (1614) Jonson wrote several masques but no plays.1 While
Bartholomew Fair marks a second return frong tragedy to the
.more successful comedy, it is substantially different from

Jonson's last successful comedy, The Alchemist, as well as

his other previous come%ies. The critical dissection of

Bartholomew Fair has produced several methods for dividing

L
the characters and tracing the many small steps in the com-
plex plot. That no one of them is fully satisfactory is more
indicative of Jonson's achievement than of any fault in the

critics. In Bartholomew Fair Jonson co-ordinates the move-

ments of a large number of individuals who, at best, prove
only loosely related to one another (even in marriage) and
guides them to a common happy bond of union in a feast. To
venture bevond this statement is to tread warily into the
maze of entanglements where Jonson both juggles and scrutin-
izes the themes of law and order, religion, hypocrisy, greed,
dissembling, human nature, society--there is no obvious limit
to the number of subjects which Jonson manages to treat in
this one play.2

One of the p;incipal themes is that of law and order
or, more generally, authority. While it seems that no char-

acter escapes being ordered about by someone else and that

' A
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eventuaily he or she has his or her chance to direct otheré,
Justicé Adam Overdo is the person most concerned with the
nature of authority. One of the manf threads in the pléy

is Overdo's repeated reasseésmepts of himself and his office.
Jonson creates a multiplicity of charactérs without an ob-
vious central protagonist and manages to involve every major
figure, at one time or another, with all the rest: however,
Overdo has a major association with each of the other per-
sons in authority. Trouble-all, his former officer, and
Quarlous, the gentleman who deceives and replaces Ovérdo

to resolve all at the end, form one of the triangles with
Overdo concerned with the law. More conspicuously, Overdo
is the chief member of the trio of censors, which includes
Rabbi Zeal-of-the-land Busy, tﬁe Puritan hypgcrite, and
Humphrey Wasp, Bartholomew Cokes' tutor. -

Overdo is likely the most complicated characéer in
the play, and is the only one whose gradual learning ex-
perience is wholly shared by:the audience, To create Overdo,
Jonson had to go beyvond a caricature, like Sir Epicure
‘Mammon, effective as Maﬁmén is. Acceordingly, Jonson emplovs
the disguised duke motif (possibly a parody of it), the
career of a Lord Mayvor of London, the declamatory style
of Jehovah in the 0ld Testament, and echoes of the morality
pJ:ay.3 Although his speeches, including his soliloguy, are
in prose, like the speeches of everyone but the puppets,

in his grandiose aspirations and his fantasy Overdo resem-

bles the overreacher delineated in Tamburlaine. Equally



269

_-impoftant are the differences betweeq the two, especially -
in respect to their achievements. For exampl;, Overdo and
Tamburlaine can visualize the opportunities afforded by

.metamorphosis, but only Tamburlaiﬁe has any success in
changing himself into what he wants to be. An obvious
difference beéween Overdo and Tamburlaine andh-for that
matter, betﬁeen Overdo and almost any.other overreacher,
is that Overdo is a legitimate, state-aépointed man of
lawywhq somehow places his ambitions within the framework
of the governmént. He never has recourse to thoughts of
a republic, as Mammon does; instead, he pictures himself
having the powers of a goéd who is stern.in judgment but
congenial at home and dedicated to the king and the common-—
wealth. As is the case with other overreachers, the fun-
damental cont;adictions in his fantasy never occur to him.

Like Mammon in The Alchemist, Overdo does not appear
until the first scene of the second act, but Jonson pre-
pares the audience fog‘him, beginning as sooﬁ as "The Induc-
tion on the Stage."” Listing the attractions of this fair,
the Scrivener includes "A wise Justice of Peace meditant,
instead of a juggler with an ape" ("Induction," 125-26). -

" The substitution of the Justice for a juggler and his apé

implies that the Justice will be é comic target. Tater in
the "Induction" Jonson strengfhens this impression when the

Scrivener denies any slanderous intention. One of the dis-

claimers is that no "Mirror of Magistrates" is meant by the
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Justice{"Induction,™ 144-45). While Jonson wants to prevent
the identification of Overdo with any particular justice, Overdo
does represent magistrates in general. Like the recitals of

their lives by the historical personages in A Mirror for Magi-

strates, Overdo's escapades.offer food for thought'to anyone
appointeﬂ'to a posi;ion of authority.u In any case, the rebut-
tal suggests that Jonsdn is going to make fﬁn of the Justice.

Jonson casts more doubts on Overdo's . wisdom in the
firgt act. As soon as Dame Overdo enters, she starts arguing
with Wasp about authority. Before Overdo has said a wofd,-the
audience has heard a sample of his style at second hand from
'his wife. She quétes her husband, "as Master Overdo says"
(I.v.13), to try to establish her own authority, but her petty
squabble with Wasp and his accusation that she.is too proud
of her social position or "dignity" (I.v.27-28) do no credit
to Overdo.

Overdo opens Act II with a lengéhy soiiloquy which
permits him to express his principles in detail. Unintention-
ally, he also reveals his ﬁéin personality traits. Having
disguised himself as mad Arthur of Bradléy, Overdo has already
’fielded to his preoccupation with metamorphosis; in fact, his
delight in his own alteration may impair his.;bility to see
through the ruses of others. ‘Overdo is in.a unigue position

15 thus isolated from the other characters. He is neither

Fair visitor nor a, "Bartholomew-bird," but he is an integral

part of both groups. -Unlike any of the band of visitors, the
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Littlewit party, the Coke§ party, or Wanlfe and Quarlous
Overdo is.flrst seen alreadv at the Fair. Unllke Busy or
Wasp, who are total out51ders, Overdo is a legltlmate and
imqutgh£ component of the Fair and recognlzed by the out-
sideré as such, although their tone: can be_ sardonlc.
“Overdo imposes a sgperficial order on his solilogquy
by beginning and ending with his formula of justice, Ring,
» ' and commonwealth, bBut the middlg,is a'discofdant jumbie of
conceit, frankness, and good initentions. His béimming con-
, fiéence in his coétume, which w¥ll sﬁrpass fall storv" (II.
i.3), inspires d challenge to Lynéeus, the sharp-eved Argo-
naut, and a reference\in péssing to ﬂis favourite, Horace.
JHe au1cklv justlfles His masquerade (whlch does deceive
everyvone he meets) by falling back on ‘the tradition of the
wise magistrate in gll igés (I1.i.10-11). In part;culgr
< he éescribes a re;ent predecessor in Protean “shapes" (I1.

. ‘ o .
1.18) who, as a porter or a car-fan or whatever, would per-

sonally check weights and measures. _The air of grandeur
. . Lt .
attained by mentioning Lynceus and, Horace dissipates at "the
'iénthy description Qfﬁﬁhe fellow who measured puddings,
~—

custards, and loaves of bread. There is little doubt that -

“Overdo is®much closer to the latter than the. former in char-

— - . . )

acter as well Es in- time. - =
B ' * Overdo possesses 1n51ght enought to grasp the potential
"~ 1n3ust1ce in the court system, and he admits that he has erred

im judgment An the past becahse he had to reggifn "other men's
" : % -
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eyes” (iI.i.BO). That Overdo could mistake "a proper foung
Bachelor of Music, for a bawd" (II.i.35-36), whatever the
circumstances, raisec q£;;€ions abodt his effectiveness at
the fair. Like Mammon, he has decided that this is the
"special dav" for detecting the " enormities " (II.i.45).
Overdo closes with a summons tc Junius Brutus, the stern.
Roman judge who disguised himself only to escape death. The
cons;derable dlfference between a Justice of Pie- powders and
Junlcﬁ/;rutus, or Horace, or Lynceus, leads to the specula-
tion that the distinetion between @ "fool in the habit of a
Justice" and a "Justice in the hab;t of a fool" (II.i.8§-9)
will be increasingly difficu%t to make.
L ' AUniike most overreachers, Owverdo rarely résorts to
classical mvthologv; 1nstead he emplovs bits of classical
phllOSOphV and the Scriptures to place hlmself in the Christ-
ian Stoic tradltlon His footlng there is anything but solid,
because his declaraélons are more amusing than convincing;
ws:owever, Overdo complacently pictures himself patiently suf-
‘fering temoorarv misfortune and waiting for his personal
doomsday; then he will reveal himself as an Old Testament
Jehovah and pronounce judgment on all mankind within hearing.
As his name implics, Overdo has the boundless ambi-
tion of the ovef;eacher accompanied, as usual in Jonscen, with
impetuous and unrcflective fantasy. The distance between

Overdo and Tamburlaine is evident in a passage from Tamburlaine's

verbal seduction of Theridamas. at that time Tamburlaine is

™y | . ‘.. .
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still convincing eﬁeryone that a change of c¢lothing actuaily
marks a metaﬁqrphosis and that he is going to make himself ‘
the egual of the gods:

Jove sometimes mask3d in a shepherd's weed,

And by those steps that he hath scaled the heavens, ’\\\\\

May we become immortal like the gods.

Join with me now in this my mean estate--

I call it mean because, being vet obscure,

The nations far removed admire me not--

{Part I.1.11.198-203)
Here Tamburlaine, with only one successful raid, = is most
vulnerable. As he often does in the futuré, he has recogrse
to the precedent set by Jove, although he has to twist thé
peaceful tale of Baucisrand Philemon to support him. The link
between Jéve and the shepherd's clothes is'extremely slight,
but Tamburlaine makes the most of it to finish with "Tamgziyé;
in all‘hig majesty” (X.i1i.208).

Most of Overdo's problems stem from his consciousness
of his "high.place“ (II.1i.37); yet he wrvly recognizes that
people ofteh regard magistrates as little better than "arrant
fools" (II.i.39)}. Unfortunately, after his soliloguy, Overdo's
asides as a spy and the Fair people's comments about him bear
out public opinion.

At the pig booth Overdo exaggerates the minor misde-
meanors which he does.detect-and misses the serious law-
breakers altogether. Bickering with Joan Trash, the jauqty
and guarrelsome Lantern Leatherhead throws in Overdo as

anoﬁher ‘threat. Both Trash anq Leatherhead are more con-

cerneddﬁgth each other than with Overdo,'Bht the_ mere men-
o~

/ ‘ ' ) { I~ J.—\ ~
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tion of his name serves to e&oke Overdo's vain reaction: "I
am gléd to hear my name is their terror, yet; this is doing
of Justice™ ($I.ii.27-28). After showing that overdo is known
‘at the Fair, Jonson allows Overdo to demonstrate his familiar-
7 ity with its denizens when his "second enormity” (II.ii.72)
turns out to be an old agquaintance, Ursula. Overdo's ef-
fectivenesg in curbing crime at the Fair has to be questioned
when he.states that Ursula has been brought before him on
various'charges for twenty-two years (II.ii.71-74).
el After he eavesdrops on Ursula's lecture to her servant,
Mooncalf,'on "reckoning" (Ii.ii;BS), Overdo promptly over-
states the situation:
O_tempora! O mores! I would not ha' lost my dis-
covery of this one grievance, for my place, and worship o

the bench. How is the poor subject abus'd, here!
(I1.ii.114-16)

Even from a would-be Stoic, the quotation from Cicero, which
Jonson previously used in Catiline, is appreopriate for a

*
public speech about conspiracy against the state, but scarcely

« for private thoughts on petty fraud at the Fair. The phrase

-~

turns out to be as characteristic of Overdo's imitation off
Arthur of Bradley as of Overdo himsei}% Overdo magnifies tge
importance of cheating on the scale df beer, ale, and pig be-
cause it is the kind of "enormity” that he expects ta find.
That he might stumble on greater "wonders of enormity” (II.ii.

118) does not occur to him.

overdo performs his role as Bradley extremely well,
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perhqps too well. Ursula immediately greets him as a "new

roarer" kII.ii.lZS). Overdo inadvertently draws attention

to the small difference between* Mooncalf's "mad Arthur of

Bradley, that makes the orations" (IT.1i.126-27) and himself

-when he sees that he has succeeded: he declares that he will

have the reputation of being "a certain middling thing, be-

tween a fool and a madman" (II.11.147-48). Later, when Overdo

makes his oration on tobacco, one questions whether the ale

actually'has stimulated his eloguence, as he says (II.ii,.132-

34).

Overdo's reliance on Mooncalf for his information de-

monstrates the limits of his discretion. Dan Jordan Knockem

is not a "cutpurse" but the ranger of Turnbull is a rake,

roarer, and bawd. When the "cut purse", Ezekiel Edgworth,

-does arrive, Overdo takes Mooncalf's word that Edgworth is

a "secretary" and decides that he is a "pProper penman” in

bad company (II.iv.Z? and 31). The irony is that Mooncalf

supplies hints in each case but Overdo fails to take up any

of them. Logéng himself in his meditations about Edgworth,

Overdo misses the conversation between the rogues, which

would open his eves to all enormities, including Edgworth's.

Instead,_he drifts to hyperbole and fantasy, combining a

biblical éllusion.with a classical quotation:

guod_neg¢ Jovis ira. nec idnis etc.

- q-’
If I can, with this day's travel, and all my policy,
but rescue this yvouth, here, out of the hands of the lewd
man, and the strange woman, I will sit down at night, and
say with my frienad Ovid, Jamgue opus exeqgi,

(IT.iv.60-64)
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The “"strange woman" refers to a harlot and King Solomon, who
loved. many strahge women. Ovid's lines are from his "Epilogue"

which praises the_pefhanence of poetry:

The work has reached its end; the book is mine,

None shall unwrite these words: nor amgry Jove,

Nor war, nor fire, nor flood, -
Nor venomous time that eats our lives away.

L R L T I R I L N N N ]

As long. as Rome is the Eternal City .
These lines shall echo from the lips of men, cT
As long as poetry speaks truth on_earth, :

That immortality is mine to wear.

The passage seems an ironic choice for someone who is
as attracted to metamorphosis as ngrdo, but it shows his self-
centeredness. Rescuing a vouth from evil comrades is an admir-
able deed; however, Overdo loses sight of his purpose when he
imagines that hiswork will withsténd Jove's anger, fire, and
time. He conveniently ignores the fact that the comparison is
uneven and poorly thought out. Overdg i1s too enchanted with
the idea of his=®wn achievement to examine the situation proper?
ly-df to choose a harmoniﬁus guotation.

Tamburlaine has & similar interest in his fame. When
wearing a crown he shows his concern for his reputation:

The ages that shall talk of Tamburlaine,

Even from this day to Plato's wondrous vear,

Shall talk how I have handled Bajazeth.

. (Part I.IV.1i1.95-97)

Tamburlaine employs the same tools, hyperbole and fantasy, as
Overdo does, and the misuse of myth&logy is a habit of his too.

Further, like Overdo, he discovers the limits of verbal meta-

-morphosis. But when each deliberately plavs the orator, the
, .

-
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differences become clear.
After the brawl empties the booth, Overdo seizes his
opportunity to address Edgworth. He delivers 4 speech against

ale and tobacco in Arthur of Bradley's’ style but, in the course

-

of it, he gradually sounds more and more like himself. As

he does in soliloguy, Overdo begins well and then becomes en-
chanted with the spund‘of his own voice. By the end, he is
speaking tobhear himself more tﬁan to move Edgworth. Through
'Wasp and Cokes Jonson rules out any soaring rhetoric from
Ovérdo uhtil Wasp has pointead out the foolishness of these

"brave words" (II.vi.26). Finally, when Qverdo“reaches his '

climax as am evangelist, his wife, and even Cokes, notice

Arthur's resemblance to the Justice:
. o
Jus. Hark, O vou sons and daughtexs of Smithfield® and hear
what malady [tobaccd] doth the mind: it causeth swearing, it
causeth swaggering, it causeth snuffling, and snarling, and
now and then a hurt.
He hath something of Master Overdo, methinks,
Qver. brother. - . :
So me thought, sister, very much of my brother Overdo:
and 'tis when he speaks. :

b

(IT.vi.64-71)
Whether he is Justice or fool (IT.11.140-41), Overdo's
rhetoric proves comically insufficient to ward off Wasp:.
Jus. Hold thy hand, child of wrath, and heir of anger, make
= it not Childermass day in thy fury, or the feast of the
French Bartholomew, parent of the Massacre.
(IX.vi.138-40)
Overdo's "hot fit of preaching” is stopped cold by Wasp's

vehemence, which reduces Overdo to one word, "Murther, murther,

murther” (II.vi.l45-47). He can recover his dignity as a jus-—
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tice by slowly becoming. a.'wiser ana-more teclerant man,-but
_hié exalted aspiratiéné, as far as the audience is concgrned,
have been/dealt a serious blow.

In contrast, Tamburlaine never loses. sight of the effect
«that he is trying to create on his listener, generally through
fear or flattery; further, he never loses control over his
rhetoric or himself. Rarely interrupted, Tambuilaine knows
when to takk at length and when to be brief. Meetin% Theridamas,
he begins a long and persuasive speech with fiattery:

With what a majesty he rears ﬁis looks!

In thee,. thou valiant man of Persia,

I see the folly of thy emperor.

Art thou but captain of a thousand horse,
(Part I.I.ii1.164-67)

Vs
But, at the moment of truth when Theridamas wavers about com-
mitting treason, Tamburlaine wins him with a single line, ™No,

but the trusty friend ofiTaﬁgﬁriaing" (I.ii.226). N
Although the Irish bawd, Captain Whit, dominates the

first two scenes of Act III, he mentions Overdo when he says

in an attempt at wit, "Iwmnte vishesht man, -but Justish Overdo,

in all Bartholomew Fair, now" (II1I1.ii.5-6). In the third scene

Qverdo delivers his second major soliloquy and meditates”on

his eiperiences and his wisdom. Overdo begins in a ‘tone of

humility, butrhis awareness of his purpose soon re-asserts

itself, and, with it, hig sense of his own importance. In

fact,‘he ends withthe same words that he uses to start and fin-

ish his first soliloquy, an indication that his outlook has

not completely changed. He starts well, making a resolution:
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Jus. I will make no more orations, shall draw on these tragi~-

- cal conclusions. And T begin now to, think that, by a spice
of collateral justice, Adam Overdo deserv'd this beating;
for I, the said Adam, was one cause (a by-cause) why the
Purse was lost: :

(III.iii.1-5)

The return to his former arrogance occurs step by step,
without Overdo being aware that it is happening. wWhile Littlewit's
party gorge themselves on Ursula's pigs, Overdo fondly contem-
plates the scen& to come at supper. His proverbial comment,

"To see what bad events may peep out o' the tail of good pur-
poses!” (IIX, iii.l13-14), moves him to trace the results of his
" "exhortation" to Edgworth (III.iii.le). By the middle of the
speech he has forgotten "collateral justice" and revived the
image of himself as the wise man who "for no particular disaster
ought to abandon a public good design" (ITT.11i.25-26). ©The
vyerbose series of analogies which follows and culminates in

line from Virgil is only given to sustain his view that he
is a "grkat part o' the Commonwealth in himself" (IIT.iii.24-
25). At this point his self-esteem turns a blind side to his *
‘own folly (the original topic of the soliloquy), and he fin-
ishes with a vow of supposedly heroic determination:
These [examples] are certain knocking con- :
clusions; out of which T dm resolv'd, come what come
can--come beating, come imprisonment, come infamy,
come banishment, hay, come the rack, come the hurdle,
welcome all--I will not discover who I am till my due
time; and vet still all shall be, as I saig ever, in Justice’
name, and the King's, and for the Commonwealth!

- (IIT.113.35-41)

Overdo's urge to be tested as & Stoic leads him to the ridicu-

lous decision that, even if threatened with the "rack" or the
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"hurdle" (III.iii.38), he will not disclose his true identity.
Overdo stubbornly believes that everything will turn out as
he wishes. Quarlous and Winwife frame the sollloquv with the
phrase, "poor fool,i made in regard to their view of Arthur
of Bradlev, but the repeated description also flts the JUSthE‘
wh® talks to himself and acts so seriously (III.ii.l44 and
;;55*111.42—43). ’

While first Cokes and then Busy become fully a part
of the Fair, and the focus'of attention, Jonson inserts sever-
al comments which point out Overdo's inconsistency and lack
of wisdom and perception. After he has trajiled Edg.worth ang
Nightingale all err the Fair, the worst he.can say about the fﬁé;
professfonal-"cutpurse“ is that he may be a poet. This kind
'0of jibe at father flgures is characteristic of Jonson the poet,

but it also reveals Overdo's limited insight into crime. More-
over, Overdo is at a loss for a plan to rescue Edgworth: "I,
cannot beget a project, with all my political brain, vet" (III.
v.1-2). The strictureg Oon poetry sound out of place coming
from one who quotes "my‘puintu§-Horacé'(II.i.S) and "my friend
ovid" (II.iv.63-64). During the ballad Overdo is taken in

like Gokes andg the zsﬂﬂsbecaUSe “IE doth discover enormity”
“{III.v.114). So acceptable are rhymés that agree with his
outlook that Overdo objects to Cokes' accompaniment: “Indeed
he does interrdbT™[Nightingale], too much" (III.v.145).

Equally damaging for Overdo's image are Grace's cold

appraisals of her guardian's intelligence. As Cokes flits

.
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from Trash to Nightingale, Grace names Overd® as one of

2 kind with his brothe;—in-law, Wasp, and Dame Overdo:

Grace. Nay, if vou saw the Justice her husbang, my guardian,
you were fitted for the mess; he is such a wise one hisg
way-- .

Winw. I wonder we see him not here. .

Grace. O! he is too serious for this place, and vet better sport
than the other three, I “assure you, gentlemen: where'er
he is, though 't be o' the bench. '

. . {(ITX.v.24-30)

Haggis and Bristle, the Watch, will complete the assessment of

[

Overdo on the bench 4in aAct IV. When Quarlous talks of the
"serious ass," who :plays the fool, with the greatest diligence

that can be" (III.v. 268-69), he ig thinking. of Wasp, but Grace

quickly joins in:
Grace. Then you would not choose, sir, but love my guardian,
' Justice Overdo, who is answerable to that description,
in every hair of him. ’
Quar. So I have heard.
= © (ITITI.v.270-73)

In Act IV Overdo's physical confinement to the stécks
has a parallel ih his verbal humiliation, an experience
w?isp Busy and Wasp, who.are also put in the stocks, do
not share. When Trouble-all first advocates "Ju;tice Overdo's
warrant"” (repeating the word four times), (Iv.i.18-20),
Overdo takes him for a "sober and discreet person® (IV.i.ZG{._
From this shaky but Still -pla.usible assumption, Overdo jumps
to a gfatifying cohélusion and builds a martyr's reputation hﬁﬁ\"')
for himself in the future:

It is a2 comfort to a good conscience to be follow'd with

a good fame, in his sufferings. The world will have a
pretty taste by this, how I can bear adversity: and it
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will beget a kind of reverence toward me, hereafter,

. even from mine enemies, when they shall see I carry’ my
calamity nobly, and that it doth neither break me, nor
bend me. .

(Iv.i.27-32)

Buoyed by his conceit, he enters the stocks "cheer-
fullv," kisses them (IV.i.35-36), and asserts, in an aside,
In themidst of this tumult, I will vet be ghe author
of mine own rest, and, not minding their fury, sit in
the stocks in that calm as shall be able to trouble a
triumph. '

(IV.i.41-43)

When he discovers that Trouble-all is "distracted” and that he
is the cause, Overdo drops all thought of unnerving a Roman
triumph énd,-insteadh immediately swings to the other extreme
of remorse. _Overdo's failure to recognize his former officer
whom he fired only the vear before exposes his lack of percep-
tion, but his penitence is a positive indication of his inten-
tions:
Y _

If.this be true, this is my greatest disaster! How

am I bound to satisfy this poor man, that is, of so

. good a nature to me, out of his wits, where there is
no room left for dissembling!
(IV.1i.58-61)

Overdo overdoes repentance, however, turning a "comfort" to

his smugness into "my greatest disaster".

Thomas R. Frosch points out that Trouble-all sub-
6 ,

b~

stitutes OveLdo'for‘God. It takes the madman to show the
audiénce, if not Overdo himself, the extent to which Overdo's
self-adulation can reach. Trouble-all literally states what
Overdo, in his most exalted moments, assumes unthinkingly--

~
that he is the omniscient master of all he surveys. Among the

-
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other overreaéhers, only Tamburlaine demands and receives this
ungquestioning acceptance and adulatlon as a god on earth.
Zenocrate, Theridamasg, Usumcasane, and Techelles venerate
Tamburlalne s every word and deed with rarely a negative
comment .\ Jonson portrays such hero—worship as madness and
nonsense. - . l
. Trouble-all provokes Hagg%s and Bristle to a comical
buf devastating evaluation of Overdo's conduct on the bench.
Trouble-all seems to be.the rule rdther'than the exception. E
The most telllng remark, by Bristle, strlkes home: "and when {ﬁJ,
‘[Overdo] is angry, be it right or wrong, he has the law on's e ‘
side, ever" (IV.1i.75-76) . Overdo resolves to do better in the.
futuref but promises are not enough:
I will be -more tender hereafter. I see ‘compassion
may become a Justice, though it be a weakness, I

corfess; and nearer a vice, than a virtue,
(IV.i.77-79)

Overdo has vet to coréect several faultd in his personality

which are far more harmful than cdmpassion. ka
Overdo is off stage for most of Act IV, being bustled -

%round the Fair in a search for'"JusEicé Overdo” so that the

court oé Pie-powders can begin- however, the almost reverent

references of Dame Overde and the devotional reliance of

Trouble -all on his word prevent the audience from forgetting

him. Trouble-all epitomizes the arbitrary nature of Overdo's

justice, but Dame Overdo's poor but accurate imitation of her

&
husband's manner of speaking diminishes Overdo's ever-lessening
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statﬁre even mgre.'_ ~
Dame Overdo proves almost as dependent on her husband's
nhamé as Tfouble—all is. After the game of vapﬂgis.déigriofates
into a scuff%jr she invokés first her own authoréty, then "the
king's namé, and my husband';“ (IV.iv.106-108). The progres-

sion places Qverdo at the top of the three, gnd At parodies
. | - .
his trio of justice, king, and commonwealthiZIII.iii.40-4lia1

- -

Exchanging insults with Wasp again, she permits the watch to
take Wasp to the stocks and echoes Overdo's stvle:

I thank vou ﬁgggéﬁwfriends, in the behalf o' the
Crown, ;and +he peace, and in Master Overdo's name,

. for su sing enormities. .
- (IV.iv.167-69) ?

Dame Overdo even blames the enormities, not the ale. Her —
preference for "men of war, and the sons of the sword" (IV.
iv.214) indicatés that she haslno more discrimination in this
regard. than Overdo has; she sees such fellows only when they

have broken the law angd appear in court before Overdo. Her

-

beating at the hands of Punk Alice foreshadows her husband's
comedown.

Overdo's conduct on the second trip to the stocks

2,

L)

proves that he has changed. He does not resort to grandiose
rhetoric, as his companidns, Wasp and Busy, do; but he still

hangs on to his Stoical pretense:

Wasp. And do you sigh and groan too, or rejdice_in vour afflication?
Jus. I do not feel it, I do not think of it, it is a thing without
me. Adam, thou art above these batt‘riest these contumelies.
“In te manca ruit fortuna, as thy friend Horace says; thou
art one, Quem negue pauperies, neque mors, neque vincula
terrent. And therefore, as another friend of thine says (I
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think it be thy friend Persius), Non te uaésiveris extra.
Quar. What's here! A stoic i' the stocks> The fool i1s turn'g
philosopher.
. (IV.vi.88-97)
Wasp is correct when he wonders if Overdo, like Busy, ‘rejoices
in his troubles. Through his philosophical pose- he does some-
thing which Quarlous is quick to notice. The vanity of this
moment 1s countered by his genuine desire to make "amends" to
Trouble-all (IV.vi.151).
r .

e Urged by Busy to flee the stocks, Overde does so, only
to return dressed like a porter. This new metamorphosis seems
to restore Overdo's pride to its fullest: '
This later disguise, I have borrow'd of a porter, shall
carry me out to all my great and good ends: which, how-
. ever interrupted, were never destroyed in me: neither is

: the hour of my severity vet come, "to reveal myself, where-

in, cloud-like, I will break out in rain and hail, light-

ning and thunder, upon the head of enormity.

(V.ii.1-6) :

Overdo's confidence in himself reassures him that he can
descend upon enormity and that he can remove the sting of Trouble-
all by merely offering satisfactiond (V.ii.127-28). Overdo uses
Stoicism to persuade himself that he is above the normal desires
of other men, but this pose blinds him to the excessiveness of
his aspirations for power and omnipotence. He wants to be re-
cognized as the god-like person he believes himself to be and
would imitate the God of the 014 Testament exactly. God con-
cealed himself in a cloud; accordingly, Overdo will be "cloud-

like"™ (V.ii.5) and "break out in rain and hail" (v.ii.6) upon -

enormity. Such literal insisterice calls attention to Overdo's



f :

%,
Y

286

shallowness, but the humour also stresses ﬂis'extremism.

As a member of the audience a%the puppet-show, Overdo
says little, but what he dqef say shows how much he is just
one of the crowd instead of an exXceptional intellectual. Like
ques, he is in the dark about the nature of the puppets until
ﬁhey are brought out. Predictably he denounces plays as vet a-
nother "pernicious enormity" wh{ch destroys yvoung men (V.iii;”‘
'67-68) . Overdo is naturally surprised to see Grace with a
Stranger (Winwife), but he does nothing aboﬁt it. Wﬁen Edgworth
enters, Overdo takes Knockem, Whit, and Win and his wife, dressed
in the green gowns, as "good compény" and "persons of fashion"
(V.iv.36-37). He must be very surprised when Whit offers him
either of the ladies for twelvepence (V.iv.51-53). Ironicallv,
Overdo unwittingly predicts the outcome: "Aye? This will prove
my chiefest enormitv" (V.iv.54).

Jonson constantly emplovs the aside and the scliloquy
to develop Overdo. Unlike Volpone or Mammon, who do not alter
in personality, Overdo experiences emotional conflicts which
these devices reveal. They also expose Qverdo's almost.totél
reliance on overreaching rhetoric to sustain his high opinion
of himself. Such language becomes a self-justifying substi-
tute for thoughtful and responsigle actions and supplies an
excuse to do as one pleases. Overdo is é long way from
Tamburlaine, with his single soliloquy and knack for immediate

decisions, but the Justice of Piepowders remains a dramatic

descendant of the Scythian shepherd. They share colossal

(=]
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vanity, an obsession to §eefthemselves far advanced from their
present status, and the confidence that they can direct their
future and the lives of those around them.

Busy's conversion into a beholder (V.v.109-10) by the
revelation of Puppet Dionysius strikes Overdo as the moment to
declare, "It is time, to take enormity bv the forehead, and
brand it; for I have discover'd enough” (V.v.118-19). As
Quarlous, Purecraft, and Littlewit, who has totally missed
his plav, file in, Overdo organizes his audience. He is in-
tent on his grand moment, quietly postponing Winwife in one
sentence and swelling to‘his enormities in the next:

f vou [Winwife] have, I will examine the possibility

of it, at fit leisure.
Now, to my enormities: look upon me, O London!
and see me, O Smithfield! the example of justice, and
Mirror of Magistrates; the true top of formality, and
scourge of enormity. Hearken unto my labours, and but
observe my discoveries; and compare Hercules with me,
if thou dar'st, of old, or Columbus; Magellan; or our
country-man Drake of later times: stand forth vou weeds
of enormity, and spread

(V.vi.32-40)

That the speech is well prepared, and no doubt well rehearsed,

stresses the discrepancy between Overdo's examples and himself.

He resembles a "scourge and wrath of God" like Tambur Ios
(Part Z.ITI.iii.44) only in that, by tradition,‘the scourge
was eliminated once he had served God's purpose. In the words
of John Enck, "As an instance of ranting under rhetorical con-
trol, even Jordson had not achieved anything quitg like this

- . . 7 .
gradual vielding to self-intoxication." Overde is as exultant
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in exposing crimes as Volpone and Mosca or. Barabas and Ithamore
are in committing them. His elation in listing his "enormities"
resembles their gleeful recitatior of their evil deeds. Even
“the unexpected entrance of Ursula, Trouble-all, and Nightingale
fails to stop Overdo at full tilt. He forﬁally addresses
Ursula as "O the sow of enormity" (V.vi.58). When Quarlous
is expoéed'as a fake madman, Overdo promptly uses his favourite
word again: "you are the enormity!" (V.vi.64-65). Only the
discovery of Mistress Overdo as one of the "twelvepenny ladies”
{(V.vi.47) renders him sSpeechless.

Seizing the chance, Quarlous explains all, lectures
Overdo, and finishes with a suggestion which Overdo accepts:

you are but Adam, flesh and blood! You have vour

frailty, forget yvour other name of Overdo, and invite

us all to supper. There vou and I will compare our

discoveries; and drown the memory of all enormity in

vour biggest bowl at home.

: (V.vi.100-104)

Overdo is properly chastened, but he will not change over night.

In contrast to the comic purgation of Crispinus in The Poetaster

or the total downfall of Mammon, Jonson creates a credible
route for Qverdo's reformation. He accepts Quarlous' sug-
gestion, but a touch of the Stoic is still there in the words
"if I be patient" (V.vi.1C8) and in thé guotation from Horace
{V.vi.1ll4-16). 1In keeging with Overdo's store of learning,
the reference f£rom Hoface rebounds on him ironically. Ad-
dressing Maecenas, Horace comes to the conclusion thet no one

. . »* . . . . .
1s wise. Quarlous' reminder, "And no enormities" (V.vi.ll2),
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is necessary to keeé Adam in check, but Cokes is given the
last word: "Yes, and bring the actors along, we'll ha® the
rest o' the play at home" (V.vi.117-18). ‘ | .
In conclusion, we can sayvthat Overdo 1s a unique
version of the overfeacher. Jonson' retains the satiric de-
piction of the overreacher;s faults of fantasy, aspiration,
fascination with metamorphosis, and grand delusive rhetoric.
These traits appear in the earlier Sejanus, Catiline, Volpone,
and Mammbn, and originate with Tamburlaine. Sweeping as-
sertions which‘have 2 tone of veracity coming from Tamburlaine
sound fodlish when they are voiced by ajusticedisguised as
a madmani The other major difference between Overdo and +he
others lies in his potential for change for the better. Through
the middle acts (III and IV) Overdo shows that he can feel
remorse for his mistakes, but his steps towards repentance
are matched by damning revelations and opinions. Of all the
overreachers only Overdo achieves a true metamorphosis, but
it is a slow and painful alteration in personality. There
is none of the ease and instantaneousness so dear to the over-
reacher. Aand it is a épntinuing process, still incomplete by

the end of the plav.



Notes

lThe masques are A Challenge at Tilt, The Irish
Masgue, and Love Restored. 1Inigo Jones did not collaborate
with Jonson between 1612 and 1616. All gquotations from
Bartholomew Fair will be from Ben Jonson, Bartholomew Fair,
ed. E. A. Horsman, A University Paperback, The Revels Plays
{London: Methuen, 1967). Act, scene, and line references
will be included within parentheses within the body of the
text. All quotations from Marlowe will be from Ribner's
edition, with references in the text.

) ZJ.A. Bryant, Jr. argues that the action of the
play is "the ancient game of "tricking the old one' and
getting his marriageable female or money or both." He
stresses the importance of metamorphosis, but concentrates
on the metamorphoses in Quarlous and in Jonson: according
to Bryant, "in Bartholomew Fair Jonson found the metamor-
phosis of his own anger ané replaced criticism with ac-
ceptance." See "Chapter 5. Bartholomew Fair: The Meta-
morphosis of Quarlous," in The Compassicnate Satirist:

Ben Jonson and His Imperfect World (Athens: Univ. of Georgia
Press, -1972), pp. 135-36. Thomas R. Frosch examines the
theme of feigning or metamorphosis, rlacing it within the
social context: "feigniqeg, as change of form, points to a
fluidity inthe temperament of the age, an exhilarating sense
of multiple possibility in a period of extreme transition
and at the same time an anxious detachment of man from his
roles." Frosch observes that "In both Shakespeare and
Jonson the mask exercises a transformative effect." How-
ever, he finds two traditions of "imaginative metamorpho-
sls," the Ovidian for Shakespeare and the Circean for
Jonson. See "Bartholomew Fair, or What You Will® Scholig
Satyrica, 2, ii (1976): 10-11. Richard Levin maintains

that the centre of the plav is not the Fair, as often
stated, but rather the visitors. For his anralysis, he
breaks them down inta two corresponding groups: one headed
by Cokes, and the other by Littlewit. See "The Structure

of Bartholomew Fair," PMLA 80 (1965): 173. For Ray L.
Heffner, Jr., "The central theme is the problem of what
'warrant' men have or pretend to have for their actions. "
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See "Unifying -Symbols in the Comedy of Ben Jonson," in Ralph
J. Kaufmann, ed., Elizabethan Drama: Modern Essavs in Criti-
cism, Galaxy -{New York: Oxford Univ. Press, 1961), p. 180.
Looking back to the morality play and ahead to Vanity Fair,
Robert E. Knoll regards Bartholomew Fair as a "sophisticated
morality play"” whose theme is "the vanity of human wishes,"
in "Chapter VI. Bartholomew Fair, The Devil is an Ass, and
The Staple of News," Ben Jonson's Plavs: An Introduction
{Lincoln: Univ. of Neb. Press, 1964), p. 1l47. Jackson 1I.
Cope studies the biblical theme; in part, he takes the view
that "what the entangled motifs of money and theft demon-
strate is that authority resides in possession, a power as
arbitrary as that of the 0ld Testament Jehovah whose whim-
sical qualities echo so dangerously in Justice Overdo."

See "Bartholomew Fair as Blasphemv," Ren D 8 (1965): 139.

3Brian Gibbons describes Overdo as the "Disguised
Duke figure."” See "9. Bartholomew Fair and The Devil is an
Ass: Final Plavs," Jacobean Citv Comedv: A Studv of Satiric
Plavs bv Jonson, Marston and Middleton {London: Rupgrt Hart- -
Davis, 1968), p. 179. John M. Potter looks on Overdo as
"the type of Pantaloon, a guerulous old focol who represents
a corrupt society” ("0ld Comedy in 'Bartholomew Fair'",
Criticism 10 [1968]: 294). For the Lord Mavor of London
in gquestion, E.A. Horsman notes C.S. Alden's opinion that
it is Sir Thomas Hayes ("Introduction," p. xviii). Aalden
edited Bartholomew Favre, (Yale Studies in Enaglish xxv,
1904). But in "The Origins of Overdo: A Study in Jonsonian
Invention," David McPherson,nominates Hayes' predecessor,
Thomas Middleton (no relatidn to the dramatist). See MLQ
37 (1976): 224-25. Xnoll favors the morality play (p. 147).

Horsman magintains that "As mirzor can meen 'oaragon,' Jonson
. ¥

need naot have im mind, as H and S helieve, "“Jhetstone's 4 Mirounm for
Msgestrates of Cvties, 1384,'" n. 12, for line 1lib4, \

° Jonson uses Ovid, Metamorphoses, xv.871-72. The
modern translation of gquotations from the "Epilogue" is
from Ovid, The Metamorphoses, tr, and intro. Horace Gregory,
A Mentor Classic (New York and Toronto: New American
Library, 1958), p. 441.

-

6See "Bartholomew Fair, or What You Will," Scheolia
Satvrica 2,ii (1976): 12. :

7John J. Enck, "Chapter X: Adam, Flesh, and Blood,"

Jonsecn and the Comic Truth (Madison: Univ. of Wisconsin Press,
1957), p. 192.




VII

Conclusion

' .

. Fn .each of ﬁhe plays discussed, theioverreacher re-
mains true to the’concept of excess, in fantasy, in soariﬁg
language, and in ambition. With the exception qf Faus%us;
he remains fundamentally a caricature although his simi-
larity to mankind strikes home. Jonson creates his over-
reachers with an eve 6n Marlowe's precedents. In no case
does a one-to-one correspondence occur, because Jonson
_forges each of his overreachers from a variety of sources
to make a new and original character. But the resemblances
to Marlowe's supermen are many and significant; in some
instaﬁces Jonson seems to have used one of them in parti-
cular to fashion a Sejanus, a Volpone, or a Sir Epifd;e
Mammon. Thus, Tamburlainé, and to a much lesser extent,
the” Dun . de Guise,‘serve as sounding—boardé for Sejanus andg
Catiline. Volpone freguently takes his cue from Barébas,.
ancd sometimes from Ithamore. Sir Epicure Mammon swells to
a grbtesque distortion of Faustus' proudest boasts, grandést
aspirations, and most secret desires. Faustus' store of
magic and science dépreciates to the status of the rest of
Subtle's pretentious jargons, along with the science of duel-
ling and the whims of the Queen of Pairy. Overdo owes some-
thing to Tamburlaine in his immoveable and immoderate conceit,
but he points the way ahead for Jonson, which was somewhat

rd
apart from the excessive and irreclaimable overreacher. At
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the end Overdo retains his social ppsition and auﬁhority,

unlike -any of his predecessors. onson reconciles justice

and society by altering e Justicerather than reforming
the minor miscreants. .

. The overreacher's characteristic fixation on meta-
morphosis brings out both the similarities and the differ-
ences between Jomson's characters and Marlowe's. The key
to metamorphogis for them all is language: in persuading
others that he has changed, the overreacher considers him-
self changed. Although few of the multitude of rhetorical
devices are overlooked, hvperbole is the overreacher's
favourite and most potent. After Dido, Marlowe begins with
a Tamburlaine who can effect metamorphoses and moves to a
Tamburlaine who cannot. From that moment in Barabas, in
the Guise, in Mqrtimer, and in Faustus, success is tempo-
rary at best and usually ephemeral. From the standpoint
of accomplishment alone, Barabas is the most impressive;
until his final moment, no situation proves beyond his capa-
bilitf to alter himself to suit it. But from the viewpoint
of character Marlowe's greatest achievement is Doctor Faustus,
who slowly and unwittingly transforms himself from one who
could be redeémed to one who is damned.

Jonson's overreachers believe in metamorphosis and
rely o? hyperbole too. But Jonson clearly demonstrates that
they can only persuade knaves and gulls and w&uld-be knaves.

The good and honest man and the good and chaste woman will
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never be taken in by their iinguistig magic, and, Jonson
indicates, neither sﬁould the audience. The sympathy which
Marlowe can so guickly if temporarily arouse for a Tamburlaine,
the fairytale shepherd who becomes a knight, or a Doctor
Faustﬁs, the daring, all-risking, scholaf-conjurer, or
even a tortimer, the rebel with a just cause, frequently
gives rise to ambiguity.

Possibly to avoid such mixed feeling in the audience,
Jonson takes care that none of his overreachers gain the
audience's sympathy. For £his reason, perhaps, he overloads
Sejanus with warnings, but his‘intention is clear and
he has much greater success in Volpone. Volpone's only
dupes are proud and greedy hypocrites. Celia and Bonario
remain above this enticement. ﬁhile Volpone's words mayv
enchant £he audience at the outset, Jonson brings him
crashing down when Bonario bursts in. The rescue of Celia is

a highly comic moment, possibly one of farce ("Forbear, foul

ravisher!") and the target of the joke is Volpone,.who promptly
collapses. The rogues recover, but Volpone never again
carries the audience with him. Sir Epicure- Mammon is even

farther removed. As a gull he is a knave's dream; as an overreacher
he has all the gifts of language at his command and can persuade

no one of anything, including the audience.

\’\
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As Jonson's first.knbwn overreaching protagonist Sejanus
marks a considerable advance upon the earlier Ovid and Tucca..
Sejanus does not dominate the Play by his presence on stage, like
Tamburlaine, but_his relationship with Tiberius is the subject of
almost every conversation. The play does revolve around him in
this sense. Jonson ‘stresses to the liﬁit the vast differégce
between Sejanus'’ oratory, which often sounds like famburlaine's,
and his nature, which is almost the .opposite from the Scythian's:
?or doeSVSejanus resemble the other overreaching trendsetter,
Barabas. He lacks the Jew's caustic sense of humour. Further,
mast of Sejanus' wiles and devices are blatantly obvious,not
Machiavellian. Hié spies are known, Sudden arrest is common .
Legalized murder (Sabinus) comes as no surprise. What is most
Puzzling and secret about Sejanus for the Germanicans angd
POssibly the people of Rome is the question of where Sejanus
actually stands with-Tiberius.

Volpone is one of Jonson's\éreatest knaves. Silent
of necessity while Mosca leads on the visitors, Volpone
usually breaks out in verse at every opportunity, praising
‘himself, deriding his gulls, and dreaming of new ang exotic
pleasures. While. his resemblance to Barabas is generally
.4ccepted, the similarities and differences go beyond what has
been noted. .In cémmon Volpone and Barabas share a love of
metamorphosis and of acting, an apparent obsession with wealth
which is stronger and less diluted in Barabas than in Velpone,
the overreacher's desire always to go one‘better, and the
conviction,'partially_ borne out in the play, that he is made
superior to other men. Each 1is happiest and most

powerful within his little room.
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Barabas seems to begiq with dignity and degenerate into farce.
Volpone is not far from farce. Eéch is Machfavellian, Barabas by
'history of the Jewish usurer and- by force of Situation, and
_Volponé by choice. Each is aided by a trusty servant who

_ comically betrays him. As for differénces,_Volpone is still
the.wquld-be.%over, Barabas the”callous sensualist who turned

to wealth.

By making Sir Epicure Mammon a gull instead of a knave,
Jonson_ creates a further variation on the overreacher. M;mmon ‘is
as fixed in his desires as Volpone or Sejanus, but he poses n&
threat to society. In Mammon Jongon- demonstrétes tha£ the
most excessive aspirations can - reside qpmfortably- in the.:
greatest pf fools. At*ti?es he is a grotesque parody of
Faustus, who also- deludes and harms only himself. ~ Jonson
divides Faustus' two chief traits between his chief gull and
a major knave: Mammon receives the aspirations and Subtle,
the master Doctor, the scientific knowledge and power to debate.

The result is that neither character is admirable or sympathetic
but both are richly comic. In Faustus the wunion of the two
qualities eventually produces a tragic resolution. ‘

Unlike Sejanus, Catiline is a noble who is discontented
and ambitious. One Eends to see the similarities between their
two plays more readily than the differences POssibly because _both
are Roman tragedies and, in their .day , both failed

on the stage. 1In Catiline, however, the forces
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of good have an active role, so‘dctive that they soon render
the overreacher harmless. Catiline begins as a capable
descendant of Tamburlaine, a talented manipulator of men

and women. But once Cicero appears, Catiline's star waﬁes
and Jonson makes this fact too obfious by-reducing Catiline's
appearances and his speeches. Instead of a struggle between
good and evil or right and wrong, the play treats the prob-
lem of how te deal with traitors who have not vet commit-
ted a treasonous act. Cicero finds solutions but the action
is limited from thg third_act and eventually seems to g¢rind
to a2 halt.

In his next play, Bartholomew Fair, Jénson returned

to the more familiar ground of comedy and produced a unigue
comic masterpiece. Instead of a major protagonist, Jonson

again employs a crowd of characters as he had done in The

Alchemist, and earlier in Everv Man In His Humour and Everv

Mar Out. While no visitor remains unaltered by his trip to
the Féir,'the most changed is likely Justice Adam Overdo. As
his name implies, Overdo has overreaching dreams, but he adds
to them a gull's nature and the authority of the law. Unlike
any previous overreacher in Jonson or Marlowe, Overdo gen-
uinely wants to help his fellow man in addition to elevating
himself to fhe statug of a Jehovah. Thus, he can be reclaimed
by Quarlous' admonition and.preside over his banquet table.
Jonson's development of the overreacher coincides
with the pefiod of his greatest plays. Building up to the

overreacher in the "humour" plays and the comical satires,
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he makes a first stab at the figure in Sejanus, creates a
unigue overreachexr in Voléone, and may do as much as he could
do with the character in comedy in fashioning Mammon ‘As an
experlment Catlllne makes an interesting overreacher but
ultlmately even Jonson_could not draw together all the aims

that he set for the tragedy and still produce an effective

drama. The appearance of Adam . Overdo in Bartholomew -Fair

marks Jonson's departure from the usual static nature of the
overreacher. Overdo testifies to the fact that, after Mammon,
Jonson had to vary the character. His later comedies contain
overreachers in this vein, aspiring, sometimes lustfﬁl,osome—
times-greedy, but alwavs restrained from going too far.

As Levin points out, the inability to hold back is
& fundamental characteristic of Marlowe's overreacher} In
the line from Sejanus to Volpone, nammon, and Catiline,
Jonson follows this pattern and illustrates the folly of
such ambition. When Jonson deviates from the Marlovian form-
ula, the pla§s are less ano$ﬁful prossibly because the over-
reacher is a less commandiné-and excessive figure.

From 1603 to 1614 Jonson studies in depth the prob-
lems that the otgrreache; poses for societv and for himsel*.
In Sejanus he deals with these issues in a tragedy. Volpone,
an overreacher in a comedy, develops out of Sejanus. Each

-
of the works offers an accurate portrayal of the overreacher

as a knave ané a danger to soc1etv but as vet Jonson has

no solutlon and no need for insight into the character. In
—

i
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Epicoene Jonson does not depict an overreacher; however, in
Morose he creates a comic carlcature who briefly gains the
audlence s svmpathv when Dauphlne Curtly dismisses him. 1In
contrast to Sejanus and Volpone Morose is a gull, the victim

of the'p}dts of Dauphine, Clerimont ang Truewit.

Wlth his newt comedv The Alchemlst Jonson brlngs

1nto being Sir Eplcure Mammon at one and the same time his
'greatgst overreacher and his greatest gull. Enormous as
Mammon is in his infinite fantasy and orﬁate language, he
almost necessitates a balance beyond that of the cheaters,
Face, Subtle, and Doll. Jonson introduces Lovewit, a gentié—
man in Mammonxs social class who is neither a prude nor a
rogue but rather a shrewd and good-natured master who, un-
like Mammon, knows enough to be wary of - - -indulgence.?
Lovewit provides a credible alternative to the ovér-
reacher for a comedy, but Jonson proves less successful in
tragedy. (Catiline's Cicero should have all the answers to
the perils of overreaching; perhaps he does, but he wins
too easilv. A well-drawn overreacher and an impressive vil-
lain untll Cicero appears, Catiline. fades completely before
the eloguence of this righteops and virtuous man. Histori-
cally famous as an orator, Cicero should surpass anyv effort
by Catiline in speaking and possibly any speech by any other
overreacher. Instead, his ~lengthy and almos%ﬁaﬁbroken soeeches
harm Cicero's growth as a character and slow the action of

_the play to a crawl. 1In spite of these drawbacks Cicero
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clearly remains Jonson's Nemesis for the overrdacher, and

3
he never tries to improve upon this character.

When he returns to comedv in Bartholomew Fair,

. . L J
Jonson sets aside the comic caricatures such as Volpone

and Mammon and the genuine imitators of Tamburlaine such

as Sejanus aﬁd Catiline. 1In Fheir‘place, he presehts

Adam Overdo as an overreacher capable of change and examines
his personality extensively. As both a well-intentioned
justice of the peace and an aspirer, Overdo possesses a
complex temperament, but Jonson convinecingly traces his
gradual education in compassion and his subsegquent change
for the better. In doing so, Overdo goes bevond the bounds
of a caricature, and merits his piace in the newly_harmon—
ious society. Jonson draws attention to the maturation of
Overdo through thé lack bf change in everyone else from
Nightingale %o Cokeé.k

.
-

Legitimate comparisons mav be drawn between the ovér—
reachers in Jonson and Marlowe bevond the sbecific pairings
of Sejanﬁs.and Tamburlaine, Volpone and Barabas, Mammon and
Faustus, Catiline and Tamburlaine, and Overdo and Tamburlaine.

In several instances when a lesser Marlovian overreacher,
_guch as the Duc de Guise or Gaveston, may have contributed
to the composition of a Jonsonian figure, the comparison has
been included. For the most part, however, establishing and

scrutinizing the extent and nature of the relationship be-

tween these pairs of overreachers seemed more advisable
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than attempting to catalogue and classify every possible
comparison. Each Jonsonian member of a pair of overreachers
usually complements his Marlovian oounterpart-considerably
mofe than he does any other figure in the rarlovian canon.
For example, one might compare Volpone and Faustus as
readily as Mammon aﬁd Faustus; however, Mammon and Faustus
are always victims of their own fantasy more than ﬁenaces
to others. 1In contrast; Volpone presents a definite threat
to the innocent Celia :and Bonario. His attempted. seduction
of Celia, for all its enticing language, is the action of a
villain, the-would-be corrupter of the chasté wife. On the
other hand, Faustus' address to Helen and Mammon's temptation.of .
Doll are really speeches made by the dupes of these upparently
beautiful women. i

Gifted as he alwavs is, the overreacher in Jo§son and
lMarlowe is basically incompatible with his society. It rejects
him by the end of the play, if ﬁot before, and he usually rejects
it in its present form. For the overreachér, society: even
the world, exists to be used and remade according to his
desires. In.order to survive, society must expel him or destroy
him, if he does not destroy himself.

While Jonson's primary purpose is to write entertaining

drama, a principal target of his satire in the comedies

and a main concern of his didactic instruction in the
tragedies is the traits usually associated with the Marlovian

overreacher. The chief characteristics of this figure are

an overwhelming aspiration to power in some form

and an almost total self-absorption: consequent’ upon
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these characteristics are 'a love of intrigue, a belief

in fantasy, a dependence on hyperbole, and a lack of self-control.
- When Marlowe combines these characteristics, he can create
a completely ironic caricaturé of a villain-hero in
Barabas, or a tragic hero with an ironic tinge "in Doctor Raustus.
Although Jonson's overreacﬁers such as Volpone and Mammon
are almost always caricatures, Jonson drew on Marlowe as a
mine for characteristics and a stvle of rhetoric familiar
to his audience.
The overreacher continues to appear after the first
. two decades of the seventeenth century, notably in several
plays by Middleton and in Massinger's Sir Giles Overreach

in A New Wayv to Pav 0ld Debts. Charles A. Hallett observes

that Middleton's creations are less satisfving than Jonson's

- D
or Harlowe's,” pecause they lack the grandeur of a Volpone or

a Barabas. For a towering overreacher after Massinger's,6
cne has to go outside the drama to Milton's Satan

in Paradise Lost. One source for Marlowe's character was

the miracle plav, with ﬁucifer as the original overreacher.
Accordingly, it seems appropriate that the last grand
overreacher should be Milton's complex Satan, who displays
a kinship to the overreachers in Jonson and Marlowe, in his
persuasive rhetoric,love of metamorphosis,

b?Lndless amhition, and ironic end.



Notes

l - -
Levin, "Chapter I. The End of Scholarism," The Overreacher,

p. L1,

2

Lovewit states twice that he is wary of being an indulgent
master (The Alchemist, ed. F. H. Maras, V. iii., 77 and V. v. 150).

3
Jonson's fragments gn Mortimer indicate that he might have
produced a history play dealing with the period of Marlowe's Edward II.

Jonson's Martimer might have bean a fittirg companion for Sejanus
and Catiline,

4

In the plays that follow Bartholomew Fair Jonson freguently
draws on fantasy, caricature, the various devices of rhetoric, and
metamorphosis te develop his characters; however, he rarely if ever
fuses them together to create an overreacher approaching Mammon or
Volpone. Fabian Fitzdottrell has his strange fantasies; Picklock
mecestly styles himself a Vertumnus; Pennyboy Canter proves that
every profession is only ranting; Sir Glorious Tipto parcdies
Toby Belch, Although these latter figures can command the audience’s
attention for a moment or so, they all fall short of the spell-binding
power af Mammon, Vclpone, or even Sejanus.
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5

Charles 4, Hallett, "Middleton's Overreachers and the
Ironic Ending," TS XV1 (1571): 9,

6
Both Zliot ang Knights comment on the influence gf
Jonsen and Marlouwe on'Massinger. Although he is based on Sir Giles
Mompessan, the notorious extartianer, Srr Giles Cverreach descends
from the earlier Overreachers as well, While no extensive
comparison tg dnyane of them may be draun, echges gf Volpone,

Catiline, and Barabas occur in his speeches. Hnights_alsorcbsenM85“__n-

that lines from The City Madam are -drawn from THE Alchemist and

vTEejanus.  Like Volpone and Barabas, Overreach is a villaim with g

servant-accomplice,'Marrall; however, their relationship lacks the
unrestrained glee in performing evil, whigh temporarily unites
Volpone ang Mosca, and Barabas and Ithamore, Overreach's fantasy

is limited tg his daughter's marriage to Lopg Lovell, his speeches
boast fey classical images, and his Power of persuasion is almost
non-existent, Rarely called on to dissemble, he has little interest
in acting gor in metamorphosis cutside @ rise in social rank for his
daughter.like Volpone, he prefers the dark ways by whigh he obtains
his wealth abgve everything else, but his means are ng more than the
methods that Voclpone scorns: Overreach gains his money fram widouws,
arphans, ang Tuined prodigals. The problem is not that Over-each is

"the terror of 3 dozen parishes instead aof the Conqueror of 3 werld,"

to vse Eligt's words, but rathor that he seldom Pictures himgself as
Snything greater than "the terror of g dozen parishes, ™ Neither he
nar Massinger has the imaginatiogn to go farther. Overreach falls
short of z fully developed character but he zlsg lacks the visign
of a grand caricature like Mamman, while he is less impgsing than
Gverreasch, Luke in The City Madam displays a command of mythology
and a2 talent for Fersuasion which logks back tao Valpone and Mammon,

See Eliot, "Philip Massinger (1926),m Elizabethan Dramatists(Landon:Faber an

Faber, 1963), po. lue-54; Knights, "Chapter Tenm.The Sigriticance of
Massinger's Social Cnmedies," Orama ang Sccietv, Pp. 270-72; 276;
285-87.




APPENDIX

Marlowe's success with blank verse led Jonsocn, in

company with Shakespeare, Chapman, Marston, and countless

lesser playwrights, to take advantage

of his example. Marlowe's

__basic syntactical _unit. is the line itself. While he

rarely employs run-overs, a verse sentence can contain up

to a dozen 1lines. Marlowe fills out

the line with

polysyllables, exotic proper names, double predicates,

appositional phrases, and conditicnal

practice led to Nashe's reference to "

clauses; this

the swelling bombast

of bragging blanke verse" and later to Eliot's comment that

"Marlowe's rhetoric consists in a pretty simple huffe-snuffe

1

bombast." Aided by their audience's familiarity with the

form, later dramatists could experiment more than !Marlowe

could. Even so, he makes impressive progress between

Tamburlaine Part I and Doctor Faustus. Occasionally

he varies the length of the line and,

in Faustus' last

soliloguy, breaks up the line. Perhaps equally important

in regard to Jonson, Marlowe "developed a new and important

-
conversational tone in  the dialogﬁeghg?'Faustus with the

deviin.?2

—

In the decade between Marlowe's death in 1593 and Sejanus

(l603), both the dramatists and their
accustomed to standard blank verse.

does not hesitate to experiment with

audience became
Accordingly, Jonson

the form. The caesura

¢an come anywhere; the thought rarely ends with the

line, as is usual in Marlowe, but
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runs over into the middle of the next line gr the line after that,
Jonson retains Marlowe's catalogues of names and carries it to new
sxtremes. UWhile it might be said that Tamburlaine's style of
speaking has much in common with that of his adversaries, such

as Cosroe ar Bajazeth, Jnn§nn employs blank verse to portray

the manperisms af such unangettable individuals as Mosca, Corbacciae,
Corvino, Tribulatiﬁn Wholesome, and Subtle. Each of them stands
out apart from the rest, largely on the basis c; his singular way
of speaking, whether deceptive, hypocritical, greedy, or apparently
ordered and ratiunal? Jonson effortlessly uses blank verse eﬂ@?

in scenes af quarrels and brawls. He breaks the 1line two or three
times batmeen‘his characters, who rant and ‘reoar at each other iq

a totaliy credible fashion, but Jonson always stays within the
confines of the verse-form. None of these-refinEments is totally
unknown in Marlowe; however, Jonson is in a position to utilize
them to the fullest for his particular kind of comedy. Junsnp's
blank verse in his tragedies seems no less effective ir technique,
but the serigus and openly didactic approach toc the subject rabs

Jonson's verse of its usual vitality and energy.
-~ LS

f‘



Notes

1

Nashe's comment appears in hig "p
Menaphon. See Hyder £, Rollins angd Herschel 8aker, The Renaissance
in England: Non-Dramatic Prose and Verse of the Sixteenth Century

(Lexington: 0. C. Heath, 1954, p. 537. For Eliot's observation
see "Christopher Marlawe (1519)" jn Elizabethan Dramatists
(Londgn: faber and Faber, 1963), p. 59,

2
Eliot, "Christopher Marlowe (1919)," ». 63.

reface" tg Greene's
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ABSTRACT

During ﬁhe English Renaissance no dramatist took a
more serious approach to his plays than Ben Jonson. Every
line in any one of his "workes" is there for a purpose; in
the words of Herford and Simpson, "everything in Jonson is
deliberate." While critics have examined in depth Jonson's
use of the-'classics, his relationship to contemporary plﬁg—
wrights, éxcluding Shakespeare, has received less attention
than it deserves. Jonson is usually regarded as an innovator,

. ~

4 master, or an outsider; he was very much a man of hgf day, -

a defender as well as a oritic of English drama. Among the

Elizabethan playwrights, Jonson's greatest affinity is with
ChriStopher Marlowe. The two writers have in common aé
extensive knowledge of the ancients and a highly developed
gift for dark satiric humour. In their best plays these
talents unite in the depiction of the principal character,

the overreacher. In both authors, the overreacher is an

aspiring and skilful orator whose love of excess, delusions,

‘and pretensions is sardonically exposed.

The overreacher does not figure in all of Jonson's
plays, but he does appear reqularly fhroughout his career.

Hints occur in Cvnthia's Revels and The Poetaster, which have

elements similar-tog some inMarlowe's early work, Dido, QOueen

of Carthage. 1In Jonson's firs+ tragedy, gSejanus, Sejanus

has Tamburlaine's aspirations and a touch of his persuasive

-
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eloquence, but Jonson portrays these characteristics as
menacing to society rather than commendable. The black

comedies,Volgone and The Jew of Malta share the theme of

avarice and 'a sinister foreign atmosphere. On closer
examination Volpone emerges as a comical combination of

Barabas and Ithamore. In The Alchemist Surly accuses

Subtle of being the "Faustus," butAit is Sir Epicure Mammon
who lives in Faustian visions of being a god on earth
through thevmagic of the philosopher's stone. Catiline,
Jonson's second tragedy, sets Catiline, a kindred spirit of
T;mburlaine, against Cicero, a taiented orator and éolitician,
who uses the overreacher's methods for the publié¢ good.

Virtudug and pragmatic, Cicero is triumphant. In Bartholomew

Fair Justice Overdo is an all-too-human would-be Cicero, who

cannot restrain his illusions of grandeur. After Bartholomew

Fair the part of the overreacher diminishes in Jonson, as he

concentrates on the theme of reconciliation.

 Jonson knew that overreaching aspirations can arise
in a gull as easily as in a knave; in either case, he exposes
"the dangers in yielding to ambition, fantasy, and self-
intoxication through language. Where Harlowe's o?erreachérs
can sometimes seem exceptional and admirable, Jonson concentrites
on edudating his audieﬁce about the delusiveness of the
overreacher's appeal. Although Jonson's overreachers such as
Volpone and Mammon are almost always caricatures, Jonson drew on
Marlowe as a mine for characteristics and a style of rhetoric

familiar to his audience.





